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ABSTRACT 

 

 This dissertation uses an interdisciplinary approach that analyzes and compares 

the film scoring processes of Danny Elfman, Elliot Goldenthal, James Newton Howard 

and Hans Zimmer in characterizing the fictional hero Batman in film.  This is 

accomplished by applying Classical Hollywood film scoring principles from the golden 

age of cinema, Juan Chattah’s pragmatic and semiotic typologies regarding musical 

metaphoric expression, and psychology.  This amalgamation demonstrates how the 

aforementioned film composers consider varying structural aspects of their music, i.e., 

formal design, melodic contour, harmonic gestures, and cadential formulas, in 

(re)creating and establishing their individual artistic trademarks on a comic book 

character within canonical and non-canonical storylines.  The study includes soundtracks 

from Tim Burton’s Batman and Batman Returns, Joel Schumacher’s Batman Forever and 

Batman & Robin, and Christopher Nolan’s Batman Begins and The Dark Knight.  The 

result is an analysis that: 1) enhances what little is known about the music for these films; 

2) allows for the recognition of the film scoring creative process behind film 

sequelization; 3) enhances musical and psychological interpretations of the Batman 

character; and 4) offers an expansion of Chattah’s metaphorical typologies. 
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INTRODUCTION AND OVERVIEW 

 

Movie genres give audiences certain expectations to how a film’s narrative might 

develop, likewise predetermining the kind of music the filmgoer may expect.  Film 

composers are challenged in creating a musical score that will satisfy the demands of the 

director’s vision for the movie.  Their music must also have the facility to emotionally 

engage with the audience, removing them from the limitations of reality and immersing 

them into the film’s narrative.  Movie sequels in particular tend to challenge the 

moviegoer’s predetermined expectations since audiences–especially enthusiasts of the 

previous movie–evaluate whether the sequel is on par with, inferior to, or better than the 

previous film, particularly when sequels feature different directors and/or composers.  

The Batman movies produced by Warner Bros. from 1989-2008 are one of the 

more popular comic book-action film franchises existing today.  Although some of the 

films in the collection are favored more than others, the franchise’s popularity has been 

partly attributed to the diverse director-composer partnerships.  The first of such 

collaborations involved director Tim Burton and composer Danny Elfman who directed 

and scored Batman (1989) and Batman Returns (1992).  Both men sought to make a 

gothic heroic picture with a romanticized theatrical soundtrack that would capture the 

original Batman persona as imagined by the fictional hero’s creator Bob Kane.  The 

second partnership included director Joel Schumacher and composer Elliot Goldenthal.  

They went for a more imaginative and camp-like portrayal of the hero, which resulted in 

the visually and musically flamboyant Batman Forever (1995), and Batman & Robin 
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(1997).  With the third and more recent partnership, director Christopher Nolan, and 

composers James Newton Howard and Hanz Zimmer, scaled back on the extreme 

Hollywood-style theatrics and superhero fanfare music experienced in the prior films.  

Instead, they focused on the core human trauma of a superhero thriller reminiscent of the 

graphic novels from the 1980s.  Batman Begins (2005) and The Dark Knight (2008) lured 

audiences by portraying a more realistic take on the hero’s narrative.
1
  Fundamentally, 

the visionary approaches of each director-composer partnership have built upon on 

different aspects of the Batman mythology. 

The compositional approaches of Elfman, Goldenthal, Howard and Zimmer shape 

film visuals into the narratives that the directors sought to depict.  The music can supply 

poignant landscapes that immerse the audience into Batman’s civil and underground 

worlds–that of millionaire Bruce Wayne and a masked crusader.  Music also typifies how 

audiences perceive Batman’s psyche, such as coping with the loss of loved ones and 

attempting to establish a lasting romantic relationship.  Essentially, the composers’ 

unique collaborations with their respected directors illustrate varying cinematic and 

musical relationships between a film’s soundtrack and its narrative, providing an array of 

filmic variations to the Batman character. 

With these points in mind, this dissertation takes an interdisciplinary approach to 

understanding and elucidating the music of the aforementioned Batman films.  The 

project begins with a history of each film’s development, including production agendas, 

changes in director and composer personnel, the musical scoring process, and the 

                                                           
1
 Christopher Nolan’s third and final Batman film, The Dark Knight Rises, is not included in this analysis 

since the film debuted during the same time of this manuscript’s production. 
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reception of each film.  Knowledge about the films’ history offers a backdrop to 

understanding the creative decisions that shaped the tone of each film.  Part of 

understanding the composers’ work is considering the influence of the director’s 

cinematic ideas.  Likewise, the directors’ creative visions are at the mercy of studio 

constraints.  Discussions of these and other “behind the scenes” topics are indispensable 

to the study. 

The second chapter begins by surveying a range of writings on film music before 

laying the groundwork for subsequent analytic chapters.  The first section provides an 

overview of influential writings on film music analysis, criticism, and interpretation.  The 

section that follows summarizes a few non-speculative analyses on the Batman film 

soundtracks.  Concluding the chapter is an interdisciplinary approach that combines 

musical and cinematic theories about film composition, semiotic and pragmatic 

typologies concerning music’s capacity to convey meaning, and psychoanalytical 

concepts regarding the psychology behind fear of death and romantic interaction.  The 

interdisciplinary method centers on how Elfman, Goldenthal, Howard and Zimmer 

establish their own musical styles by way of musically communicating specific narrative 

topics that have a psychological basis. 

The analysis of how music expresses Bruce/Batman’s experience of loss and 

romance is divided in two chapters.  Chapter III covers scenes concerning Bruce’s 

recollection of fatal incidents and the actions he takes as Batman in preventing other 

people from dying.  Chapter IV includes scenes featuring the protagonist’s attempts in 

establishing meaningful relationships with women as a means to ascertain emotional 



18 

balance in his life.  Historical information from Chapter I (most notably composer 

commentary) is applied to justify the analysis in these two chapters. 

The final chapter synthesizes and summarizes the finished research and analysis.  

The first part of the chapter compares the compositional trends of each composer and 

evaluates their creative traits.  Composer commentaries are used to determine the 

reasoning behind each composer’s musical writing.  The latter part of the chapter offers a 

brief list of possible future research topics utilizing the applied interdisciplinary method, 

and alternate analytic techniques that may be applied towards the Batman film scores. 
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I. THE HISTORY OF WARNER BROS.’S BATMAN 

 

1. A Ten Year Odyssey: Batman 

 The average production time for a film is one to three years, but the seminal 

beginnings of the 1989 Batman began ten years prior to the film’s debut.  The brainchild 

behind the movie was Michael Uslan, who during the 1970’s was teaching the first 

college accredited course on comic books at Indiana University.  In 1979, Uslan landed a 

job at United Artists in New York thanks to Sol Harrison, vice president of DC Comics at 

the time.  While with United Artists, Uslan became acquainted with film producer 

Benjamin Melniker.  It was during his time with Melniker when Uslan presented his idea 

about making a serious live action Batman movie.  The film would be true to the 

character’s dark roots and sever all connections to the unfavorable campy 1960s 

television series which had branded Batman as a comedic character.  After Uslan and 

Melniker attained production rights from DC Comics to create a Batman film, they made 

a deal with film producer Peter Guber to produce the film. 

According to Guber, there is a difference between getting a movie made and 

making a movie.  The obstacles faced during the former process are what lengthened the 

film’s development.  These obstacles included Warner Bros. finding justification for 

making the film, which fortunately was spearheaded by the success of Richard Donner’s 

1978 Superman, Warner Bros. attaining the Batman property from Universal Studios, and 

searching for the proper direction and tone for the project.  After nine years of wandering 
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and struggling to solve these and other conflicts, Warner Bros. gave the project the green 

light in April of 1988, placing the fate of the film in the hands of director Tim Burton. 

 The actual production of the film was not immune to conflicts either, with some 

of the more concerning matters being Warner Bros. wariness about Burton.  At the time, 

Burton was at the forefront of a new generation of film directors.  While his first two 

films, i.e., Pee-wee’s Big Adventure and Beetlejuice, were successful, Batman was his 

first large budget film.  The executives at Warner Bros. believed the young director was 

not ready for such an undertaking.  Compounding the matter was the friction between his 

and studio’s differing visions for the film, and Burton’s out of the ordinary idiosyncratic 

film style as evidenced in his first two films.  In the end, it was Burton’s firm grasp of the 

film’s source material that made the movie a successful blockbuster and a close to 

accurate representation of Uslan’s cinematic vision for Batman. 

While Burton provided the dark visualization of Batman, it was Danny Elfman’s 

task to give the character his acoustical identity.  Elfman was also confronted with certain 

obstacles of his own.  The first was being able to prove himself as the appropriate 

composer for the job.  He had previously scored the music for Pee-wee’s Big Adventure 

and Beetlejuice, and was thus natural for Burton to personally select him as the composer.  

However, Jon Peters (one of the film’s producers) had reservations about Burton’s 

selection.
2
  Elfman proved his worth during a presentation of his music drafts to Jon 

Peters: 

                                                           
2
 There were intentions during production of having the film feature primarily pop music provided by 

Prince and Michael Jackson. 
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I had written all this dark music, and Jon Peters was saying “look, this is fine, but 

you know, we’re talking about a hero here!”  I played him all these pieces… but, 

at this point, it was essential that I came up with this one heroic theme.  I just took 

the same basic theme and turned it into this march, and did it a certain way–

changed the key around a little bit–and all of a sudden [Peters] leapt up out of his 

chair, and it was completely obvious that I had found the Batman hero theme.
3
 

 

Elfman’s statement also hints at his other challenge: capturing the musical 

identity of Batman.  The scoring of cinematic superheroes was established in the late 

1970s by John Williams, which at the time had scored the original Star Wars trilogy and 

the first Superman (1979).  The hero themes from these films featured major keys, were 

up-tempo with a confident militaristic feel, and largely devoid of chromaticism, musical 

metaphors for the optimistic heroes.  At the surface, Elfman’s main title for Batman 

adheres to the dramatic, quasi-militaristic sound of William’s scoring.  However, 

Elfman’s approach reflected the differences in Batman’s character, a hero who is deeply 

troubled and traumatized.  He scored the film’s main title in a minor key, with low-

pitched melodies and textures, and adorned with chromaticism.  By using his instincts, 

Elfman was able to musically bring out the core of the masked vigilante: 

With the Batman theme I just looked for something that had the components that 

could be mysterious, that could be dark, that could also get fun, and can also have 

a driving heroism too, always keeping that dark side to it.  I wasn’t trying to come 

up with something that people would remember so much as something that fit the 

footage, you know, I always just think of “what place does footage,” and I needed 

something heroic and simple.  And in that simplicity you have building blocks, 

and that you could use different building blocks and expand on them.  So I wasn’t 

necessarily consciously graphing it, blocking it out that way, but my instincts 

were old fashioned instincts in that regard.
4
 

  

                                                           
3
 Randall Larson, “Danny Elfman: From Boingo to Batman.” Soundtrack! September 1990: 20. 

 
4
 Danny Elfman, “Nocturnal Overtures,” Beyond Batman: Documentary Gallery, Batman, 2-Disc Special 

Edition DVD (Burbank, CA: Warner Home Video, 2005). 
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2. Full Reign: Batman Returns 

 With the mega success of Batman in the summer of 1989, Warner Bros. naturally 

wanted to continue their achievement with a sequel.  While the key personnel from the 

first film were reunited for Batman Returns, such as Burton, Elfman, and Michael Keaton 

(reprising his role as Bruce Wayne/Batman), the production crew faced a new creative 

frontier, bringing about a different tone that from the first film. 

 Burton moved away from Batman to focus on a different film, Edward 

Scissorhands, but his vacation from the caped crusader was relatively short lived.  After 

finishing Edward Scissorhands, Burton and Sam Hamm (the initial screen writer for 

Batman) had brief conversations about the story for a Batman sequel, agreeing that it 

would feature Catwoman if such a sequel were to be made.  At the same time, Burton 

was contacted by Warner Bros. and expressing their desire to showcase the Penguin as 

the villain.  Hamm wrote a few screenplay drafts which raised Warner Bros.’s enthusiasm 

for the next Batman installment.  However, Burton was reluctant to be involved in the 

new project, believing he had given all of his creative input on the gothic hero in the 

previous film (not to mention his lack of interest in the Penguin character).  With Warner 

Bros. eagerly wanting Burton as the director, the studio offered him nearly full reign over 

the film’s creative process, which Hamm expresses in the following: 

The way they [Warner Bros.] kind of got to him [Burton] was to say, “what if, 

you know, what if the second movie is just really a Tim Burton movie.”  And that 

kind of got his attention and got him thinking about what he could do with it 

again.  You know, how extreme could you go with the Penguin?  How extreme 
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could you go with Catwoman?   What if you didn’t have to worry about, you 

know sort of the fidelity to the mythology all that kind of stuff like that.
5
 

 

 With little to no direction from the studio, Burton teamed with Daniel Water’s in 

bringing forth a worthwhile story for the sequel, but maintaining the essentials of Batman 

intact.  Hamm was replaced by Waters as a result from Burton’s lack of interest in 

Hamm’s scripts.  The more difficult aspect about the screen writing was defining the 

profiles of the new enemies, Catwoman and the Penguin.  Burton recognized how these 

villains are traumatized individuals who have a human/animal duality, and use the animal 

motif to act out their deepest desires–very much like the hero does.
6
  Once this 

psychological foundation was established and a viable script was printed, Warner Bros. 

gave permission to begin filming in June of 1991. 

While Burton had exciting new ideas for the sequel, Elfman was equally 

enthusiastic about bringing something new to the table.  Elfman followed Burton’s idea 

of the dual-personality correlation among the three principal characters and wrote distinct 

musical themes for each of the two new villains.  In reality, these musical themes are 

variations of each other.  They are proportionately similar, are written in minor, and 

begin by describing a minor third interval, very much akin to the already established bat-

theme from Batman.  These similarities serve to underline the bond these characters 

share, in that each has suffered a traumatic event and developed an animal alter ego as a 

result.  Elfman also expanded his thematic variation style to accentuate these main 

                                                           
5
 Sam Hamm, “Dark Side of the Knight,” Shadows of the Bat: The Cinematic Saga of the Dark Knight–Part 

4, Batman Returns, 2-Disc Special Edition DVD (Burbank, CA: Warner Home Video, 2005). 

 
6
 Tim Burton, “Dark Side of the Knight,” Shadows of the Bat: The Cinematic Saga of the Dark Knight–Part 

4, Batman Returns, 2-Disc Special Edition DVD (Burbank, CA: Warner Home Video, 2005). 
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narrative ideas.  Whereas the orchestral music for the previous film featured primarily 

melodic variations of the bat-theme, for the sequel, Elfman “demonstrated that rhythm, 

gesture, and timbre are often more important than melody in differentiating thematic 

ideas.”
7
  The underlying similarity of the three characters in Batman Returns is reflected 

in the way Elfman scores them, furthering both the narrative and the sense of musical 

unity in the score. 

 Batman Returns premiered on June 19, 1992 and was a financial success; 

however, Warner Bros. expected much more revenue.  The film also received a variety of 

positive and negative reviews.  The negative reviews concentrated on the bizarre 

depiction of some key characters and the borderline grotesque imagery.
8
  In an interview, 

Denise Di Novi (the film’s producer) defended the film by stating: 

It did have a darkness, and a complexity, and a resonance that I think the audience 

at the time, a lot of people didn’t expect, you know, it wasn’t just kind of a fun, 

cool comic book movie. It was something more than that.
9
 

 

Burton also made a remark about the film’s tone: “I like [Batman Returns] better than the 

first one.  There was a big backlash that it was too dark, but I found this movie much less 

dark.”
10

  With the debates over the movie’s financial gains and critiques aside, no one at 

the time would predict how the creative freedom evident in Batman Returns would spark 

a downward spiral of unfavorable cinematic interpretations on the caped crusader. 
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3. New Director, New Composer, New Look: Batman Forever 

 Following the debut of Batman Returns Warner Bros. had intentions to make the 

franchise mainstream and begin working on producing a second sequel.  However, the 

tone for the next film would be lighter so as to not have a repeat of the backlash the 

previous film received.  The studio turned to Joel Schumacher, whose fanciful vision for 

the next film would bring about a different shade of Batman. 

 The transition from Burton to Schumacher was evidently an easy one.  Despite 

having enthusiastic new ideas for a second sequel, Burton was kindly rejected by the 

studio and instead given a producer position.  Regardless of the studio’s decision to bring 

in a new director, Burton also felt he was officially exhausted with Batman and was eager 

to pass on the torch to Schumacher.  Warner Bros.’s decision to bring in Schumacher was 

a simple matter of matching ideals.  Warner Bros. had the grandeur agenda to re-energize 

the next installment, making it more pop oriented and knew Schumacher’s film style 

would deliver just that.  For Schumacher, he wanted to bring the comic strip alive, 

focusing more on the fantasy aspect of the comics.  Batman’s creator Bob Kane also 

expressed an interest in making the third film light hearted: 

Bob thought that because the second one was, perhaps at moments a little too 

dark, then the third one should be a little more upbeat.  Not like the television 

show by any means, but a little more lighter, brighter than the second.
11

 

 

This shared interest in re-inventing Batman with a new vivid look gave rise to the project, 

which would eventually be entitled Batman Forever.   
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Despite Schumacher and Warner Bros.’s shared goal for the film’s direction, 

neither side was immune to conflicts.  The main issue Schumacher encountered with the 

studio during pre-production was related to the film’s narrative: should Batman Forever 

be a prequel or a sequel?  Schumacher originally wanted to depict Bruce Wayne’s early 

life as Batman.  The studio, however, rejected the idea on the basis that they wanted a 

sequel instead of a prequel.  Schumacher hired Lee and Janet Scott-Batchler to write the 

initial script, and were later teamed with Akiva Goldsman.  The Batchler’s provided the 

film’s new characters (the Riddler and Two-Face), while Goldsman geared the story 

towards a psychological tone, “trying to infuse the characters with a little more pathos 

and angst.”
12

  What resulted from these various collaborations was indeed a sequel, 

featuring a few insights on the psychology of Bruce Wayne, but presented in an “edgy 

and glamorous hip style, or something like Saturday Night Live on acid.”
13

 

  With the replacement of Burton with Schumacher, it was no surprise that Elfman 

was also replaced.
14

  To match the stunning visuals of the new installment Schumacher 

brought in Elliot Goldenthal as his film composer.  Due to his different take on the 

franchise, Schumacher requested Goldenthal (and to the composer’s delight) to avoid 

taking inspiration from Elfman’s music: 
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I sort of made it my business not to go back and relook at the movies.  I didn’t 

want to be influenced too much by another director’s work or another composer’s 

work.  I think that Joel Schumacher was very encouraging in that respect.
15

 

 

Goldenthal had an interest in exploring bizarre mutations of orchestral instrumentation in 

Batman Forever.  He had been known for his dark and morbid works himself; however, 

Goldenthal strived for outrageously creative deviations, very similar to what Schumacher 

strived for with the visuals.  For the film’s main title, Goldenthal constructed a more 

elaborate theme–in both melody and harmony–than Elfman’s title.  Outside of this 

primary theme, on the other hand, the rest of the score for Batman Forever is “a 

schizophrenic carnival of noise, shifting from one bizarre collection of motifs, rhythms, 

and instruments to another.”
16

  This musical chaos, however, originates from the 

composer’s taste for thematic variation, which is similar to what is evidenced in Elfman’s 

scores: 

Composing themes like motives that are recognizable for the characters is a much 

easier process, because you can always have modified repetitions and 

permutations on the same theme, just go down a different avenue structurally and 

chordally.
17

 

 

 Batman Forever roared into theaters on June 16, 1995, earning an immense 

financial profit and an array of mixed reviews.  On the story aspect, Peter Travers of 

Rolling Stone criticized how the “script misses the pain Tim Burton caught in a man 
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tormented by the long-ago murder of his parents.”
18

  As for the music, Brian Lowry of 

Variety commented that Goldenthal’s score, “while serviceable, also isn’t as stirring as 

Danny Elfman’s work in the first two films.”
19

  In the mist of the negative commentaries, 

the film did receive some positive appraise: 

I thought that Batman Forever clearly captured that 1940s, early 50s era of 

Batman comics.  Bill Finger used to write these great stories about Batman 

fighting villains, jumping from the keys of a giant typewriter that was in display 

in some World’s Fair, or where ever, and giant pencil sharpeners.  Batman and 

Robin were fighting together for the first time.  The Riddler made his first 

appearance in the comics around that time.  So everything began to change and I 

think that Batman Forever did capture that era of the comic book successfully.
20

 

 

In the end, the film left a sour tone in some audiences’ cinematic enjoyment of Batman, 

but it was Schumacher’s next contribution that ultimately tarnished the franchise. 

 

4. Family Oriented: Batman & Robin 

 The lighter tone in Batman Forever was a result of Warner Bros. taking note of 

the negative criticism towards Batman Returns.  But considering how Batman Forever 

also received mixed reviews (granted for other reasons), the studio could have taken 

some time to consider these critiques and slow down the Batman bandwagon.  This was 

not the case however.  The large amount of publicity and money generated from the third 

movie made Warner Bros. want more, and the studio immediately began discussions and 
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negotiations for another film.  The audience, on the other hand, was reaching their 

saturation point with the character. 

  Development for Batman & Robin began in August of 1995, and with the studio 

becoming greedy in making the most profit out of the franchise, placed the project on a 

fast track for a 1997 release.  Schumacher was contacted by the studio nearly a few 

weeks following the theatrical release of Batman Forever.  Schumacher and Peter 

MacGregor-Scott (the film’s producer) were eager to make another movie, especially 

since it was another opportunity to bring new ideas to the franchise.  Furthermore, 

Warner Bros. wanted the fourth installment to be even more family oriented, and as 

Schumacher’s next statement will enlighten, the agenda for this direction was to drive 

merchandise sales: 

In Batman & Robin there was a real desire at the studio to keep more family 

friendly, more kid friendly… and a word I never heard before, more toyetic, 

which means that what you create makes toys that can sell.
21

 

 

This push to make the next movie bigger eventually dominated Schumacher’s creative 

process.  Schumacher decided to direct the project in the spirit of the campy 1960s 

television show.  His direction would change many aspects of the Batman character, 

primarily concerning his personality: 

Because we were suppose to make a more family friendly movie, I would make a 

gentler, kinder kind of, maybe not as depressed, not as tortured Batman… and I 

know I’ve been criticized for this, but I didn’t see the harm in it.
22
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 Goldenthal reprised his role as the film’s composer, but unlike the schizophrenic 

electro-acoustic construction of his previous Batman score, he expanded his established 

musical themes by rooting them in the orchestra.  The most obvious change is the 

expansion upon the statements of his title theme.  The theme sounds nearly identical at 

the beginning and the end of the film, but the “brass and percussion-heavy ensemble 

would be accompanied this time by an ethereal choir, adding a sense of majesty to the 

equation.”
23

  The more difficult task for Goldenthal, however, was conjuring new themes 

to accompany the variety of new characters without recycling too much old material.  

The new music featured a variety of musical styles with varying orchestration treatments.  

The only drawback to the new score was that it never received a commercial album 

release, whereas the scores to the previous three films did.  Sadly, Warner Bros. focused 

on endorsing the pop songs of the film and not Goldenthal’s new musical ideas. 

 Warner Bros. was expecting large revenue given how production was completed 

two weeks ahead of schedule and millions were spent to promote the film.  

Unfortunately, the movie made less than its predecessors and received a large backlash 

from audiences.  Batman & Robin was poorly received from virtually every aspect, from 

the sexual and homosexual innuendos to the campy atmosphere.  In the film’s defense, 

Michael Uslan addressed how the interpretation of the movie (and the others in the series) 

is based on a person’s knowledge about the comics: 

The movies to me have always reflected a different era from the Batman 

mythology.  To me, Tim Burton’s first film was truly the Batman of 1939 before 
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Robin came in.  Batman Returns was more of Tim’s tribute to the Batman comics 

the way they were portraying the character in the 1990s.  Batman Forever, pure 

middle of the 1940s to the middle of the 1950s, and Batman & Robin clearly was 

all about the Batman of the 60s and the comic books.  So I think that a fan’s 

perspective or an audience perspective on these movies is different depending on 

what age group they are in and what type of Batman comic they grew up 

reading.
24

 

 

Uslan’s commentary was unlikely in the minds of the audience when they viewed the 

movie.  The severe disappointment with Batman & Robin exiled Batman from the big 

screen for nearly a decade. 

 

5. Rebooting the Film Series: Batman Begins 

 The critical and financial failure of Batman & Robin forced Warner Bros. to place 

the franchise on hiatus.  The studio had a few projects in mind throughout the end of the 

1990s and early 2000s in hopes of revitalizing the series; however, none of these initial 

ideas came to fruition.  Fortunately, Batman’s eight year absence from the big screen and 

mainstream media would give audiences time to dispel the experience of Batman & 

Robin and re-energize their interest in the character.  The caped crusader would re-

emerge re-envisioned in a contemporary setting. 

Warner Bros. contracted director Christopher Nolan in early 2003 to direct a new 

Batman film.  Luckily for the studio, Nolan had been interested in Batman for some time 

and was willing to renew the franchise.  While Nolan was a fan of the character, he was 
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by no means an expert in the mythology or psyche of the comic book icon.
25

  He 

therefore brought in screenwriter David Goyer.  Nolan and Goyer knew going into the 

writing process that they wanted to place the fictional hero in a realistic and humanistic 

setting, but also bring forth an untapped facet about the character.  Burton’s Batman had 

illustrated the murder of Bruce’s parents, while Schumacher’s Batman Forever showed 

the moment when young Bruce decides to dawn the cape and cowl.  Nolan and Goyer 

decided to write an origin story captivating what Burton and Schumacher had already 

presented, but in the realistic setting they were aspiring for, and show the seminal 

beginnings of Bruce’s alter ego.
26

  For inspiration, both of them went to DC Comics 

where the company’s president Paul Levitz was more than willing to provide the 

filmmakers with the materials they needed for synthesizing their story.  Once the final 

touches on the script were made, it was time for the hero to return from exile, and thus 

Batman Begins anew. 

 To deliver a humanistic element to the project, every aspect of the film’s 

production needed to have a practical dimension, including the film’s music.  Originally, 

Hanz Zimmer was invited by Nolan to compose the score, but Zimmer requested that he 

work with James Newton Howard since the two composers had wanted to collaborate on 

a project for some time.
27

  The two composers made visits to the filming sets for 

inspiration, believing that by witnessing the production process they would be able to 
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deliver a score consistent with Nolan’s vision for the film.
28

  Furthermore, Zimmer and 

Howard wanted to avoid composing a score reminiscent to the sonic profile of Elfman’s 

or Goldenthal’s music.  Howard focused on the film’s drama, composing lyrical 

orchestral themes to capture the social, human side of Bruce Wayne, whereas Zimmer 

centered on the action sequences and the heroic, yet tormented side of Batman with his 

driving electronic themes.
29

 

Nolan accomplished in revitalizing the franchise when Batman Begins debuted on 

June 15, 2005.  The film was generally well received by critics who primarily praised the 

delivery about “who [Batman] is and what motivates him,”
30

 and how it is the “story, 

psychology and reality, not special effects,”
31

 which brings a vivid essence to the 

darkness and realism behind Batman.  On the music side of things, Zimmer and 

Howard’s film score was received with mixed emotions.  The sound of the score was not 

the issue, “there was a great deal of music in Batman Begins that is hugely enjoyable,” 

but instead the lack of a recognizable superhero theme similar to Elfman’s and 

Goldenthal’s music made the score “unremittingly downbeat.”
32

  Regardless, the general 

consensus was that Batman Begins “captured the real spirit that these kinds of movies are 
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supposed to have nowadays… and Nolan certainly got more to the root of what the 

Batman comics are about.”
33

 

 

6. Unnerving and Exciting: The Dark Knight 

 Audiences were captivated with the contemporary take on the gothic vigilante in 

Batman Begins.  With the film’s success, Warner Bros. wanted Nolan to follow his 

achievement with a sequel, especially given that the film ended with a suspenseful nod to 

an iconic villain.  However, Warner Bros. would not be able to persuade Nolan to commit 

to another Batman film unless he found a story worth telling and investing time to direct.  

With this in mind, Nolan ventured further inward to the core of the character to find the 

key element that would transform the novice Batman into The Dark Knight. 

Nolan was hesitant about making a sequel because he had never directed one in 

his career.  Furthermore, the sequel would have to be driven not by the action alone, but 

by a compelling story (even more so than the one in Batman Begins):  

I [Christian Bale] knew with Chris that he wouldn’t bother making a sequel if it 

wasn’t going to surpass and improve upon the first one.  With the success with 

Batman Begins we had that extra confidence for this second one The Dark Knight, 

that we could push it further and we could create what people call “a blockbuster 

movie.”  Has all the spectacle, has the stunts and explosions and everything, but 

you know, none of that means anything if you don’t have a great story.
34

 

 

Nolan once again collaborated with Goyer on writing the new story, with Nolan’s 

younger brother Jonathan coming in some time later to co-write the official script.  Goyer 
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and the Nolan brothers knew the new film would have to chronologically follow the 

previous movie, thus (re)introducing the Joker on screen.  While the Joker would be 

coupled with Harvey Dent/Two-Face (previously featured in Batman Forever), 

Christopher Nolan wanted to depict these characters in a non-comedic fashion.  He 

wanted to give them believable entities and personalities that would deliver a realistic 

chilling sense of evil and chaos. These ideas ultimately lead to revolving the story around 

the notion of escalation: 

As we looked through the comics, there was this fascinating idea that Batman’s 

presence in Gotham actually attracts criminals to Gotham, [it] attracts lunacy. 

When you’re dealing with questionable notions like people taking the law into 

their own hands, you have to really ask, “Where does that lead?”  That’s what 

makes the character so dark, because he expresses a vengeful desire.
35

 

 

Zimmer and Howard returned to score the new installment and each of them again 

wrote music for different aspects of the film.  Zimmer once more concentrated on the 

action sequences and was responsible for the music of the Joker.  For the Joker, Zimmer 

wrote a nine minute suite consisting of a two-note motif being played by an electric cello, 

violin, guitars and a string section.  Zimmer also used razor blades on the string 

instruments to achieve a tortured, unsettling sound which reflected the character’s 

schizophrenic and anarchy-thirsty persona.
36

  Howard, on the other hand, composed the 

movie’s subtle scenes and the music for Harvey Dent/Two-Face.  For the latter, Howard 

provided an elegant piano theme to reflect Harvey’s nobility before he is seduced by evil, 

but also capture his tragedy when he falls from grace.  With regards to providing a 
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recognizable heroic theme (an element the composers were previously criticized about), 

Zimmer and Howard both believed that creating such a theme would ignore the 

complexity and darkness of Batman, or as Howard comments: 

When you write a traditional, conventional superhero theme, it gives you so much 

information that it might be misleading about that character. Our Batman? We’re 

still getting to know him. He’s a very complicated guy.”
37

 

 

 The Dark Knight premiered nationwide on July 18, 2008, generating an immense 

profit for Warner Bros.  The movie was praised on nearly every aspect, from the actors’ 

performances (although more geared towards Heath Ledger’s uncanny performance as 

the Joker), the gripping story, and to the energetic, elegant, and terrifying music.  The 

Dark Knight redefined contemporary superhero films and enveloped the audience in a 

chilling film which leaps beyond its source material and becomes a mesmerizing tragedy. 

  

                                                           
37

 Ted Pigeon., “Sounds of the Knight,” The Cinematic Art, 

http://www.thecinematicart.com/2008/06/sounds-of-knight.html (accessed August 29, 2012). 



37 

II. SIGNIFICANT TRENDS IN FILM MUSIC STUDIES AND ANALYSIS 

 

Sustained scholarly attention towards film music has persisted for the past thirty 

years, while serious considerations about comic book-action films have only taken rapid 

interest since the early 2000s.  These scholarly writings include more than mere 

analytical studies on specific film scores, they also characterize scoring practices, film 

sequelization, and popular culture relevance, to name a few.  This chapter provides an 

overview of important publications on film music relevant to this project and scholarly 

literature concerning the scores to the Batman film series.  Following these reviews is a 

proposed interdisciplinary methodology. 

 

1. Major Trends in Film Music Analysis, Criticism, and Interpretation 

 One of the frequent and fundamental inquiries when analyzing film music is how 

to write about music that is part of a multi-sensory art form.  Approaches to writing about 

film music are included in Jonathon Bellman’s A Short Guide to Writing about Music,
38

 

and Timothy Corrigan’s A Short Guide to Writing about Film.
39

  These two sources 

define some basic ways at looking at, understanding, and categorizing film, mainly in 

visual and textual terms.  Alternatively, Edward T. Cone proposes three different types of 

readings to truly appreciate either a story or an unfamiliar piece of music in his essay, 
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“Three ways of Reading a Detective Story–Or a Brahms Intermezzo.”
40

  The first reading 

(or listening) allows for simple enjoyment and the second reading provides opportunity 

for analysis.  Only the third and further subsequent readings allow for fruitful 

understanding for the writer’s (or composer’s) technique by considering both the style 

and the structure of the composition. 

Other methods of interpreting film music include Royal S. Brown’s Overtones 

and Undertones,
41

 and the essays from Music and Cinema, edited by James Buhler, Caryl 

Flinn, and David Neumeyer.
42

  While the former concentrates on how the purpose of 

music has changed throughout the history of cinema and the latter focuses on music in 

contemporary films, both describe the objective aural functions film music offers.  These 

functions include setting time and place, facilitating narrative and scene transitions, 

supporting characters, suggesting emotional response and interpretations of the plot, and 

providing continuity. 

Despite being over twenty years old, Claudia Gorbman’s Unheard Melodies 

remains as a very influential book about the role of film music.
43

  She begins by 

addressing how the cultural aesthetics and ideologies present during the early years of 

cinema explain why there was a need for music to be used in film.  Gorbman also uses 
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the term code (rather than the word metaphor) to describe how music represents ideas, 

detailing how “we may see music as ‘meaning,’ or organizing discourse, on three 

different levels in any film.”
44

  When listening to a piece independently of other 

activities, we listen to the structure of the music as it functions within the codes of 

musical discourse.  If we listen to the same piece of music in a social setting, we observe 

cultural musical codes. 

Third, music in a film refers to the film–that is, it bears specific formal 

relationships to coexist elements in the film.  The various ways in which it does so 

shall be called cinematic musical codes…
45

 

 

Additionally, these codes were emphasized in the film compositions by Max Steiner.  

This style developed by Steiner and his contemporaries has come to be known as the 

Classical cinematic approach (or Classical Hollywood style), and is emulated (to varying 

degrees) by the film composers of the Batman films. 

A recent application of Gorbman’s Classical cinematic model is Jamie L. 

Webster’s dissertation, The Music of Harry Potter.
46

  Additionally, her research serves as 

the only critical study on a specific film series.  Webster draws from a spectrum of 

research methods, including musicology, music theory, literature, film theory, 

mythology, anthropology, gender studies, and philosophy to achieve a meaningful 

depiction of the music in the Harry Potter films.  She delineates how the efforts of the 

four different director-composer partnerships create diverse interpretations about the 
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ever-changing ideological messages presented in the continuing narrative of the Harry 

Potter books.  Ultimately, her dissertation serves as an example for prospective studies 

concerning the music for film sequels by advocating interdisciplinary methods as a 

fruitful mean of discovering music’s effectiveness in film. 

Similar to Gorbman’s book, Settling the Score by Kathryn Kalinak provides 

descriptions of the main musical elements of Classical Hollywood style film scores.
47

  

But while Gorbman presents the information as a theory of prescription and probes the 

dramatic rules composers follow, Kalinak presents the information as description, 

showing the dramatic effects the composers sought to achieve.  In other words, when 

examining Gorbman’s principles we find how a film composer achieves the varied 

dramatic ends which Kalinak describes. 

 Annahid Kassabian’s Hearing Film continues Gorbman’s discussion by further 

distinguishing personal codes from cultural codes.
48

  She suggests that the information 

and reception of film scores is based on the relationship between filmgoers’ knowledge 

and awareness of a wide range of musics.  Kassabian argues how popular music in 

soundtracks allows for more individual interpretations of the cinematic experience, while 

original scores encourage filmgoers to assume a subjective and possibly unfamiliar 

position.  This theory is particularly relevant to the music in Burton’s first Batman film 

and Schumacher’s two films, which include popular songs in addition to original 
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orchestrations by Danny Elfman and Elliot Goldenthal respectively.  Kassabian also 

provides alternative terms and models when Gorbman’s seem problematic, for instance: 

Gorbman differentiates source music, i.e., diegetic music, from background music, i.e., 

non-diegetic music, while Kassabian offers a third term, source-scoring, which is when 

the music is perceived as both source and background music from different perspectives. 

 In Audio-vision, Michel Chion discusses how music and visuals act in a symbiotic 

manner where one influences perceptions of the other, and vice-versa.
49

  In contrast to 

Gorbman and Kalinak, Chion proposes that the addition of music in film creates rather 

than reinforces the visual narrative.  While Chion’s theories are applicable to the 

Classical Hollywood style of composition, his discussion is not limited to this genre.  As 

such, his discussion theorizes how the co-operation of music and film creates perception, 

rather than prescribing or describing a singular method for conveying interpretation. 

 Steve Larson’s Musical Forces,
50

 as well as Johnson and Larson’s “‘Something in 

the Way She Moves’–Metaphors of Musical Motion,”
51

 and Larson and VanHandel’s 

“Measuring Musical Forces”
52

 describe more specifically how metaphors (or codes) work 

to create perception from the perspective of music theory research.  Larson’s research 

(individually, and with Johnson and VanHandel) provides explanations and terminology 
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for how listeners experience music, and explains metaphors that are often connected with 

the experience of listening to music.  These metaphors are directly connected with many 

of the ways that film composers connect visual elements with metaphorical musical 

equivalents, for example: by using metaphors of motion to describe music, one can help 

explain how music affects the listener emotionally.  There are notable instances in the 

Batman films where musical metaphors (such as fast, slow, consonant, dissonant, etc.) 

align with the actions and emotions on screen. 

In his dissertation “Semiotics, Pragmatics, and Metaphor in Film Music 

Analysis,” Juan Chattah offers an interdisciplinary approach intended to expand the 

music-theoretical strategies used to analyze film music by borrowing analytical models 

from semiotics and pragmatics.
53

  His examination and application of semiotic and 

pragmatic theories is combined with traditional music analysis.  This approach in turn 

considers different structural aspects of the music (e.g., formal design, melodic contour, 

pitch content, harmonic gestures, cadential formulas, etc.).  These musical aspects are 

likewise considered according to various pragmatic and semiotic typologies, including 

qualitative and structural iconic metaphors, symbolic metaphors, irony, musical 

semiotics, iconic signs, and symbols.  The repertoire analyzed consists primarily of 

contemporary Hollywood film soundtracks ranging from a variety of genres, including 

cartoons, documentaries, and musicals.  Essentially, Chattah offers a list of typologies 

illustrating the various ways music may metaphorically convey meaning, but draws 
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examples from a myriad of films instead of offering an extensive analysis of any one 

particular film or franchise. 

 Another notable theorist who works on film music is Scott Murphy.  His 

intertextual and intratextual analyses of particular chord progressions (most notably the 

major tritone progression, or MTTP) serves as a source for understanding a wealth of 

consistent associations between musical expressions and visual/narrative expressions in 

contemporary Hollywood film scoring.  His analytic method includes neo-Riemannian 

analysis and tends to examine fantasy and science-fiction films.  Such analyses can be 

found in his article, “The Major Tritone Progression in Recent Hollywood Science 

Fiction Films,”
54

 and the book chapter, “The Tritone Within: Interpreting Harmony in 

Elliot Goldenthal’s Score for Final Fantasy: The Spirits Within,” found in The Music of 

Fantasy Cinema.
55

 

 

2. Scholarly Analyses of the Batman Film Scores 

Very little scholarly work exists that examines the music to the live action 

Batman films.  Janet K. Halfyard’s Danny Elfman’s Batman stands as the prominent 

analytic source on any of the Batman soundtracks.
56

  She discusses about the score to 

Burton’s Batman in both a historical and a critical context.  With regards to history, she 

                                                           
54

 Scott Murphy, “The Major Tritone Progression in Recent Hollywood Science Fiction Films,” Music 

Theory Online 12 (May 2006). 

55
 Scott Murphy, “The Tritone Within: Interpreting Harmony in Elliot Goldenthal’s Score for Final 

Fantasy: The Spirits Within,” in The Music of Fantasy Cinema, ed. Janet K. Halfyard (London: Equinox 

Publishing, 2012), 148-174. 

 
56

 Janet K. Halfyard, Danny Elfman’s Batman: A Film Score Guide (Lanham, MD: Scarecrow Press, 2004). 



44 

provides insight about the score’s manifestation by detailing Elfman’s musical career in 

relation to his place within the film industry and his scoring technique.  By conducting 

such an investigation she reveals how superficial aspects of the score, i.e., orchestration, 

meter, and key, are relative to the general features evident in other scores of the action-

fantasy genre of the late 1970s and early 1980s (e.g., John William’s music for 

Superman).  However, she also illuminates on how Elfman’s distinct treatment of such 

musical characteristics differ from the movie scores of the same genre and time period.  

The critical context of the score is divided into three substantial chapters.  The first, 

entitled “The Sound of the Score,” delineates the musical cues from the score in relation 

to their respective scenes.  Furthermore, she outlines the use and effectiveness of Prince’s 

pop songs in relation to the film’s narrative.  The other two chapters provide alternative 

readings of the musical narrative via different aspects of the music.  “Reading the Score: 

Part I” details how the alternation and simultaneous utilization of orchestral and popular 

music relates to plot developments and character relationships.  “Reading the Score: Part 

II” investigates the structure, utilization, and modification of Batman’s main five-note 

theme with regards to the character’s development throughout the story.  To support her 

commentaries, Halfyard utilizes interviews and correspondence with Danny Elfman as 

her primary source, providing an opportunity to understand (without much theoretical 

speculation) the composer’s ideas, intentions, and influences for the score.   

Another analytical text worth noting is Mark Wilderspin’s Danny Elfman’s 

Batman in Focus.
57

  While not as comprehensive as Halfyard’s book, Wilderspin 
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provides a general examination of the musical score for Burton’s Batman by analyzing it 

as both a written and aural text, which is akin to Halfyard’s approach.  Additionally, there 

exists an overlap between his work and Halfyard’s with regards to the composer’s 

biography and the analytic topics discussed.  Such similarities include the exploration of 

Elfman’s musical background prior to his involvement with Batman, the composer’s 

working relationship with Burton and fellow Oingo Boingo band member Steve Bartek 

(who became Elfman’s orchestrator for Batman), and an analysis of the score’s style, 

instrumentation, orchestration, and dramatic pacing.  Despite these similarities, 

Wilderspin’s more unique contribution is his overview of how the score compares with 

the music from other cinematic incarnations of Batman, such as the two movie serials 

from the 1940s and the sequels directed by Schumacher.  These historical analyses offer a 

chance to understand how other composers have approached the fictional hero before and 

after the advent of Elfman’s score. 

Serious research on the remaining films in the franchise remains to be seen.  

Much of the information pertaining to the soundtracks of these films originates from 

critical reviews.  Such sources include published composer and film director interviews, 

and documentaries about the films’ production found in academic journals (e.g., The 

Journal of Film Music), magazines (e.g., Empire and Film Music Magazine), on-line fan 

websites, liner notes from the CD soundtracks, and DVD exclusive materials.  The 

information conveyed throughout these sources tends to gravitate towards discussing the 

soundtrack as a whole, decisions made during production, and the general reception of 

the audience. 
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3. Analytic Methodology 

Many theories exist which examine music’s capacity to convey meaning in a film.  

More recent research, such as that of Chattah and Webster, uses interdisciplinary 

approaches in the effort to illustrate the meaningful power behind a movie’s soundtrack.  

This project follows this trend and examines how the style of each of the Batman film 

scores support the narratives on screen, specifically with regards to the protagonist’s 

psychological experiences of death and love.  Furthermore, this study offers an 

opportunity to explore aspects of the creative process: how do different composers create, 

recreate, and establish their own artistic trademarks on a comic book character within 

canonical and non-canonical storylines?  A threefold approach is proposed to answer this 

and other related questions, as illustrated in Figure 2.1. 

The triangular interdisciplinary prototype involves utilizing the aforementioned 

psychological topics as the framework for the project.  Selecting the themes of death and 

love was based on their key thematic relevance to the films’ storylines.  These topics are 

in turn discussed with regards to which of Gorbman’s Classical cinematic principles are 

applied by each composer to express the specific topic.  The applied principles are then 

analyzed via Chattah’s pragmatic and semiotic models, unveiling the intricacies of how 

each composer’s treatment of a cinematic principle explicitly changes the narrative 

interpretation of a scene.  Fundamentally, this tripartite approach illuminates upon 

compositional trends by comparing the use of compositional rules, musical expressions 

(via melody, harmony, timbre, etc.), and visual and narrative expressions; and translates 

the amalgamation of these elements as forms of metaphorical communication.  
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Travis Langley’s Batman and Psychology is utilized to specify and define certain 

aspects of each topic using specific psychoanalytical terminology.
58

  The topic about 

death involves the protagonist’s dealing with the loss of loved ones and his measures to 

prevent it.  Freud’s theory of the death instinct from his Psychodynamic Foundations is 

applied to understand death as depicted in film.  According to Freud’s psychoanalysis, 

this innate instinct may drive a person to divulge in antisocial or suicidal behaviors, but 

may also be utilized as a defense mechanism against death via aggressive, yet noble acts 

of heroism.
59

  The second topic, love, focuses on the crime fighter’s relationships with 

women, more importantly his polarity between romance and isolation.  Robert 

Sternberg’s Triangular Theory of Love (see Figure 2.2) is applied to showcase whether 

the music captures passionate, committal, and/or intimate interactions between the hero 

and his love interest.
60

  Sternberg’s theory helps understand how the three primary pillars 

(passion, commitment, and intimacy) interact to create seven different kinds of love.
61

 

The second component of the triangular prototype is examining the methods used 

by the composers to communicate the psychological topics in reference to the 

application, modification, and/or rejection of Gorbman’s Classical cinematic principles.  

The Classical cinematic film style delineated by Gorbman involves seven principles.  

These principles include: 1) Invisibility; 2) Inaudibility; 3) Emotional Signification; 4)  
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Figure 2.1. Triangular interdisciplinary prototype. 

 

 

Figure 2.2. Robert Sternberg’s triangular theory of love. 
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Narrative Cuing; 5) Formal and Rhythmic Continuity; 6) Unity; and 7) Overriding 

Musical Functions.
62

  The adoption of her model best relates to some of the musical 

aesthetic styles exhibited in the Batman films.  Moreover, these rules provide an orderly 

and detailed examination of: 1) contrasts between silence and sound; 2) volume level; 3) 

contrasts between diegetic (source) and non-diegetic (background) music; 4) connections 

and disruptions between musical sections; 5) film score performing forces and genres; 

and 6) allusions to previously composed music.  Tying these relationships together is the 

emotional quality that music facilitates for the viewer. 

The first three principles of Gorbman’s Classical Hollywood model delineate how 

a film’s soundtrack articulates cinematic space by establishing geographical, cultural, and 

social landscapes.  The first of these principles, Invisibility, states how the source of the 

music should remain unseen (invisible) by the audience, hence termed background or 

non-diegetic music.  This may occur in three ways: 1) the music clearly has no visual 

source; 2) the background music is heard alongside diegetic sounds and/or music with a 

clear visual source; and 3) source and background music may alternate within a scene, 

switching from one category to the other, otherwise termed source-scoring by Kassabian.  

The principle of Inaudibility positions music as a subordinate to the dialogue and visuals.  

The music must not register as an intrusion if the audience is to be properly inducted into 

a film’s landscape.  The ways music makes way for the film narrative include: 1) it must 

never take priority over dialogue or other sounds that are important to the narrative; 2) 

musical entrances and exits must serve the narrative image; and 3) music must set a tone 
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complementary to the mood or tempo of the story.  In Emotional Signification, music 

may bring forth “emotional, irrational, romantic, or intuitive dimensions” to a film’s 

more objective elements by slipping in and out over a period of time, or segueing 

smoothly from one style of music to another.
63

 

The latter four principles help illustrate how music supports the linear continuity 

of a film.  Narrative Cuing states how the music at the beginning and ending of a film or 

a scene may “imitate or illustrate physical events on screen,” set stages of mood, and 

interpret narrative events through various musical conventions (e.g., melody, harmony, 

orchestration, etc.).
64

  In Formal and Rhythmic Continuity, music has the capacity to 

contribute to a narrative’s continuity by substantiating organization and relationships in a 

sequence or in a series of scenes.  Music may also serve as a component of Unity, 

reinforcing filmic formal cohesiveness and narrative unity.  Some measures of a 

soundtrack’s ability to unify a film include: 1) the association between music used at the 

beginning and ending of the film; 2) the relationships between keys used for music within 

the film; 3) the connection between musical themes and narrative ideas; 4) the correlation 

between instrument choices and timbres; and 5) the relationship between musical styles 

within the film.  Lastly, Overriding Musical Functions states that any one of the six 

previous principles may be violated in order to serve and fulfill another purpose. 

Utilizing Gorbman’s model facilitates the application of traditional music 

analysis.  The musical analysis delineates the management of: 1) melody; 2) harmony; 3) 
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rhythm; 4) meter; 5) dynamics; 6) articulation; 7) orchestration; 8) style; 9) form; and 10) 

periodicity.  However, Gorbman’s principles involve written description analyses without 

much notation.  Adopting Chattah’s pragmatic and semiotic models resolves this issue, 

providing notational and visual diagrams to illustrate the intricacies behind music’s 

communicative functions. 

 While Chattah offers a myriad of analytic models based on semiotics and 

pragmatics in his dissertation, only those best to exemplify the use of Gorbman’s 

principles are applied.  The archetypes borrowed from Chattah’s pragmatic processes 

category, i.e., models illustrating meaning established through conceptual metaphorical 

processes between music and the visuals or narrative, involve those which identify 

Qualitative Iconic Metaphors, Structural Iconic Metaphors, and Symbolic Metaphors, 

while only utilizing his model for the identification of Acoustic Iconic Signs from his 

collection of semiotic approaches.  Although these typologies fall under two distinct 

subfields of linguistics, all of them search for how music communicates meaning.  This is 

accomplished by either: 1) studying how the relationship among signs, i.e., something 

that stands for something else, their users, and context co-operate to interpret a message 

(pragmatics); or 2) by focusing on the relation between signs, i.e., signifier (a component 

of a sign that calls attention to the signified), and what they represent, i.e., signified (the 

concept or object referred to), where the context is important only when there is an 

indexical representation (semiotics).
65

  It is this search for meaning–whether embodied 

(semiotics) or specified by the context (pragmatics)–which makes applying these models  
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Table 2.1. List of pragmatic and semiotic model terms, abbreviations, and definitions. 
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practical in illustrating how each composer communicates the aforementioned 

psychological topics with their music.  For clarity purposes, Table 2.1 lists the definitions 

of the aforementioned pragmatic and semiotic models. 

The models designed for identifying pragmatic processes include Chattah’s 

modifications of George Lakoff and Mark Johnson’s Conceptual Metaphors,
66

and 

Conceptual Integration Networks (ICNs) developed by Mark Turner and Gilles 

Fauconnier, both of which involve identifying metaphors.
67

  One of the primary subjects 

of pragmatics is metaphor, an implicit or explicit comparison between two dissimilar 

elements.  The names assigned to these elements include source domain and target 

domain.  Recognizing the similarity between source and target domains is necessary to 

understand a metaphor.  Additionally, metaphoric descriptions show how the film score 

either aligns in synchronization with cinematic elements, where the music amplifies the 

visual actions, or in counterpoint to them–expressing narrative subtexts not apparently 

evident through the visuals. 

Lakoff and Johnson’s Conceptual Metaphors model is a generalized formula 

defining a specific source-target relationship wherein one conceptual metaphor helps 

clarify the two conceptual domains upon which the metaphors are structured.  This basic 

formula is “A IS B,” where A is the target domain and B is the source domain.
68

  The 

formula allows for the identification of what Chattah labels as Qualitative Iconic 
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Metaphors (QIM) and Structural Iconic Metaphors (SIM).  The former involves outlining 

interactions between “continuous one-dimensional parameters in the music (e.g., pitch, 

dynamic level, tempo, harmony, etc.) and continuous one-dimensional parameters in the 

visuals or narrative.”
69

  These metaphors may be considered as examples of the Mickey-

Mousing film technique, where music and actions on screen are synchronized.  Chattah’s 

modification of Mark Johnson’s Linearity Image Schema helps illustrate the functionality 

of these metaphors, where the target domain involves the visuals or the narrative, and the 

source domain entails the music (see Figure 2.3).  To exemplify a QIM, consider the 

following example: the increasing speed of drumming and short rhythmic ideas in Don 

Davis’s score for The Matrix Reloaded pairs with the visuals to create a stunning effect 

during the fight between Neo and Seraph.  Accordingly, the drumming and fighting cease 

simultaneously, and the QIM created from this synchronicity, according to Chattah, is 

“Speed of Physical Movement is Speed of Musical Events.” 

Structural Iconic Metaphors are more elaborate and address non-linear 

parameters of the source domain by illustrating similarities between the music’s structure 

and the composition of the film’s narrative.  This involves detailing how the music (via 

cadential points and formal design) provides referential and/or narrative information to 

comprehend the film’s plot.  As a result, these conceptual metaphors are not based on 

linearity image schemas.  An example of a SIM is evident in the finale of E.T. the Extra-

Terrestrial.  John Williams’ lengthy detention of a tonic chord emphasizes the emotional 

departure between E.T. and Elliot.  When the long awaited chord of resolution makes its  
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Figure 2.3. Mark Johnson’s linearity image schema as applied by Juan Chattah. 

 

 

Figure 2.4. Fauconnier and Turner’s conceptual integration network model. 
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triumphant appearance as E.T.’s spacecraft finally departs, it creates musical finality and 

reinforces the narrative’s conclusion.  Chattah would designate this type of SIM as a 

“Narrative Closure is Closure in Music” conceptual metaphor. 

 While QIMs and SIMs outline linear and non-linear parameters between the 

music and visuals or narrative, their conceptual labels or statements (e.g., “Narrative 

Closure is Musical Closure” and “Speed of Physical Movement is Speed of Musical 

Events”) can be too general.  These metaphorical statements alone do not provide the 

reader details regarding the association between the source and target domains.  

Consequently, this dissertation offers an expansion of Chattah’s conceptual metaphor 

typologies by offering specific readings that detail how the music communicates meaning 

at a particular moment in a given scene.  For example: instead of generalizing two scenes 

as featuring a SIM where “Narrative Closure is Musical Closure,” one scene’s SIM 

statement may be specified as “Lack of Narrative Closure is Tonal Ambiguity,” while the 

other scene’s SIM is “Narrative Closure is Consonant Harmonic Resolution.”  Specifying 

the relationship between the source and target domains within a conceptual metaphor’s 

label also allows for clearer distinction of compositional traits within a film, between a 

composer’s respective film projects (e.g., Elfman’s music for Batman versus Batman 

Returns), and between composers (e.g., Elfman versus Goldenthal). 

Fauconnier and Turner’s Conceptual Integration Networks (CIN) are useful when 

the source and target domains create meaning through their socio-cultural associations.  

This network is represented in Figure 2.4.  A Symbolic Metaphor (SM) is at play when a 

segment of a film is accompanied by music that carries prominent cultural meaning or 



57 

music whose lyrics explicitly (or implicitly) contain clues for understanding the visuals, 

for instance: the romantic lyrics of the song “Earth Angel” heard during the school dance 

in Back to the Future map onto the visuals and narrative, overtly emphasizing the event 

of George McFly and Lorraine Baines falling in love.  Chattah further adds three 

advantages CINs have over the conceptual metaphor theory: 1) they allow relations 

among a multitude of input spaces (e.g., narrative, visuals, music, sound effects, dialogue, 

etc.), while conceptual metaphors account for only target and source domains; 2) the 

directionality between input spaces in a CIN are not based on projections exclusively 

from the source and target domains; and 3) the “Blended Space” component of the 

network specifies the elements from the conceptual domains included in the input 

spaces.
70

 

Chattah offers a two-dimensional taxonomic structure in the identification of 

Acoustic Iconic Signs (AIS), which are signs related by their sonic similarities.
71

  This 

taxonomic model is reproduced in Figure 2.5a, and “traces the constituent elements of a 

film soundtrack as they lie either inside or outside the diegesis.”
72

  The terms diegetic and 

non-diegetic distinguish between sound sources that are on or off the screen respectively.  

Chattah refers to these categories as “FIELDS.”  There are three main sound elements in 

a movie’s soundtrack: 1) spoken voice; 2) music; and 3) noise (including sound effects).  
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Figure 2.5a. Chattah’s taxonomic model of sonic elements in a film. 

 

 

Figure 2.5b. Interaction between music and other categories in the soundtrack. 
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These elements are in turn referred to as “PLANES.”   The focus with this model is to 

outline interactions between the music (in either field) and one other category (see Figure 

2.5b).  This interaction can be identified with the use of three techniques: 1) overlapping, 

where simultaneously heard sounds occur at the same time; 2) replacement, when sounds 

events from different planes share acoustic characteristics, causing a sound event in one 

field to be replaced by another in a different field, or when sound events within the same 

field replace each other; and 3) transition, when a sound event presented in a specific 

category is transferred to a different category, and may take place between any two 

categories regardless of their field or plane.  A classic example of an AIS is the 

overlapping of the screeching non-diegetic violins and Marion’s diegetic screams during 

the iconic shower scene from Psycho (1960), wherein each element amplifies the 

surprising, yet terrifying stabbing. 

Deriving or creating meaning from film music involves the simultaneous 

application of more than one cinematic principle and/or pragmatic/semiotic process, for 

example: a specific QIM may explain more than one cinematic principle in a given scene.  

As a result, the analyses of the Batman scores is as inclusive as possible, but not a 

complete reading of how the music meaningfully functions. 

Other resources in the analysis include the original orchestral scores.  Although 

legal digital copies of the full scores for five out of the six films were acquired from 

Warner Bros. Entertainment Inc., the focus of this project can generally be addressed 
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without full-score analysis.
73

  Furthermore, the musical examples in this document are 

personally generated transcriptions of the original music.
74

  While these examples may be 

miniscule renditions of the actual music, the instrumental voices match those evident in 

the genuine score.  

With regards to scene organization, each scene is identified by a brief caption 

(e.g., “Crime Alley”) and the beginning timing.  These captions are personally assigned 

and do not reflect those designated in the DVD scene selection listing of each movie.  

The timings for each scene are identified separate from the scene’s caption for this 

reason.  The timings are set in an “hour-minute-second” format as read by a DVD player, 

for example: 1:16:28.  Additionally, the timings include the initials of the film and the 

media format of the movie, for instance: a scene from Batman Forever may be identified 

as (BF DVD 1:16:28). 
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III. PERSONAL LOSS AND PREVENTION OF DEATH 

 

1. Birth and Strength in Death: Introduction 

 This chapter explores how the music in the Batman films helps to depict, 

emphasize, and support Bruce/Batman’s experience of personal loss and his measures to 

avert death.  The topic of death is one of the primary subjects in the Batman mythology 

which defines his origin, why he fights criminality, and his inner psychological demons.  

The films also incorporate this topic.  The following scenes depict the loss of his family 

and the measures he takes (e.g., racing through the city streets in his Batmobile) to 

prevent the death of other loved ones (e.g., women of romantic interest).  All scenes are 

discussed in chronological sequence within their respective film narratives. 

 

2. The Root Cause: Batman 

 Burton’s first Batman film has three scenes which display the protagonist’s ordeal 

with death.  The first of these scenes, “Crime Alley,” shows Bruce at an alley with two 

red roses in hand, silently mourning his parents (B DVD 0:46:40).  The music drives the 

scene’s drama by serving as a signifier of Bruce’s grief.  Elfman accomplishes this 

primarily via dynamics and harmony.
75

  First, there is a variation of the bat-theme heard 

by the clarinet, flute, and glockenspiel when Bruce places the roses on the pavement 

(compare Musical Example 3.1.b with 3.1a).  As the theme fades, two consecutive loud 

statements of F-sharp minor and D minor triads (seen in Musical Example 3.2) by the  
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Musical Example 3.1a. Elfman’s bat-theme. 

 

 

Musical Example 3.1b. Elfman’s bat-theme extended. 

 

 

Musical Example 3.2. Loud F-sharp minor and D minor triads by brass following 

glockenspiel. 
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brass break the seeming silence as Bruce stands up and takes off his sunglasses to reveal 

a sorrowful face.  The dramatic change in volume from the calm glockenspiel to the 

bombastic brass mimics Bruce’s change in facial expression, that of a calm face to a 

mournful one; therefore, the music serves as the following QIM: “Negative Emotional 

Expression is Increase in Dynamics” (see Figure 3.1).  With regards to harmony, the 

scene concludes with a short uncharacteristic harmonic progression (see Musical 

Example 3.3).  The music ends with a half-diminished seventh chord that provides a 

dissonant harmonic ending.  This chord metaphorically functions as a SIM in which 

“Lack of Narrative Closure is Dissonant Harmonic Resolution.”  This metaphor reflects 

Bruce’s unfinished business regarding his parent’s murder, and until he can close the 

door on this painful past, he cannot move onward to a new life beyond Batman. 

 “Batmobile Chase” showcases Batman rescuing Vicki Vale from the cynical 

Joker.  The Batmobile–with both Batman and Vicki onboard–is chased through the 

streets of Gotham City by the Joker’s henchmen (B DVD 1:07:41).  Although Batman is 

performing a rescue, it is also an example of defying death, which in this case is saving 

the life of his romantic interest.  The music during the scene establishes the exhilarating 

drama of the chase itself as Batman conspicuously races to escape the henchmen.  As 

such, the music serves Gorbman’s narrative cuing principle by functioning as a QIM, 

more specifically, “Alternation between Characters is Alternation between Thematic & 

Non-thematic Material” (see Figure 3.2).  During the sequence the music alternates 

between melodic statements of the bat-theme (measures 2-4 and measures 13-15 in 

Musical Example 3.4), and minor triads and full-diminished seventh chords (measures 
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Figure 3.1. Correlation of “negative emotional expression” and “increase in volume” 

based on the linearity image schema. 

 

 

 

Musical Example 3.3. Lack of consonant harmonic resolution representing Bruce’s 

inability to relinquish his past. 
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Figure 3.2. Correlation of “alternation between characters” and “alternation between 

thematic & non-thematic material” based on the linearity image schema. 
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Musical Example 3.4. Alternation of bat-theme statements, and minor triads & full-

diminished seventh chords during “Batmobile Chase.” 
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Musical Example 3.4. (Continued)

 



68 

Musical Example 3.4. (Continued) 
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Musical Example 3.4. (Continued) 
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Musical Example 3.4. (Continued) 
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Musical Example 3.4. (Continued) 
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Musical Example 3.4. (Continued) 

 

  



73 

6-9 and measures 16-18 in Musical Example 3.4).  These alternations between thematic 

and non-thematic material occur in synchronization with the visuals.  When the bat-

theme is heard, the Batmobile is shown on screen.  Conversely, the minor and diminished 

chords represent the henchmen’s vehicles.  Consequently, the musical textural changes 

support the images, which institute Batman’s escape effort, i.e., the heroic bat-theme, and 

the imminent threat to his life and that of Vicki’s, i.e., the menacing sound of the 

repetitive minor triads and diminished seventh chords. 

 The last death related scene in this film, “Parents Murdered,” involves Bruce 

recalling the murder of his parents (B DVD 1:29:27).  As Bruce’s attention shifts from 

the present to the past, the oboes and clarinets–accompanied by synthesized sounds and a 

piano ostinato–bend their pitch downward and fade away.  What follows are images of 

young Bruce with his parents walking down an alley; unknowingly being followed by 

gangsters.  A choir enters the soundtrack at this time, but it also fades away with a 

downward pitch bend when the murder is about to take place.  Halfyard comments that 

“the downward trajectory of the pitch bends takes us further down into the tragedy, 

further into Bruce’s secrets.”
76

  The murder itself is not scored because “there can be no 

music here to mediate it.”
77

  Instead, the diegetic sound effects of the two gunshots heard 

during the murder replace the non-diegetic instrumental and choral music heard 

previously (see Figure 3.3).   These sound effects emulate a human scream which serve 

as sonic allusions for the screams of Bruce’s parents.  Additionally, these noises echo and  
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 Halfyard 2004, 137-138.  
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Figure 3.3. Representation of diegetic noise replacing non-diegetic music. 

  



75 

also fade away, implying that Bruce’s only means of security eludes him and therefore 

evoking a sense of lost innocence.  As a result, the murder is supported by sound effects 

that serve as AISs to cue the mood and mediate the magnitude of the tragedy committed. 

 The scenes showcase Burton’s different approaches to how Bruce Wayne 

experiences death.  They included the experience of mournful emotions via the 

character’s facial expression, the saving of someone else’s life through heroism, and 

witnessing a murder through past memories.  The music within these scenes primarily 

cues the narrative drama, yet tends to function as QIMs that follow the visuals.  

Furthermore, these metaphorical functions are in conjunction with Elfman’s method of 

writing music that captures the events on screen.
78

 

 

3. Deciphering Memories: Batman Forever 

 Schumacher’s Batman Forever also features three death related scenes; however, 

they primarily revolve around Bruce’s enigmatic memories concerning the aftermath of 

his parent’s death.  The first of these scenes, “Remembering Murder,” shows Bruce 

staring at photographs of his parents as he reminisces about the night he lost them (BF 

DVD 0:44:13).  Bruce’s descent into his memory is accompanied by a descending 

melody played by the first violin and viola (see Musical Example 3.5).  Similar to the 

downward pitch bends in “Parents Murdered,” this music’s downward trajectory 

symbolically stands for Bruce’s descent into traumatic emotional territory.  As such, the 

music is a signifier of emotion by functioning as a QIM: “Negative Psychological State  
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 Danny Elfman, “Nocturnal Overtures,” Beyond Batman: Documentary Gallery, Batman, 2-Disc Special 

Edition DVD (Burbank, CA: Warner Home Video, 2005). 
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Musical Example 3.5. Descending violin I & viola representing Bruce’s recollection of 

his traumatic past. 

 

 

 

 

Figure 3.4. Correlation of “negative psychological state of mind” and “descending 

melodic motion” based on the linearity image schema. 
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of Mind is Descending Melodic Motion” (see Figure 3.4).  The music also serves as a 

SIM, in which the music’s harmony at the end of the scene involves the simultaneity of 

an A minor triad and an A diminished triad–the classic (036) octatonic subset.  This 

dissonant resolution signifies the instability in Bruce’s life (just as it did in “Crime 

Alley”) as a result of his inability to make peace with his past, thus “Lack of Narrative 

Closure is Dissonant Harmonic Resolution.” 

 In “Unfamiliar Dreams,” Bruce seeks Dr. Meridian’s psychological expertise 

concerning the strange dreams he has been experiencing (BF DVD 1:01:50).  A 

rhythmically augmented fragment of Goldenthal’s bat-theme is played exquisitely slow 

by the violin as he describes these dreams (see Musical Example 3.6a).  Comparing this 

fragment with the film’s bat-theme (see Musical Example 3.6b) shows it is the last four 

notes of the theme transposed down an augmented fourth.  Additionally, the thematic 

fragment ends with a C-sharp minor chord instead of a major sonority as the original 

theme.  This minor sonority signifies sorrowful emotion which is analogous to Bruce’s 

unfamiliar and depressing memories.  The idea that the thematic fragment melodically 

moves downward implies that Bruce is descending into the mystery that is his memories 

and dreams.  However, the descending trajectory of the music does not function as the 

“Negative Psychological State of Mind is Descending Melodic Motion” QIM as it did in 

the previous scene because there is not any memory flashback shown.  Instead, the mere 

presence of the bat-theme (fragmented as it is) suggests that the music also supports 

Gorbman’s unity principle, and that it somehow ties in with this sub-plot’s formal 

construction.  Analysis of the next scene’s utilization of the bat-theme confirms this   
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Musical Example 3.6a. Descending bat-theme fragment representing Bruce’s descent into 

mystery. 

 

 

 

Musical Example 3.6b. Goldenthal’s bat-theme. 

 

 

Musical Example 3.7. Major chord sonorities representing resolution of Bruce’s mystery. 
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hypothesis.  But overall, the music in this scene provides emotional and narrative 

significance by way of the bat-theme’s variation ending with a minor chord, which in 

turn reinforces the sub-plot’s unsolved mystery behind Bruce’s dreams.  As a result, the 

music again serves as a “Lack of Narrative Closure is Thematic Incompleteness” SIM. 

In “Dreams Resolved,” Bruce discovers the significance behind his dreams.  As 

he speaks to Dr. Meridian, Bruce describes stumbling into a cave and seeing the 

silhouette a bat (BF DVD 1:30:09).  Following his parent’s funeral, it was this experience 

that inspired him to become an agent of justice and fight against criminality.  As he talks, 

the music once again features a variation of the Goldenthal’s bat-theme (see Musical 

Example 3.7).  This variation features two statements of the theme’s last four notes (see 

Musical Example 3.6b), wherein the pitches are exact in the first statement and 

transposed up a step in the second.
79

  Furthermore, the harmony in this thematic variation 

signifies emotion and unifies the sub-plot’s form by means of the “Narrative Closure is 

Consonant Harmonic Resolution” SIM.  In the previous scene, Bruce was left without 

answers as to the implication of his dreams, and therefore the scene ended with a minor 

chord.  Here, the sub-plot comes to a resolution.  Bruce has realized that his dreams 

signified his psychological development into Batman, for it was the death of his parents 

that forced him to mature at a young age and make a life-altering choice, one that led him 

down a path of retribution.
80

  The bat-theme fragment is showcased with a heroic 
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 The second statement is not an exact transposition of the first statement since A-sharp to A-flat is a major 

second instead of a minor second; therefore, G-sharp to G should be transposed as A-sharp to A. 
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 For further reading on moral development with regards as to why Bruce became Batman see Langley 

2012, 54-66. 
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sounding cadence featuring major chords to amplify this idea of self-discovery and 

resolve (or unify) this sub-plot. 

Goldenthal’s music in these scenes primarily functions as SIMs.  This is quite the 

opposite from Elfman’s music in Batman where the examples tended to operate as QIMs.  

Goldenthal’s music also tends to simultaneously serve more than one of Gorbman’s 

principles per scene, whereas Elfman’s serviced only one.  With regards to musical 

material, both Batman and Batman Forever feature the films’ respective bat-themes 

twice, i.e., in “Crime Alley” and “Batmobile Chase” in the former, and in “Unfamiliar 

Dreams” and “Dreams Resolved” in the latter.  However, Goldenthal’s bat-theme plays a 

more involved role in the formulation of the music’s metaphorical meaning, whereas 

Elfman only used it as an important metaphorical component of the soundtrack in 

“Batmobile Chase.”
81

 

 

4. Letting Go: Batman & Robin 

 The topic of death in Schumacher’s second Batman film revolves around Bruce’s 

elderly butler Alfred who is diagnosed with a terminal illness.  The first scene which 

focuses solely on this sub-plot, “Alfred’s Illness,” depicts Bruce confronting Alfred about 

his sickness (B&R DVD 1:12:13).  The two men converse about regrets in their lives and 

how each has served as a role model to the other.  The music occurring in the background 

is a moderately slow and dreary sounding melody played primarily by a solo trumpet (see 
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Musical Example 3.8).  The melody consists of three phrases, wherein the second and 

third phrases are variations of the first.  While the solemn music corresponds with the 

emotional atmosphere of the scene, its metaphoric significance corresponds with the 

“Lack of Narrative Closure is Melodic Resolution with Minor Interval” SIM by means of 

servicing the emotional significance principle.  The first two phrases each end on the note 

B; however, this pattern is broken in the third phrase, which ends with the simultaneity of 

C-sharp and B-flat.  While Bruce and Alfred finish their conversation on a positive note, 

the underlying reality of Alfred’s illness remains.  The sad emotional quality imposed by 

the augmented second resolution of the third phrase signifies Bruce’s fear concerning 

losing his lifelong friend and supports the sub-plot about Alfred’s uncertain future. 

“Filial Love” is the only other scene where Alfred’s illness is the focal point.  

While lying in bed with his condition worsening, Alfred is approached by Bruce who 

converses about his inability to save the people closest to him (B&R DVD 1:29:05).  

Alfred attempts to comfort Bruce by responding with the notion that death is not 

analogous to failure.  The music is again the same music heard in “Alfred’s Illness” (see 

Musical Example 3.9), but now extensively lengthened in the following ways: 1) 

augmentation (e.g., compare the last five measures of Musical Example 3.8 with 

measures 15-24 in Musical Example 3.9); 2) an added phrase (measures 11-14); and 3) 

the use of the Goldenthal’s bat-theme as the final phrase.  The music’s somber sound 

again provides a bleak emotional feel, amplifying the scene’s sentimental ambiance about 

looming death.  The music here also functions as a SIM, “Lack of Narrative Closure is 

Thematic Incompleteness,” just as it did in “Unfamiliar Dreams.”  The sub-plot  
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Musical Example 3.8. Lack of “happy sounding” melodic resolution representing 

Alfred’s uncertain future. 

 

 

 

 

 

Musical Example 3.9. Incomplete thematic statement representing Bruce’s fear about 

Alfred’s Illness. 
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concerning Alfred’s impending fatality remains intact in this scene; however, this time it 

is accomplished by the incomplete bat-theme (see “Bat-theme” in Musical Example 3.9).  

The theme (and the music altogether) ends on a high G, which creates an unsettling feel 

to the music and the scene’s ending due to the absence of the theme’s last four notes of 

resolution, C-sharp–A–G-sharp–G (see last measure of Musical Example 3.6b).  This 

uneasiness amplifies the emotional uncertainty within Bruce as to whether he will accept 

death and allow Alfred to naturally succumb to his illness, or, defy death by finding a 

cure to Alfred’s sickness. 

The scenes in Batman & Robin tend to serve the same cinematic principles and 

operate as SIMs as majority of the scenes from the previous film.  Furthermore, the 

analyses of Elfman and Goldenthal’s music show a tendency for thematic variation.  This 

approach allows them to make their music correspond and amplify a scene’s emotional 

environment.  Such examples include the multiple short and fast statements of Elfman’s 

bat-theme in Musical Example 3.4, which add a feel of heroism and urgency to the chase 

scene, and Goldenthal’s augmented bat-theme at the end of Musical Example 3.9, which 

provides tension due to its incompleteness.
82

  While thematic variation gives Elfman’s 

and Goldenthal’s music symbolic and metaphorical prowess in these films, the music 

written by the next duo of composers showcases that metaphoric dexterity may also be 

achieved without the reliance on theme and variation. 
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5. Channeling Angst: Batman Begins 

 Nolan’s first Batman film retells the protagonist’s origin in an alternate and 

contemporary fashion, but it does contain some parallels with Burton’s Batman.  These 

parallelisms are evident in the scenes concerning the murder of Bruce’s parents, coping 

with the loss of family, and rescuing a damsel in distress.  The first of these scenes, 

“Parents Lost,” is accompanied by very little music, consisting only of violins playing 

crescendos for emotional effect (BB DVD 0:13:30).  Furthermore, the sounds heard 

throughout the scene serve as AISs (shown in Figure 3.5), which is similar in function to 

those heard in “Parents Murdered” from Batman.  First, the non-diegetic shrieking violins 

build up in volume until the actual murder is about to take place.  This unnerving sound is 

replaced by the equally loud diegetic screams of Martha Wayne as her husband is shot by 

the gunman.  Lastly, her voice is replaced by the diegetic low pitched echo of the second 

gunshot.  These significant sounds serve Gorbman’s narrative cuing principle by setting 

the mood and interpreting the events on screen.  The non-diegetic high pitched violins set 

the frightening feel of the event that is to transpire, the diegetic screams characterize the 

ensuing chaos of the murder, while the diegetic resonating bass sound of the last gunshot 

symbolizes the emptiness and profound sadness young Bruce must now live with. 

While “Crime Alley” showcased a silent and sorrowful adult Bruce, the sequence 

“Murder Aftermath” offers a vivid visual into young Bruce’s emotional turmoil following 

his parent’s death.  “Murder Aftermath” consists of three scenes, each painting a specific 

facet of Bruce’s emotional rollercoaster.  The first of these scenes depicts Bruce sitting in 

a police station, anxiously reluctant to let go of his father’s coat (BB DVD 0:14:37).  The  
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Figure 3.5. Representation of diegetic voice replacing non-diegetic music and diegetic 

noise replacing diegetic voice. 
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scene transitions to the parent’s funeral and we see Bruce distancing himself from the 

people around him (BB DVD 0:15:40).  The last scene in the sequence shows Bruce 

internalizing the tragic experience by blaming himself for the murder (BB DVD 0:16:15).  

The entire sequence is accompanied by music (written by Howard) featuring low strings 

and exhibiting three different instrumental solos, which take place in conjunction with the 

scene transitions.  Figure 3.6 outlines these instrumental changes according to the scene 

transitions (beginning with the transition from “Parents Lost” into the first scene in 

“Murder Aftermath”), which include a child’s voice, a piano, and a violin.  Having the 

music feature a specific instrument in accordance with the scene transitions helps in the 

following ways: 1) to distinguish the different psychological reactions and emotions 

Bruce exemplifies in each scene, i.e., anxiety, reclusion, and guilt; and 2) it provides 

formal cohesiveness between the scenes.  The music’s significance may be understood as 

a SIM, where “Changes in Character Emotions & Visual Scenery are Changes of Solo 

Instruments;” thus servicing the principles of emotional signification and rhythmic 

continuity. 

In “Tumbler Chase,” a toxic induced Rachel Dawes (Bruce’s childhood friend and 

romantic interest) is rescued by Batman, who then leads police authorities on a frantic car 

chase through the city in an effort to reach his secret lair where he may cure Rachel (BB 

DVD 1:32:56).  The music for this scene was composed by Zimmer, and carries a 

mixture of instrumental and electronic sounds that create an exhilarating sound 

environment.  An excerpt of the music is given in Musical Example 3.10, featuring the 

scene’s main musical theme (played by the French Horns) accompanied by brass, hasty   
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Figure 3.6. Instrumental changes according to scene transitions and character emotions. 
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Musical Example 3.10. Musical excerpt from “Tumbler Chase” with heroic theme. 
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Musical Example 3.10. (Continued) 

 

 

 

 

Figure 3.7. Representation of non-diegetic music overlapping with diegetic noise.  
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high strings, and a pulsating full string section.  The melody itself provides a sense of 

heroism, while the brass and string sections with their repetitive, percussive, and dynamic 

sounds invoke a sense of urgency.  The music embellishes the mood of the car chase; 

however, it does not service Gorbman’s principle of narrative cuing as a QIM as does the 

music in “Batmobile Chase.”  Instead, the non-diegetic music functions as a AIS which 

overlaps with the diegetic sound effects of Batman’s vehicle, the tumbler (see Figure 

3.7).  The grumbling and roaring sound effects of the tumbler come across as menacing 

and paint the picture of Batman as an unstoppable force.  The amalgamation between the 

two planes (music and noise) from different fields (non-diegetic versus diegetic) 

magnifies the intensity of Batman’s heroic, yet desperate and hasty attempt to save 

Rachel. 

While Batman Begins takes a non-canonic approach on the Batman mythos in 

relation to the previous films, the music from specific scenes serve the same cinematic 

principles in similar, yet unique metaphorical processes as the scenes in Batman.  An 

example of similarity is the comparison between the scene sequence “Murder Aftermath” 

and “Crime Alley,” where the music in both instances evokes emotional signification by 

operating as a SIM, even though the music in the former scene is theme based (Elfman’s 

bat-theme), and the latter is non-theme based (Howard).  Contrary to this are “Batmobile 

Chase” and “Tumbler Chase,” which feature music to establish the exhilaration of the 

visual events, but it is achieved by the music functioning as a semiotic sign in the latter 

scene, and a QIM in the former.  Both films feature different kinds of compositional 

trends, i.e., thematic (Elfman) versus non-thematic (Zimmer & Howard), yet there is 
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some overlap in the cinematic, pragmatic, and semiotic functionality of their music for 

specific situational scenes. 

 

6. Failure & Doubt: The Dark Knight 

 Bruce’s ordeal with death in The Dark Knight involves the loss of Rachel Dawes.  

In “Rescuing Rachel,” Batman and the police race to save district attorney Harvey Dent 

and Rachel who are being held captive at two different locations, with Batman going 

after Rachel and the police pursuing Harvey (TDK DVD 1:34:58).  The music (written by 

Zimmer) leading up to the actual rescue consists of heavy sounding brass and heart 

pounding strings (see Musical Example 3.11).  The music also appears to be in two minor 

keys, where the melody played by the brass in the first nine measures suggests C minor, 

and the remainder of the music implies E-flat minor.  These minor modalities add a 

melancholy layer of emotion, while the instrumentation evokes a sense of impending 

disaster.  Adding to this narrative cuing functionality is the music’s pragmatic role of 

“Lack of Narrative Closure is Harmonic Irresoluteness,” which is accomplished by the 

unresolved B-flat dominant chord due to the abrupt fallout of the music.  This harmonic 

unsettlement coincides with the visuals as Batman enters the building to save Rachel, but 

instead finds Harvey.  Furthermore, this connection between the visuals and the music 

symbolizes Batman’s motionless response to the unexpected revelation.  As a result, there 

is no peaceful resolution to the narrative event or the music, for while Harvey is saved 

from the exploding building, Rachel is not as fortunate. 
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Musical Example 3.11. Lack of harmonic resolution representing Batman’s unexpected 

surprise. 
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Musical Example 3.11. (Continued) 
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Musical Example 3.11. (Continued) 
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Musical Example 3.12. Melodic descent representing Bruce’s decline into sorrow. 
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“Grief & Doubt” depicts Bruce grieving over Rachel’s death and doubting his 

actions as Batman (TDK DVD 1:37:57).  His butler Alfred attempts to console him, but 

to no avail.  The music during this conversation (written by Howard) involves a gentle 

melody played by the piano and violin, gradually shifting between Adagio and Andante 

(see Musical Example 3.12).  The simplistic melody captures Bruce’s grief by 

functioning as a QIM, very much like the music in “Remembering Murder” from Batman 

Forever, “Negative Psychological State of Mind is Descending Melodic Motion” (see 

Figure 3.4).  Although the music’s melodic contour is ever changing, the music overall 

descends the interval span of a minor ninth from beginning to end.  This descent parallels 

Bruce’s distress, for no matter what Alfred says to comfort him–in which his dialogue 

tends to occur when the music ascends–Bruce continuously falls to the deep recesses of 

psychological anguish.  He is both distraught by Rachel’s death and apprehensive about 

his fundamental ideals about what it means to be a hero. 

The scenes from The Dark Knight demonstrate how Zimmer and Howard’s music 

is again capable of carrying and amplifying the narrative drama without the use of a main 

theme.  Much of this approach has to do with their non-fictional view of the character, or 

as Zimmer comments:  

I wanted to take the romance out of it, the fake fantasy.  One of things I kept 

thinking about was just how iconic the bat symbol is, and at the same time how 

dark and unadorned it is.
83

 

 

Without being rooted in a specific mold such as a “bat-theme” per se, the music appears 

to have more liberty as to its pragmatic and semiotic implications.  In other words, the 
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variety of independent musical ideas provides a sense of unpredictability as to how a 

scene’s music may cinematically function. 

 

7. Methods of Defiance: Comparison and Conclusion 

This chapter illustrated how music articulates Bruce’s experience with loss and 

his measures to prevent it in five of the six Batman films.
84

  Table 3.1 summarizes the 

cinematic, pragmatic, and semiotic methods by which the music communicates the 

character’s emotions or a scene’s drama.  All five films feature at least one scene where 

the music adheres to Gorbman’s third cinematic principle of music as a signifier of 

emotion and serves as some kind of SIM.   Additionally, there are distinct features within 

these two collective commonalities, for example: the scenes where only the principle of 

emotional signification is applied by itself–meaning the music is not simultaneously 

servicing two principles–all have music which operates as a QIM; whereas such a pattern 

between a specific cinematic principle and pragmatic functionality is non-existent across 

the utilization of a SIM. 

While other and more local symbolic traits overlap between specific films (e.g., 

the semiotic similarity between Figures 3.3 and 3.5 from “Parents Murdered” and 

“Parents Lost” respectively), the lack of cinematic and pragmatic/semiotic uniformity 

across the fifteen scenes tells much about the individual cinematic and musical 

approaches for the films.  As noted in the first chapter, each director was chosen by the 

studio to provide a distinct tone and direction for the franchise.  As such, each director  
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Table 3.1. Outline of scenes, cinematic principles, and pragmatic & semiotic functions. 

 

 

Musical Example 3.13. Comparison between Elfman’s bat-theme and its variation from 

“Batmobile Chase.” 
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brought onboard a composer who would parallel their cinematic view musically.  Elfman 

and Goldenthal may utilize theme and variation, but each has their own distinct approach.  

Elfman’s bat-theme is hardly utilized in any pragmatic or semiotic fashion in Batman, but 

when it is, i.e., in “Batmobile Chase,” the theme is deployed with little variation (see 

Musical Example 3.13).  Goldenthal’s bat-theme is more involved as a symbolic element 

due to its varied permutations, such as in augmentation in “Filial Love” (see Musical 

Example 3.9), or in fragmentation, such as in “Unfamiliar Dreams” (see Musical 

Example 3.6a) and “Dreams Resolved” (see Musical Example 3.7).  Elfman and 

Goldenthal come across as two sides of the same coin in terms of theme and variation, 

wherein Elfman comes across as conservative, while Goldenthal is more involved.  The 

same analogy could be used towards Howard and Zimmer’s collaborative effort.  

Howard’s lyrical music brings out the fragility of the character’s emotions, such as in 

“Murder Aftermath” and “Grief & Doubt.”  Zimmer–who comes from the German 

tradition of Kraftwerk–narrates a scene’s dramatic atmosphere with his driving repetitive 

rhythms, and orchestral and electronic instrumentation (e.g., “Tumbler Chase” & 

Rescuing Rachel”).  Essentially, one side of this collaborative coin has Howard’s gentle 

music, while the other has Zimmer’s assertiveness. 

Some of the compositional, cinematic, pragmatic, and semiotic trends evident in 

these death related scenes re-appear in the next chapter which ventures into Bruce’s 

romantic life.  But when it comes to the psychologically scarred world of Batman, love 

becomes more of a hindrance and a liability rather than a blissful social experience. 
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IV. BATMAN’S LOVE TRIANGLE 

 

1. Batman’s Kryptonite: Introduction 

While the topic of death explains much about Batman’s compulsive behavior to 

fight crime, the topic of love dictates his social interactions and relationships with 

women.  As social psychologist Benjamin Karney points out: 

Bruce Wayne is very capable of falling in love.  You might even say that’s his 

Achilles’ heel, almost his kryptonite.  He can have the greatest technology in the 

world, the greatest weapons in the world, but his heart has no shield.  His heart 

can be broken.  So if you’re Bruce Wayne, falling in love is a very dangerous 

thing because it is possible that the person you fall in love with will get hurt as a 

direct function of that person’s affiliation with you.
85

 

 

This notion of love being a liability has been integrated into the Batman films to varying 

degrees.  This chapter examines how the music serves as a figurative vehicle in 

communicating Bruce’s love experiences and his willingness to show affection and 

commitment to a lasting romantic relationship.  It also discusses how music is sometimes 

used to personify the romantic emotions of the women with whom Bruce is involved.  

Robert Sternberg’s Triangular Theory of Love (see Chapter II, Figure 2.2) helps identify 

the different types of love the protagonist displays, whether it is passionate, committal, 

intimate, or combination thereof.  As before, all scenes are discussed chronological 

sequence within their respective film narratives. 
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 Benjamin R. Karney, “Batman Unmasked: The Psychology of the Dark Knight,” Special Features, The 

Dark Knight, 2-disc Special Edition Blu-ray Disc (Burbank, CA: Warner Home Video, 2008). 
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2. Finding Balance: Batman 

 One of the major sub-plots in Burton’s Batman is the relationship between Bruce 

and Vicki Vale.  Vicki is a sensible person and a respected photo-journalist who arrives 

in Gotham City to pursue the city’s mythical figure: the Batman.  While her interest in 

Batman is pure curiosity, she becomes romantically interested in Bruce Wayne before she 

discovers he is the caped crusader.  Bruce becomes romantically involved with her 

because she falls in love with his civil side and not with his vigilante persona.  She thus 

serves as an opportunity for him to build a normal life without Batman. 

Music first characterizes Bruce and Vicki’s interaction in the two-scene sequence 

“Awkward Dinner.”  The first scene in the sequence shows Bruce and Vicki having a 

quiet dinner in a massive dining hall while sitting on opposite ends of an elongated table 

(B DVD 0:31:10).  Music is non-existent during their brief and awkward conversation 

during this scene.  It is only when Bruce suggests they move to a different room that non-

diegetic music is brought in, paralleling the transition to the next scene in the sequence.  

Bruce and Vicki are now shown in conversation with Bruce’s butler Alfred (B DVD 

0:32:30).  Alfred leaves and the two converse about their families and thus begin to 

display an intimate liking to each other.
86

  The non-diegetic music during this interaction 

involves a major key variant of Elfman’s bat-theme (see Bruce’s love theme in Musical 

Example 4.1) being heard light heartedly as to not intrude with the dialogue, hence  
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 Intimacy in Sternberg triangular theory of love involves individuals displaying a liking to each other, and 

should not be confused with physical intimacy which falls under Sternberg’s passion category. 
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Musical Example 4.1. Comparison of bat-theme and Bruce’s love-theme. 

 

 

 

Figure 4.1. Correlation of “presence & lack of romantic interaction” and “presence & 

absence of music” based on the linearity image schema. 
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inaudible.
87

  The major key variant of the bat-theme represents Bruce’s interest in Vicki 

(according to Halfyard), but the absence and presence of the non-diegetic music between 

the two scenes also carries metaphoric baggage.  In the former scene, the characters are 

physically distant from each other, represented by the long dining table and the absence 

of music.  The scenario is changed in the latter scene where they are now sitting next to 

each other, smiling and laughing as they share stories.  This social interaction is 

represented by the presence of non-diegetic music.  As a result, the presence of music 

(and lack thereof) during the scene transition functions as a QIM, where “Presence & 

Lack of Romantic Interaction is Presence & Absence of Music” (see Figure 4.1). 

Another instance of the aforementioned metaphor is evident in the subsequent 

scene, “Stair Kiss.”  Bruce and Vicki walk up a long stairwell and take a moment to 

pause due to Vicki’s fatigue (B DVD 0:35:36).  With both being under the influence of 

alcohol, Vicki begins to flirt with Bruce.  Again, non-diegetic music only enters the 

diegesis when the characters begin to interact; in this case it is by kissing.  However, the 

music is prominently heard instead of barely audible as it occurred in “Awkward 

Dinner.”  The music’s noticeable volume combined with its synchronicity with the 

visuals, i.e., the characters embracing to kiss, makes the music serve as an emotional 

signifier. 

 Aside from being utilized to denote Bruce and Vicki’s passionate interaction, the 

music in “Stair Kiss” also helps signal the beginning of the Bruce-Vicki relationship sub-
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 Halfyard classifies this major key variation of Elfman’s bat-theme as Bruce’s love-theme.  Although 

superficially identical to the bat-theme which occurs in a minor key and begins with the intervals of a major 

second and a minor second, this love theme occurs in a major key, most commonly beginning on the 

mediant of which ever major key it is in with the intervals of a minor second and a major second.  For 

further reading on the symbolic implications of this theme see Halfyard 2004, 99. 
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plot.  Although the music is short lived, it is also a single statement of Bruce’s love-

theme, which ends with a dominant seventh chord (see Musical Example 4.2).  The 

music’s major modality coincides with the blissful imagery as Bruce and Vicki kiss, but 

the chromatic unresolved dominant chord contradicts the imagery as it hints to the 

uncertain future about their relationship.  Elfman’s utilization of the dominant chord to 

provide suspense here parallels Zimmer’s application of an unresolved dominant chord to 

supply anticipation to whether the hero will save the woman he loves (see “Rescuing 

Rachel” and Musical Example 3.11).  Coincidently, Elfman’s music in this stair kiss 

scene also functions as the “Lack of Narrative Closure is Harmonic Irresoluteness” SIM.  

However, whereas Zimmer’s music in “Rescuing Rachel” serves to cue the mood of the 

chase scene, Elfman’s music here serves as both a signifier of emotion and as a unifying 

component of the Bruce-Vicki sub-plot.  

 By the scene “Bed Time,” Bruce and Vicki’s intimacy and passion has morphed 

into what Sternberg identifies as romantic love (B DVD 0:38:34).  However, Bruce is 

shown with a troublesome frown as he lies in bed with Vicki.  Musical Example 4.3 

illustrates the music that accompanies this scene.  The melody begins and ends with the 

bat-theme, while also consisting of Bruce’s love-theme (identified as BLT) within its 

body.
88

  The presence of both themes signifies that Bruce is conflicted about his emotions 

of whether to embrace the new found happiness with Vicki, or continue being devoted to 

his mission as Batman.  The major modality of the music signals the tender emotional 

ambiance between the characters, but the minor mode bat-theme at the end makes the  
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 Halfyard 2004, 126. 
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Musical Example 4.2. Lack of harmonic resolution representing the unknown future of 

Bruce and Vicki’s relationship. 

 

 

 

Musical Example 4.3. Alternation of themes representing Bruce’s indecisiveness. 
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music’s overall metaphoric purpose that of the “Lack of Narrative Closure is Shift in 

Modality” SIM.  Similar to the unresolved dominant chord in “Stair Kiss,” the musical 

ending here also partakes in the formal construction of the Bruce-Vicki romance sub-plot 

by foreshadowing the deciding role the identity of Batman will play in the development 

the relationship. 

 Whereas the presence of music in the first three scenes signified the interaction 

between characters, the occurrence of music in “Bruce Questioning” emphasizes Bruce’s 

emotions about Vicki in the form of the “Character’s Awareness & Denial of Affection is  

Presence & Absence of Music” QIM (see Figure 4.2).   Following the Joker’s first public 

onslaught, Bruce is seen in his home speaking to Alfred about the dreadful event and that 

Vicki was present at the scene (B DVD 0:50:51).  Having mentioned her name, Alfred 

suggests to Bruce that having Vicki in his life may allow him to alleviate the emotional 

pain and isolation he has been living with since the passing of his parents.  Bruce brushes 

off Alfred’s comment at first, but as Alfred leaves the room, Bruce makes the comment 

that she is indeed a special individual.  A faint and brief statement of Bruce’s love-theme 

from “Bed Time” is heard as Bruce makes this comment.  The synchronization between 

Bruce’s remark and when the music enters serves to highlight that he is thinking about 

Vicki and the he has feelings towards her. 

Vicki discovers Bruce’s secret identity in “Tender Batcave” (B DVD 1:32:16).  

Bruce and Vicki discuss about the validity of their relationship and whether they may 

commit to each other whole heartedly.  Their relationship up until this point has been 

nothing more than romantic love, i.e., a combination of passion and intimacy.  
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Figure 4.2. Correlation of “character’s awareness & denial of affection” and “presence & 

absence of music” based on the linearity image schema. 
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Vicki wants a more committed relationship from Bruce, and while Bruce also wants the 

same, he cannot commit to her entirely until he defeats the Joker.  Musical Examples 4.4a 

and 4.4b illustrate the music which accompanies the characters’ dialogue.  As seen in the 

former example, the music is without a clearly defined tonal center and is partly 

comprised of Bruce’s love-theme (identified as BLT).  The latter example shows the 

alternation of whole tone clusters with C major triads (measures 1-4), and the 

simultaneous implication of C major and C minor (measures 5-8).  The presence of the 

love-theme represents the romance between Bruce and Vicki, while the obscurity of a 

tonal center suggests the characters’ insecurity about their relationship.  This enforces 

Gorbman’s unity principle because it draws attention to the Bruce-Vicki sub-plot, and it 

accomplishes this by operating as the “Lack of Narrative Closure is Tonal Ambiguity” 

metaphor due to the music’s tonal uncertainty. 

The resolution to Bruce and Vicki’s relationship conundrum arrives at the film’s 

finale (B DVD 2:00:59).  In “Balance Found,” Vicki is greeted by Alfred who will escort 

her to Wayne manor.  Alfred mentions that Bruce will be late to their meeting, but Vicki 

is unsurprised about the news.  As the limousine drives off the camera pans upward until 

we see Batman standing on a roof top facing towards the bat symbol illuminating in the 

sky.  Musical Example 4.5 illustrates the climatic music heard during this final sequence, 

consisting of both the love and bat themes.
89

  With the exception of the last three 

measures, the music is in the key of C major, is played by the entire orchestra, and comes 

to a prominent cadence, providing a sense of heroic resolution to the narrative.  
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 For an in-depth analysis of this scene see Halfyard 2004, 149-151. 
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Musical Example 4.4a. Tonal ambiguity representing tension between Bruce and Vicki. 

 

 

Musical Example 4.4b. Tonal ambiguity representing uncertainty about Bruce and 

Vicki’s relationship. 
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Musical Example 4.5. Combination of major tonality and bat-theme representing Bruce’s 

resolve. 
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However, this gallant feeling is short lived as the bat-theme rears its head one last time 

before the credits roll and brings the film to a close in C minor.  The “Narrative Closure 

is Pairing of Prominent Themes” SIM is at work here since the music at last unifies the 

Bruce-Vicki sub-plot (and the narrative as a whole).  Bruce has finally found balance in 

his life where he can commit to Vicki–symbolized by the love-theme and the music’s 

major key–and also be the shadowy protector of Gotham city, which is represented by the 

bat-theme’s final occurrence. 

 The love scenes in this film showcase an emphasis on Elfman’s bat-theme and its 

modal variation, Bruce’s love-theme.  This is quite the opposite from the analysis of 

death seen in the previous chapter, where the bat-theme was not utilized as a metaphoric 

element to much extent.  Furthermore, the music in these love scenes tends to operate as 

both qualitative and structural iconic metaphors which signal the characters’ interactions, 

their emotions, or serve as a narrative clue in understanding Bruce and Vicki’s 

relationship status.  This is also drastically different from the death related scenes 

discussed prior, where the music tended to set the mood of a scene. 

 

3. The Bat and the Cat: Batman Returns 

 While the conclusion to Batman suggests that Bruce and Vicki were well on their 

way to a prosperous committed relationship, the audience learns in Batman Returns that 

the relationship deteriorated due to Vicki’s incapacity to fully embrace Bruce’s double 

life style.  As Vicki’s replacement for this first sequel is Selina Kyle, a docile natured 

secretary who experiences a life altering event which transforms her into the erotic, yet 
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insecure Catwoman.  It is this secretive and damaged personality that makes Bruce 

attracted to her and vice versa.  However, their secret identities also play a pivotal role in 

whether the two can truly forge a meaningful relationship. 

 The first real interaction between Bruce and Selina takes place in “Selina’s 

Introduction,” where Selina abruptly introduces herself (to everyone’s surprise) during a 

business meeting between Bruce and Max Shreck (BR DVD 0:45:46).
90

  As Selina 

speaks about her “vacation,” Bruce’s face is one of wonder as he is instantly mesmerized 

by her appeal.  Selina’s attractiveness and assertiveness is captured by violins playing 

isolated high pitched dyads that mimic cat noises, and subtle low strings and harp.  

However, the music is short lived and fades away when Bruce introduces himself to her.  

The music ceases to exist to make way for the dialogue between the two, thus servicing 

the inaudibility principle.  As such, the music operates as a QIM, wherein the “Presence 

of Social Interaction is Musical Absence” (see Figure 4.3).  This conceptual metaphor is 

quite different from “Presence & Lack of Romantic Interaction is Presence & Absence of 

Music” (see Figure 4.1).  The presence of music in the latter metaphor stands for the 

character’s interaction, while the music in the former metaphor exists only to accentuate a 

character’s persona (in this case Selina’s) and not to represent Bruce and Selina 

exchanging dialogue.  The music serves as Selina’s seductive aurora, and as a result, 

there is no need to over tax Bruce’s obvious attraction to Selina by adding more music 

during their interaction. 
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 Her employer Max Shreck is especially astonished since he was confident that he had successfully killed 

her for unintentionally stumbling upon his devious corporate plans. 
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Figure 4.3. Correlation of “presence of social interaction” and “musical absence” based 

on the linearity image schema. 
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While Bruce takes an instant liking towards Selina, he also develops an attraction 

towards Catwoman, not realizing they are the same person (until the end of the movie).  

“Cat Injury” depicts Batman in his secret lair trying to medicate himself from his injury 

inflicted by Catwoman during their first encounter (BR DVD 1:01:35).  Music is absent 

until after Batman gets off the phone with Alfred.  As Batman stares curiously at 

Catwoman’s claw which pierced his abdomen, we again hear the same high pitched 

violins mimicking cat noises as heard in “Selina’s Introduction.”  Music enters only at the 

moment when Batman is recollecting about a woman he likes; therefore, the music’s 

presence functions as an emotional signifier and as the “Character’s Awareness & Denial 

of Affection is Presence & Absence of Music” QIM (see Figure 4.2), just as it did in 

“Bruce Questioning” from Batman.  We also know Batman is thinking about Catwoman 

because of his dialogue with Alfred before the music is heard, where he denied about 

being in pain when Alfred asked him if he was (not to mention the scene ends with 

Batman saying “meow” as he stares at Catwoman’s claw). 

As the narrative’s main plot points begin to come into focus by the middle of the 

second act, so does Bruce and Selina’s unavoidable revelation of each other’s secret 

identities.  In “Sore Spots,” Bruce has invited Selina to his mansion to see the televised 

lighting of the city’s Christmas tree.  After discussing about themselves (without 

revealing their alternate identities), Selina throws herself towards Bruce and the two 

begin to embrace each other passionately (BR DVD 1:12:15).  During this brief moment 

of passion, three variations of Elfman’s bat-theme are heard.  The first variation is played 

by high strings and occurs when Selina flings towards Bruce (see Musical Example 4.6a). 
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Musical Example 4.6a. Modulation of bat-theme from E minor to E major. 

 

 

Musical Example 4.6b. Bat-theme in E major with extended tail. 

 

 

Musical Example 4.6c. Bat-theme with glissando fade representing Bruce and Selina’s 

break. 
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The theme begins in E minor, but quickly modulates to the parallel key of E major, 

establishing a tender musical atmosphere as Bruce and Selina kiss.  The second 

variation–this time played by low brass (see Musical Example 4.6b)–happens when 

Selina gropes Bruce’s ribs where his injury resides; the same injury made by Selina as 

Catwoman during their first confrontation.  This variation is Bruce’s love-theme from 

Batman, but it dissolves just as Bruce cautiously moves Selina’s hand away from his 

injury.  The tables are turned when Bruce moves his hand up Selina’s arm, revealing the 

injury she received from Batman during their first fight.  The last bat-theme variation 

occurs at this time, now played in the high register of the violins and in its original minor 

mode (sees Musical Example 4.6c).  As Selina sees her wound being revealed, the violins 

play the theme’s highest note on a trill, which fades away via a descending glissando just 

as Bruce and Selina break away from their embrace.  The music’s metaphoric function 

appears to be that of a QIM because the variations coincide with the character’s physical 

actions.  However, the music’s metaphoric importance resides in the melodic structure of 

the variations themselves rather than on the theme’s Mickey Mousing.  Each variant of 

the bat-theme does not come to a permanent resolution or a stable cadence.  The first two 

variations merely pause for a moment before morphing into new melodic material and the 

third ends with a shrieking glissando.  The lack of a satisfactory thematic resolve 

parallels the notion that Bruce and Selina are unwilling to reveal their injuries, which 

would likewise expose their identities.  Consequently, the music in this scene functions as 

the “Lack of Narrative Closure is Thematic Incompleteness” SIM. 
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“Identities Revealed ” showcases Bruce and Selina learning about each other’s 

secret identities during Max Shreck’s masked ball party (BR DVD 1:35:00).  As the two 

of them dance, they reveal their reasons for attending.  For Bruce, it is to see Selina, but 

Selina is there to kill her crude employer.  Bruce questions her sanity, wherein Selina 

responds that she no longer knows who she really is or wants.  As they gently kiss, the 

two exchange dialogue that references their first confrontation as Batman and Catwoman.  

The two are shocked about the revelation and leave the dance floor together without 

making a scene.  The diegetic music heard leading up to this revelation is a song entitled 

“Face to Face” written by Elfman, and the English rock band Siouxsie and the Banshees.  

While the lyrics are hardly audible (provided in Figure 4.4), they foreshadow the 

exposure of the characters’ identities.  As such, the music serves as a SM (symbolic 

metaphor), which the kinship between the narrative and the music can be illustrated via a 

conceptual integration network.  Figure 4.5 shows how the song’s lyrics (e.g., “Face to 

face, my lovely foe…”) map onto the narrative, emphasizing the accidental revelation the 

characters’ dark personas. 

Bruce and Selina’s conundrum as to whether they can truly commit is solved in 

the film’s battle finale (BR DVD 1:52:33).  In “Bruce’s Plea,” Catwoman has cornered 

Max Shreck and is ready to kill him, but Batman intervenes and attempts to bring her to 

justice peacefully.  Batman tears off his mask and explains that the two belong together 

because they are one in the same.  Selina’s theme is utilized as Bruce pleads with her (see 

Musical Example 4.7) and it also functions as the “Lack of Narrative Closure is Thematic 

Incompleteness” SIM.  The theme is played two times by the glockenspiel, providing a 
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Figure 4.4. Lyrics to “Face to Face” as heard in “Identities Revealed.” 
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Figure 4.5. Conceptual integration network for Batman Returns. Blend of lyrics and  

narrative. 

 

Musical Example 4.7. Selina’s theme. 
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tender emotional atmosphere as Selina considers Bruce’s words.  As the theme attempts 

to occur a third time, only the first three notes are heard before Selina callously brushes 

off Bruce and says she does not need him.  Having Selina’s theme here is a logical choice 

because it expresses the pivotal position Selina is in.  Bruce has already made the choice 

to commit to Selina by tearing off his mask and approaching her as Bruce, and not as 

Batman.  But Selina’s refusal of a happy life means Bruce cannot attain a consummate 

life with her. 

 Despite the breakup between Bruce and Selina, the music utilized at the end of the 

movie manages to provide a hopeful tone for Bruce’s romantic life.  This is first 

accomplished with the music reinforcing the emotional significance about Bruce’s 

thoughts towards Selina, and vice versa.  “Departing Memento” consists of four short 

scenes, wherein the first depicts Bruce driving down the streets of Gotham City in his 

limousine and sees Catwoman’s shadow in an alley (BR 01:58:15).  He rushes out of the 

vehicle and into the alley, only to find her pet cat.  He takes the cat back to the limo, but 

briefly stops and partly looks over his shoulder as if sensing Selina’s presence.  A short 

gesture of Bruce’s love-theme is used at this point.  When Bruce returns to his vehicle 

and pauses to stare at the cat, Selina’s theme is briefly heard (BR DVD 1:59:54).  Both of 

these instances imply the lingering emotions Bruce and Selina have towards each other.  

These musical instances function similar to how the music did in “Cat Injury,” when 

Bruce was thinking about Catwoman as he attended to his injury.  However, the music in 

“Cat Injury” functioned as the “Character Awareness & Denial of Affection is Presence 

& Absence of Music” QIM.  Here, the music operates as the “Affection between   
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Figure 4.6. Correlation of “affection between characters” and “alternations between 

specific themes” based on the linearity image schema. 
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Characters is Alternation between Specific Themes” QIM because there are two themes 

used (see Figure 4.6).  When Selina is prowling Bruce–suggested by Bruce’s brief pause 

to look over his shoulder–we hear Bruce’s love theme, and when Bruce thinks about 

Selina–suggested by him starring at the cat–Selina’s theme is utilized. 

The music in the last two scenes of “Departing Memento” functions as a SIM that 

narrates to the audience the underlying significance about Bruce’s future.  After Bruce 

and Alfred exchange a few words, the camera pans upward to a bird’s eye view of the 

limousine (BR DVD 2:00:16).  As the vehicle drives off into the dark streets, the bat-

theme is somberly heard by the low brass in its original minor mode.  This occurrence of 

the bat-theme suggests that Bruce is destined to live alone.  However, the camera pans 

further upward until the bat signal illuminates the sky and a silhouette of Catwoman rises 

and stares at the signal (BR DVD 2:00:36).  The bat-theme is heard again, but now 

performed by the entire orchestra and with a heroic march feel.  This drastic timbral 

change not only brings the movie to a triumphant conclusion, but also communicates the 

idea that Bruce has found a kindred spirit within Selina/Catwoman, despite their falling 

out.  She is someone who understands his dual life style and sees him (just as the 

audience sees him) as the hero Bruce truly is.  Consequently, these last two statements of 

the bat-theme bring the narrative to a close by working as the “Narrative Closure is 

Presence of Bat-theme” SIM. 

 Despite the new, yet one time occasion of a SM, the love scenes in Batman 

Returns feature an equal emphasis on QIM versus SIM; however, the specific type of 

metaphors differ significantly from those in the first Batman film.  For example: in 
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“Awkward Dinner” and “Selina’s Introduction,” the music serves as a QIM and employs 

the inaudibility principle.  But whereas the introduction of music in the former scene 

serves to represent character interaction via the “Presence & Lack of Romantic 

Interaction is Presence & Absence of Music,” the disappearance of music also serves to 

highlight character interaction as it does in the latter scene, i.e., “Presence of Social 

Interaction is Musical Absence.”  With regards to SIMs, only in two of the three such 

metaphors discussed in this section does the bat-theme play a key metaphorical 

component (specifically in “Sore Spots” and in the last scene of “Departing Memento”).  

In the previous section, the bat-theme was a prominent metaphorical element utilized in 

all the SIMs and in a few QIMs.  A possible reason why the bat-theme is utilized less in 

these scenes from Batman Returns than in Batman probably has to do with Burton’s 

purposeful de-emphasis on Batman.  In the film’s DVD bonus material commentary, 

Burton states that he wanted Bruce/Batman to have less screen time because of two 

reasons: 1) he wanted to focus on the villains’ angst, since Bruce’s anguish had already 

been depicted in Batman; and 2) he wanted to show Bruce as a secluded individual 

committed to his mission as Batman (at least until he meets Selina).
91

  Consequently, 

Elfman followed suit with Burton’s direction by writing an immense amount of new 

music for the film that focuses on the villains, while reserving the bat-theme for 

superficial scenes and sequences (e.g., opening and closing credits, fight scenes, and a 

few romance scenes). 
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 Tim Burton, “Dark Side of the Knight,” Shadows of the Bat: The Cinematic Saga of the Dark Knight–

Part 4, Batman Returns, 2-Disc Special Edition DVD (Burbank, CA: Warner Home Video, 2005). 
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4. Mysterious Men: Batman Forever 

 The women in the previous two films fell in love with one aspect of Bruce’s 

double life style.  VickI became romantically interested with Bruce’s civil life, while 

Selina became interested in his darker side.  Despite this dichotomy, both women’s 

romance with Bruce faltered when they discovered his Batman identity.  In Batman 

Forever, however, the audience is introduced to clinical psychologist Dr. Chase Meridian 

who is both professionally and amorously interested in Batman from the onset.  Bruce 

takes a liking to her because despite her school girl crush on Batman, her analytical 

personality–and profession in psychology in general–is an alluring aspect for someone 

like him who has psychological issues. 

 The first time Chase attempts at getting under Batman’s cape occurs in “Rooftop 

Seduction” (BF DVD 0:17:38).  She has called Batman (via the signaling of the bat 

signal) to the rooftop of police headquarters to discuss about Two-Face.  In actuality, she 

wants to seduce him by expressing her lustful feelings towards him.  Given the noir-like 

imagery of the scene, Goldenthal provides seductive jazz-like music to amplify the 

cinematic ambiance.
92

  The music also makes partial use of Goldenthal’s bat-theme.  

Musical Example 4.8a outlines the chord progression of the bat-theme, and Musical 

Example 4.8b offers a transcription of the scene’s music, outlining the segments that 

include variations of the bat-theme.  More specifically, the thematic variations only make 

use of the theme’s second half that consists of tritone related harmonies, such as in 

measures 7-10 and 18-21 of Musical Example 4.8b.  Although the theme’s melody is  
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 Interesting to note that the music for this scene is entitled “Chase Noir” on the soundtrack album. 
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Musical Example 4.8a. Chord progression in Goldenthal’s bat-theme. 

 

 

Musical Example 4.8b. Bat-theme variation within jazz style melody representing 

Chase’s seductiveness. 

 

 

 

 

. 
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Musical Example 4.8b. (Continued) 

 

 

 

Musical Example 4.9. Incomplete bat-theme representing the beginning of Bruce and 

Chase’s relationship. 
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highly adorned in Musical Example 4.8b, the tritone relationship between the first-

inversion F major chord and B major chord is enough to punctuate the bat-theme’s 

presence.  In a metaphoric perspective, the music parallels the formal design of the scene, 

where “Lack of Narrative Closure is Thematic Incompleteness.”  Both instances of the 

bat-theme in Musical Example 4.8b are not identical each other.  These differences 

parallel Batman’s gradual surrender to Chase’s seduction (as shown by the two seemingly 

leaning to kiss by the scene’s end).  This idea of surrender is further supported by how 

the theme’s variations flawlessly blend in with the rest of the jazz-like music.  Batman 

does attempt to evade Chase’s advances at first, but he is ensnared in Chase’s seduction, 

and as such, the bat-theme itself is entrapped within the stylistic features of the seductive 

jazzy music. 

Chase is obviously attracted to mysterious men; however, her feelings about 

Batman begin to wane as she gradually takes a liking towards Bruce in “Hiding 

Something.”  Chase has invited Bruce to her office for a therapy session (BF DVD 

1:01:51).  While the two discuss the significance behind dreams and repressed memories, 

Bruce glances at the news paper articles about Batman on Chase’s desk.  A legato 

variation of the bat-theme is played by the violin when Bruce questions Chase’s interest 

in Batman (see Musical Example 4.9).  Chase responds by questioning whether he is 

jealous of Batman, at which Bruce responds that he is not.  Chase begins to suspect that 

Bruce is withholding something dangerous, yet passionate about his life, and they briefly 

kiss.  The theme serves as a unifying component to the narrative by operating as the SIM, 

“Lack of Narrative Closure is Thematic Incompleteness.”  The bat-theme is not stated in 
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its entirety as it pauses at the high G.  This signifies that Bruce and Chase’s relationship 

is only beginning, and the sub-plot about Chase discovering Bruce’s hidden identity is yet 

to be completed. 

 After being rescued by Batman from Two-Face’s thugs, Chase invites Batman to 

her penthouse for a late night rendezvous (BF DVD 1:22:00).  In “Chase Maturing,” 

Batman appears on her balcony and the two briefly kiss passionately.  Another rendition 

of the bat-theme (played Adagio by the viola and cello) is heard moderately loud as to 

amplify their romantic embracement (see Musical Example 4.10).  The music also serves 

as a critical unifying component to the Bruce-Chase sub-plot.  A closer examination of 

the bat-theme variation in Musical Example 4.10 reveals that the theme ends differently 

following the second ascension of the opening five notes.  This new rendition of the 

theme may be understood as a SIM, where “Lack of Narrative Closure is Thematic 

Incompleteness” because the theme’s alternate ending parallels a turning point in the 

characters’ relationship.  While Chase eagerly wants Batman in a passionate manner, she 

wants to be involved with the new man in her life who is none other than Bruce.  She has 

dissolved her old shallow self and has matured into someone who wants to establish a 

meaningful relationship with someone normal (or so she thinks).  Likewise, Batman 

knows who she has fallen for, as shown by his grin when he leaves the penthouse.  

Unbeknownst to Chase, she is in love with the same person, and as such, he has an 

opportunity to commit to her as Bruce.  The bat-theme has an alternate ending to reflect 

Chase’s maturity and Batman’s hopefulness for a consummate future with Chase. 
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Musical Example 4.10. Incomplete bat-theme representing Chase’s change of heart. 

 

  

Musical Example 4.11. Incomplete bat-theme representing Chase’s discovery of Bruce’s 

identity. 

 

 

 

 

 

 

Figure 4.7. Correlation of “revelation of secret identity” and “presence of bat-theme” 

based on the linearity image schema. 
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Bruce and Chase do not move beyond merely liking each other until the latter 

discovers the former’s secret identity.  In “Chase’s Discovery,” Bruce enigmatically tells 

Chase the events which led to the birth of his alternate lifestyle (BF DVD 1:30:54).  

Chase is puzzled at what Bruce is telling her, but proceeds to kiss him as a way to 

comfort him.  Chase displays a surprised expression when she moves away from him, 

realizing that the masked crusader and the millionaire playboy are the same person.  At 

the same moment we hear another variation of the bat-theme (see Musical Example 

4.11).  This variation begins with a descending arpeggio which leads into the theme’s 

opening five notes.  The variation serves two functions: 1) its occurrence helps the 

audience understand Chase’s surprised facial expression; and 2) the theme’s 

incompleteness brings into question of whether the characters can forge a meaningful 

relationship given Chase’s revelation.  As a result, the theme’s occurrence is in 

conjunction with the narrative cuing principle, operating as a QIM where “Revelation of 

Secret Identity is Presence of Bat-theme” (see Figure 4.7); while its incomplete musical 

structure serves the unity principle, serving as another piece to the Bruce-Chase narrative 

puzzle by means of the “Lack of Narrative Closure is Thematic Incompleteness” SIM. 

Bruce and Chase’s sub-plot comes to a close at the end of the film, where it is 

suggested that the two are on the path to a committed relationship (BF DVD 1:56:04).  

The music in this last scene, “New Dreams,” confirms the conclusion of this narrative 

thread by operating as the “Narrative Closure is Presence of Missing Bat-theme 

Fragment” SIM.  The music features a rendition of the seductive melody heard earlier in 

“Rooftop Seduction” (see Musical Example 4.12).  The tune is now slightly more   
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Musical Example 4.12. Bat-theme tail representing narrative closure between Bruce and 

Chase. 
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melodically ornate, still features the tail end of the bat-theme (measures 5-9), but has a 

new ending.  This new ending comprises of another statement of the bat-theme’s last four 

notes (measures 10-11)–now played by the entire orchestra–and gentle sounding major 

chords.  The significant structural features in the music are the bat-theme fragments 

themselves.  The music in the previous three scenes featured the opening segment of the 

bat-theme to symbolize the inconclusiveness to Bruce and Chase’s relationship.  Given 

how the story has come to an end, Goldenthal offers the viewer the ending segment or tail 

end of his bat-theme to express the idea of closure.  This is drastically different from 

Elfman’s approach to the conclusions of Batman and Batman Returns, where the last 

romantic scenes feature complete iterations of his bat-theme.  Goldenthal takes a 

disjunctive approach, offering the missing components of his bat-theme to represent 

narrative closure. 

Goldenthal’s approach to scoring love related scenes in Batman Forever tends to 

follow Elfman’s trend of utilizing his respective bat-theme to communicate meaning.  

More specifically, Elfman leans towards presenting his theme in its entirety, and it is how 

he presents the theme (via subtle variations) that provides metaphorical significance.  

Goldenthal, on the other hand, is inclined to splice his theme so as to give it metaphoric 

substance.  In other words, it is the fragments of his theme and where they appear which 

establishes metaphoric importance between the music and the narrative.   
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5. Manipulation of the Mind: Batman & Robin 

Batman & Robin introduces two new women who are connected to Bruce.  The 

first is the socialite Julie Madison who is Bruce’s new girlfriend, but her role does not 

have any significant impact on the film’s narrative.  The second woman is Dr. Pamela 

Isley, a botanist who–like Selina Kyle–experiences a life altering experience which 

transforms her into the villainess Poison Ivy.  While a romance between the hero and a 

“bad girl” has been seen before, Poison Ivy’s association with Batman is not one of 

romance.  Instead, she manipulates Batman, seducing him only to achieve her devious 

goals.  The following scenes involve how music expresses this seduction process and its 

effects, for Batman is not in love with Ivy, but his mind is tricked into thinking so. 

 In “Ivy Enters,” Dr. Isley makes her first public debut as Poison Ivy during a 

jungle themed charity event where Batman and Robin are the special guests (B&R DVD 

0:44:03).  To acquire the auctioned diamonds she needs, Ivy spreads a pheromone that 

renders the male populace–including the two heroes–feeble and awestruck at her beauty.  

The pheromones cause Batman to lower his defenses, experience intimate feelings 

towards her, and get in a quarrel with his sidekick.  Acoustically, the manipulation 

process is expressed by the combination of her seductive voice and the non-diegetic jazzy 

music.  A jazz-like melody played by an alto and tenor saxophone is heard in the 

background simultaneously with Ivy’s dialogue.  Both her voice and the music do not 

overpower one another and share similar acoustic qualities: Ivy delivers her words of 

seduction in a whispery tone of voice and the saxophones’ airy timbre compliments her 

tone.  These elements function as acoustic iconic signs (see Figure 4.8).  The music   
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Figure 4.8. Representation of non-diegetic music overlapping with diegetic voice. 

 

Musical Example 4.13a. First instance of jazz melody representing Bruce’s fixation with 

Ivy. 

 

 

 

Musical Example 4.13b. Second instance of jazz melody representing Bruce’s fixation 

with Ivy. 
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serves to establish an erotic tone for the visuals, while its overlap with the dialogue 

compliments Ivy’s sensual method of persuasion which clouds Batman’s moral 

judgment. 

 Another instance where Bruce’s mind is manipulated occurs in “Ivy Infatuation” 

(B&R DVD 0:59:28).  Bruce and Julie are having dinner at his mansion, while the non-

diegetic piano music from “Rooftop Seduction” in Batman Forever (see Musical 

Example 4.8b) is utilized as this scene’s musical backdrop.  As Julie proposes to Bruce, 

Bruce’s attention temporarily wonders as he sees a fictitious image of Poison Ivy 

standing by the fireplace.  As he stares at this mirage, the piano music is temporarily 

replaced by a short saxophone interlude (see Musical Example 4.13a).  Bruce is snapped 

back into reality by Julie who proceeds to kiss him.  The piano music resumes as the two 

kiss, but as they depart, Bruce again sees a hallucination of Ivy, giving the impression 

that he was kissing her in his mind’s eye.  The alto saxophone again makes a brief 

appearance (see Musical Example 4.13b), until he is brought back to reality by Julie’s 

concerning question about who is Ivy.  The alternation between the piano and saxophone 

parallels Bruce’s changes of romantic interest, resulting in the “Affection for Different 

Characters is Alternation between Instruments” QIM (see Figure 4.9).  Bruce naturally 

has a fondness for his girlfriend Julie, but he suffers from the lingering effects of Ivy’s 

pheromones (as evidenced by his delusions).  Bruce is caught in a romantic dichotomy: 

love for his girlfriend who loves him in return, and love for a villainess who has tainted 

his mind.  
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Figure 4.9. Correlation of “affection for different characters” and “alternation between 

instruments” based on the linearity image schema. 
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Schumacher had originally shot a number of scenes featuring more interaction 

between Bruce and Julie, which would probably have given the film a noteworthy 

romantic sub-plot.  Due to the studio’s family oriented agenda, majority of these scenes 

were excluded in post-production.  The three scenes which did make the cut (one of them 

being “Ivy Infatuation”) feature a superficial bond between Bruce and Julie.  Also, unlike 

Catwoman in Batman Returns, this film’s female nemesis does not have any romantic 

intension to being with the hero.  With the lack of any substantial romantic narrative, it is 

no surprise that the music in these two scenes does not serve as any SIM.  Other than the 

saxophone being utilized to symbolize Ivy’s seductive presence, the actions which 

transpire within the two scenes stand as isolated events. 

 

6. Conditional Love: Batman Begins 

 With the re-boot of the series comes a new female companion for our hero.  But 

what occupation should she have?  Bruce has been coupled with a photo-journalist, an 

anti-hero, a psychologist, and a model.  How about someone who shares the same goal as 

Batman’s, but achieves it through different means?  Enter Rachel Dawes, a law enforcer 

in the city’s District Attorney Office who, like Batman, seeks justice, but unlike him, 

operates within the boundaries of the law.  Furthermore, she is made out to be Bruce’s 

childhood friend and shares an extensive history with Bruce. 

 The only time Bruce and Rachel are seen in a romantic scenario occurs at the end 

of the film (BB DVD 2:06:06).  In “The Ruins,” the two are shown surveying the ruins of 

Wayne manor.  Accompanying the visuals is a gentle sounding string section and a 
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simplistic piano melody (composed by Howard), which combined provide a sentimental 

ambiance.  As Rachel confesses her hope for a romantic future with Bruce, the music 

begins to swell in volume.  The music’s volume reaches its apex on fortissimo as the two 

characters embrace in a kiss.  The music returns to its original soft volume as they break 

their kiss and Rachel questions Bruce’s true identity–stating that Batman is now his 

identity and the Bruce she knew is gone.  This is the first time in the franchise where the 

music’s dynamics parallels an emotional interaction between two characters.  This 

renders the music as a QIM, “Presence of Romantic Interaction is Increase in Dynamics” 

(see Figure 4.10). 

 While only one romantic scene is evident in this film, it is not a result of studio 

driven agendas as evidenced in Batman & Robin.  Batman Begins is the story of Bruce 

becoming Batman; therefore, the events which transpire yield to this plot line.
93

  Any 

other minutely explored narrative threads perform as seminal components of larger 

events in the subsequent film.  Consequently, when Rachel mentions that she and Bruce 

cannot truly be together until the city no longer needs Batman, their questionable 

happiness serves as a springboard to some significant incidents which transpire in The 

Dark Knight.  As for the music, the question arises of whether this scene’s music has any 

correlation with any music found in the next film. 

                                                           
93

 Christopher Nolan, “Behind the Story: The Journey Begins,” Batman Begins, Blu-ray Disc (Burbank, 

CA: Warner Home Video, 2005). 
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Figure 4.10. Correlation of “presence of romantic interaction” and “increase in 

dynamics” based on the linearity image schema. 
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7. Longing to be Together: The Dark Knight 

 The question posited in “The Ruins” of whether Bruce and Rachel can ever truly 

be together is highlighted and compounded in The Dark Knight.  The two characters are 

confronted with obstacles where their emotions and ideals are brought into question.  For 

Bruce, he is tantalized–for different reasons–about giving up his mantle as Batman.  For 

Rachel, she is faced with the reality that Bruce will always have the need to be Batman, 

and as a result, she has begun a relationship with city’s District Attorney Harvey Dent.  

The following scene captures these issues at their core. 

 During “Penthouse Debate,” Bruce and Rachel are seen at the former’s penthouse 

weighing the positive and negative repercussions about Bruce revealing his secret 

identity to the public as a means of stopping the Joker’s deadly onslaught (TDK DVD 

1:08:23).  Bruce feels he has brought more pain than relief to the city through his actions 

as Batman, and believes Harvey is the city’s true protector.  Adding to the complexity is 

his desire to be with Rachel, which can only be achieved if he quits being Batman.  Bruce 

also questions the validity of Rachel’s desire to be with him, which at the moment an E 

major triad is heard (see first measure of Musical Example 4.14).  As Rachel answers 

Bruce’s question, the E chord is followed by an ascent from A to E by the cello and 

double bass, hinting at the note A as a possible tonic center.  This hypothesis is proven 

when the next chord heard is indeed an A minor triad outlined by the harp and strings 

(see measure 4 of Musical Example 4.14).  At the same instant, the two characters 

embrace in a kiss.  This tender moment is amplified by the repetitive harmonic   
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Musical Example 4.14. Lack of harmonic resolution representing the unknown future of 

Bruce and Rachel’s relationship. 
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Musical Example 4.14. (Continued) 
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progression of i–VI–IV–V–i in the key of A minor (measures 4-10).
94

  However, tonic is 

denied at the end of the scene.  The absence of harmonic resolution reflects Rachel’s last 

line of dialogue, where she tells Bruce that they will never be together if he submits to the 

Joker’s demand of revealing his identity.  As such, the music operates as the “Lack of 

Narrative Closure is Harmonic Irresoluteness” SIM (just as the music in “Stair Kiss” 

from Batman does).  This highlights the gravity of their indecisiveness and uncertain 

future together.  Bruce’s urge to reveal his identity may be in the best interest for their 

relationship, but neither of them truly knows the impact their decisions will have on their 

relationship. 

 Bruce and Rachel’s relationship ends in tragedy by the conclusion of the film’s 

second act, when the latter becomes a victim in a deceitful scheme devised by the Joker.  

While it appears the music from “Penthouse Debate” does not have any metaphorical 

resolve as a direct result of this, one may argue that the music from “Grief & Doubt” 

serves as the musical and metaphoric resolution to Musical Example 4.14.  Although the 

music in “Grief & Doubt” operates as a QIM (“Negative Psychological State of Mind is 

Descending Melodic Motion”), the melody continuously descends to the note A as a 

point of resolution (see Musical Example 3.12).  The commonality between Musical 

Examples 3.12 and 4.14 is that they center on A as a viable tonic.  With regards to 

narrative, “Grief & Doubt” is the definite conclusion to Bruce and Rachel’s relationship, 

seeing how Bruce reminisces about Rachel’s concern over their relationship as proposed 

                                                           
94

 The barrowed major sub-dominant occurs in its natural minor function (iv) in measure 9 during the 

progression’s third occurrence (measures 8-10).  
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in “The Ruins” and “Penthouse Debate.”  The musical and metaphorical correlation 

between “Grief & Doubt” and “Penthouse Debate” reinforces the continuous diegesis 

between Batman Begins and The Dark Knight, for they are not independent stories, but a 

large story divided in two chapters.  Furthermore, this cross-film association between 

musical elements and narrative plot lines is not exhibited amid any of the other Batman 

films prior.  The previous four films may share common pragmatic and semiotic 

functions, but these commonalities are isolated events. 

 

8. A Complicated Thing Called Love: Comparison and Conclusion 

 This chapter has outlined the variety of ways music is utilized to illustrate Bruce’s 

experience with romance and the development of his relationships.  Table 4.1 

summarizes the cinematic, pragmatic, and semiotic methods by which the music 

articulates the character’s emotions and a scene’s drama in conjunction with the specific 

form of love Bruce experiences according to Sternberg’s triangular theory of love. 

 Comparing each film’s pattern of love types reveals that only the relationships in 

Batman and Batman Forever progress through the same love stages.  Bruce’s relationship 

with Vicki and Chase respectively begins with intimate love, progresses through 

passionate and romantic love forms, and concludes with empty love (commitment).  But 

how does this similarity translate to the compositional approaches of Elfman and 

Goldenthal?  It is only in the love scenes from these two films where each composer 

makes extensive use of their respective bat-themes as metaphorical vehicles to 

communicate specific narrative events.  The remaining four films showcase distinct love 
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Table 4.1. Outline of scenes, love forms, cinematic principles, and pragmatic & semiotic 

functions. 
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Table 4.1. (Continued) 
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form patterns, and coincidentally, it is in these films where their respective bat-themes 

are infrequently utilized to communicate affection (e.g., Batman Returns), or, do not use 

a any specified theme at all to serve as a communicator of love (e.g., Batman & Robin, 

and Nolan’s films).  These trends follow each composer’s compositional philosophy and 

the production agendas placed upon them.  Elfman and Goldenthal most likely did not 

make much use of their bat-themes for the love related scenes in Batman Returns and 

Batman & Robin due to the directors’ level of creative independence.  The artistic 

freedom given to Burton and Schumacher meant that Elfman and Goldenthal had greater 

liberty to generate much more original music, and not simply rehash the same 

compositional formulas used in Batman and Batman Forever.  The lack of any musical 

theme for the love scenes in Batman Begins and The Dark Knight goes back to Howard 

and Zimmer’s refusal to write a universal theme to encapsulate a specific narrative 

subject (e.g., a hero theme for Batman). 

Gorbman’s principles of emotional signification, narrative cuing, and unity tend 

to be applied just as frequently here as they do in the death related scenes.  Of these three 

principles, the music tends to operate as a signifier of character emotion most frequently, 

occurring in all but The Dark Knight.  The music also serves to amplify romantic 

situations, i.e., narrative cuing, in all but two films, Batman and Batman Begins, and acts 

as a guide in understanding the development of relationships, i.e., unity, most often in 

Batman and Batman Forever (primarily as a result of the extensive use of the films’ bat-

themes).  Aside from these principles, the music’s inaudibility is a new facet which is 

applied exclusively in these love scenes.  While only featured in three scenes across 
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Burton’s films, it highlights how the presence of music (or specific lyrics in the case of 

“Identities Revealed”) is just as effective in communicating character interaction as 

manipulating some other aspect of the music (e.g., thematic variation). 

SIMs also tend to predominate in these love scenes, and there are also twice as 

many occurrences of QIMs than in the scenes dealing with loss.  However, any common 

QIMs do not exists between Tables 3.1 and 4.1.  The “Lack of Narrative Closure is 

Harmonic Irresoluteness” SIM, on the other hand, is featured in depicting both the love 

and death related events which occur in “Stair Kiss” (Batman), “Penthouse Debate” (The 

Dark Knight), and “Rescuing Rachel” (The Dark Knight).  Another, yet more recurrent 

SIM is “Lack of Narrative Closure is Thematic Incompleteness,” which is featured in the 

love scenes from Batman Returns (“Sore Spots” and “Bruce’s Plea”) and Batman 

Forever (“Rooftop Seduction,” “Hiding Something,” “Chase Maturing,” and “Chase’s 

Discovery”), and in two death related scenes from Batman Forever and Batman & Robin, 

i.e., “Unfamiliar Dreams” and “Filial Love” respectively.  Both Elfman and Goldenthal 

offer fragments of their respective bat-themes (or Selina’s theme as is the case in 

“Bruce’s Plea”) to communicate the inconclusiveness of a narrative plot point. 

Although the music is less commonly known to serve a semiotic function in these 

scenes (e.g., the AIS in “Ivy Enters”) while SIMs and QIMs reign supreme, what does the 

information summarized in Tables 3.1 and 4.1 really tell about the compositional 

parameters of each composer?  To what degree is each composer unique from the next in 

scoring their respective Batman films?  Or is the larger question about what else can be 

discovered using this analysis?  These questions shape the crux of the next chapter. 
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V. CONCLUSION AND POTENTIAL STUDIES 

 

1. Closing the Case: Summary, Comparison, and Evaluation  

Call him what you wish: a victim, an avenger, a vigilante, or a hero.  Batman is as 

complex as he is contradictory.  Among the large pool of comic superheroes he is one of 

the few which does not have any super powers–no inherit alien abilities, no mutant genes, 

no mythological weapon to wield.   He is simply a man scarred by the death of his 

parents and utilizes this angst to sharpen his determination to protect the innocent from 

evil.  Furthermore, unlike other heroic figures (e.g., Superman) Batman denies himself 

the fruits of a normal life, such as love and affection because they are liabilities to his 

cause, and to the lives of the people who attempt to know his darker side. 

The previous two chapters have tackled these topics of loss and love through a 

musical, cinematic, psychological, and metaphorical perspective.  More precisely, the 

myriad of scenes analyzed have shown how the music plays varying roles in capturing 

both superficial and intricate elements of the film narrative, whether it be simple 

mimicking of physical events, or clarifying and tying together crucial ideas in a plot line.  

Tables 5.1, 5.2, 5.3, and 5.4 detail the various twenty-six pragmatic and semiotic 

processes by which the music communicates Batman’s experiences of love and death.  

Tables 5.1 and 5.2 illustrate ten different QIMs between the two types of scenes.  

Furthermore, these conceptual metaphors are exclusively evident in the music of Elfman, 

Goldenthal, and Howard, but more frequently apparent in Elfman’s music.  While less 

frequent, there is also a diversity of AISs.  As with the QIMs, there are not any common 
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Table 5.1. Overview of QIMs and AISs in death related scenes. 
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Table 5.2. Overview of QIMs, SM, and AISs in love related scenes. 
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Table 5.3. Overview of SIMs in death related scenes. 
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Table 5.3. (Continued) 
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Table 5.4. Overview of SIMs in love related scenes. 
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Table 5.4. (Continued) 

 

  



156 

Table 5.4. (Continued) 
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Table 5.4. (Continued) 
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AISs between the death and love related scenes, thus demonstrating a variety of 

approaches regarding how Elfman, Goldenthal, and Zimmer apply their music as signs.  

In regards to songs, only one of the many songs found in this film franchise (“Face to 

Face”) is used to serve as a SM in regards to communicating a specific narrative event.   

Tables 5.3 and 5.4 list eleven distinct SIMs evident in the music of all four 

composers.  Unlike the list of QIMs, however, there are two particular SIMs that overlap 

among the death and romance scenes.  These include “Lack of Harmonic Closure is 

Harmonic Irresoluteness” (applied by Elfman, Howard, and Zimmer) and “Lack of 

Narrative Closure is Thematic Incompleteness” (applied by Elfman and Goldenthal).  

Although these and other SIMs regarding narrative closure would be generalized as 

“Narrative Closure is Closure in Music” following Chattah’s labeling, the specificity of 

these SIM statements clearly differentiates how each composer’s music in these cases 

communicates the achievement or lack of narrative resolution. 

In further reading the aforementioned tables we also see a frequent use of the 

emotional signification and narrative cuing cinematic principles, as evident by the large 

variety of pragmatic and semiotic processes used to exhibit these principles, and by the 

fair number of scenes that feature them.  With the exception of Zimmer, all other 

composers apply the former principle by having their music serve as both a qualitative 

and a structural iconic metaphor.  With regards to the latter principle, all four composers 

illustrate this principle with some type of SIM.  Aside from these frequent trends, there 

are other curious details at work.  These include the single use of the inaudibility and 
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rhythmic continuity principles by Elfman and Howard respectively, and the frequent use 

of the unity principle by both Elfman and Goldenthal by means of a SIM. 

There are some questions which arise from viewing the information presented in 

Tables 5.1, 5.2, 5.3, and 5.4.  Why are the principles of emotional signification and 

narrative cuing frequently applied?  Since the focus here is on loss and love, this 

abundance of the two aforementioned principles is not farfetched.  These two doctrines 

are purposely designed to communicate character sentiment and cinematic ambiance, 

whether it be a character’s emotional dichotomy between wanting to love someone and 

being truthful to one’s personal agendas (e.g., “Bed Time”), or, setting a terrifying mood 

to communicate an imminent threat the hero must overcome (e.g., “Rescuing Rachel”).  

This does not mean the principles of inaudibility, rhythmic continuity, and unity are not 

fitting to express these emotional events (because they are).  However, the other two 

principles are more effective because of the primary purposes they are meant to fulfill. 

Another question concerns whether the composers were purposely aware of 

writing music that would function as a metaphor or semiotic sign, or were they even 

purposely applying Gorbman’s principles?  Existing published resources and interviews 

show that Elfman, Goldenthal, Howard, and Zimmer share a common agenda when it 

comes to their respective film scores: the music must connect with the film.  For Elfman 

it is a matter of relying on his instincts to determine whether the music corresponds 

appropriately with the footage.
95

  Goldenthal sees the compositional process as a 
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reflexive rather than a reflective process, meaning he has to respond to the demands of 

the movie in a fast manner (due to time limitations placed upon the composer) and does 

not like to spend too much time debating over his own creative agendas for the film.
96

  

Zimmer, on the other hand, suggests there should be pre-compositional thought invested 

in a score for it to have purpose and be “intellectually defensible for it to resonate 

emotionally.”
97

  Howard dwells on the innate capacity a good composer has to 

“immediately react emotionally to the core and the tone of what the movie is about.”
98

  

Each composer has his way of explaining the purpose of the film score, but they all agree 

that the music must consciously communicate with what the movie is about.  As music 

analysts, we use analytic tools that best fit with the type of music we analyze.  I utilize 

Gorbman’s cinematic principles alongside Chattah’s pragmatic and semiotic models 

because they best describe how the music operates in these Batman films and best 

delineate the compositional styles of the composers exhibited in this franchise. 

 While there are some commonalities as to the application of certain cinematic 

principles and types of conceptual metaphors, etc., does this signify that the composers 

drew elements or inspiration from each other’s works?  To answer this, let us begin by 

considering the main difference apparent among the scores, that is the writing of thematic 

based (Elfman and Goldenthal) and non-thematic based (Zimmer and Howard) music.  
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Beginning with the former pair, Elfman and Goldenthal wrote film scores based around a 

main theme, which in this case are their respective bat-themes.  Tables 5.5 and 5.6 

illustrate these themes and outline their variations as seen throughout this analysis.  The 

list of structural similarities between these themes is short.  They are both in a minor key 

and begin with ascending melodic motion.  However, Elfman and Goldenthal also use 

most of the same variation methods.  With transposition aside, Elfman primarily concerns 

himself with rhythm, lengthening and shortening different notes of his theme (e.g., 

“Batmobile Chase” variation), while also adding new material (e.g., “Crime Alley” 

variation), or changing the mode of the theme (e.g., Bruce’s Love-theme).  These 

compositional features are also evident in Goldenthal’s music.  Some examples include 

the “Filial Love” variation (augmentation), the “Chase’s Discovery” variation (new 

material), and the “Unfamiliar Dreams” variation (change of major mode to minor).  

Goldenthal also adds segmentation to his bag of tricks, most notably the last four notes, 

or tail, of his theme (e.g., “Dreams Resolved” variation).  Given these similarities, it 

appears Goldenthal followed in Elfman’s footsteps.  In reality, this is not the case.  Both 

composers wrote themes with distinguishable musical identities, and although their 

methods of variation are similar, each composer takes different liberties with their 

variations.  Elfman tends to be more reserved and maintains his variations rather tamed, 

i.e., his variations are but minute alterations of the original theme.  Goldenthal’s 

variations, however, are more elaborate, which at times the theme becomes difficult to 

identify (e.g., the theme’s last four notes in the “New Dreams” and “Rooftop Seduction” 

variations).  
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Table 5.5. Elfman’s bat-theme and its variations throughout the death and love related 

scenes in Batman and Batman Returns. 
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Table 5.5. (Continued) 
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Table 5.6. Goldenthal’s bat-theme and its variations throughout the death and love related 

scenes in Batman Forever and Batman & Robin. 

 

 
  



165 

Table 5.6. (Continued) 
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While Zimmer and Howard did not write any specified bat-theme, thus making 

any thematic correlations between their music and that of Elfman’s and Goldenthal’s not 

possible, we can compare the stylistic nature of their music.  Howard’s poetic music 

brings out the vulnerability of the character, such as in “Murder Aftermath,” “The 

Ruins,” “Grief & Doubt,” and “Penthouse Debate.”  Zimmer, on the other hand, narrates 

a scene’s dramatic atmosphere with his driving rhythms, and mixture of orchestral and 

electronic instruments (e.g., “Tumbler Chase” & Rescuing Rachel”).  Although Zimmer’s 

assertive style may be the opposite of Howard’s gentle music, both composers base their 

music on simple and repetitive motifs.  For example: aside from the main melody in 

“Tumbler Chase” (Musical Example 3.10), Zimmer presents a long-drawn-out rising 

minor third interval repetitively throughout the scene.  Similarly, Howard’s melody in 

“Grief & Doubt” (Musical Example 3.12) is based upon the Harp’s repetitive ascending 

major sixth interval.  In general, Zimmer and Howard base their music on independent 

musical ideas; each designed to fit a specific scene, whereas most of the musical content 

in Elfman’s and Goldenthal’s scores is dictated by one specified theme, i.e., their 

respective bat-themes.   

Aside from comparing stylistic trends, the composers’ aesthetic reasoning for 

their music also provides answers in determining the uniqueness of their work.  In other 

words, where did each composer draw inspiration for their music?  For Elfman, 

inspiration came from walking through the stage sets of Burton’s movies and acquiring a 
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feel of the cinematic ambience.
99

  Goldenthal dislikes the idea of inspiration, emphasizing 

that “you must rely on technique and honesty on your approach to the movie, your take 

on it, not someone else’s.”
100

  In his case, he placed himself in the mind-set of a child 

playing as Batman and creating his own fantastical soundtrack.
101

  Howard and Zimmer 

went against the grain and composed a score not heavily based on recognizable musical 

themes, regardless of the established fanbase created by each of Elfman’s and 

Goldenthal’s scores.  Howard mentions: 

I think my first feeling in that I’m there to serve whatever the film is.  And if that 

connects somehow with people’s expectations of a pre-existing idea then that is 

great.  And if it doesn’t, then you can’t make everybody happy all the time.
102

 

 

Howard’s comment resonates across all the movies.  Each director in the franchise had 

their own distinct vision for Batman and his folklore, and likewise, each of the four 

composers wrote unique scores that would abide by the needs of each film.  The driving 

idea here is re-imagining.  Why are there varying adaptations of Beethoven’s Fifth 

Symphony?  It is because different composers and music artists have their own take on 

the same piece of music.  The same occurred in these films.  Batman is merely a wet 

mold of clay susceptible to being sculpted in different ways, whether it is in terms of 

story, visuals, music, or all the above. 
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 In the end, who did a better job at musically articulating the hero’s search for 

romance and his ordeals with death?  Subjectively speaking, it is the music of Elfman and 

Goldenthal due to their theme and variation approach.  Their themes and how they are 

used to denote specific narrative events and actions on screen carry an acoustical 

distinctiveness that allows the audience to recognize (without much difficulty) important 

narrative and musical expressions when seen and heard.  Essentially, when one of their 

themes is heard it means something important is happening in the narrative.  The music in 

Nolan’s films requires deeper attention from the spectator to understand the relationship 

between the visuals and the music due to the lack of a main theme to bridge together 

narrative events.  Through an objective perspective, however, no one composer’s work is 

superior to the others’ simply because each composer’s music was meant to fulfill the 

needs of their respective films.  Burton’s and Schumacher’s films portray Batman as a 

hero, and as such, Elfman and Goldenthal wrote music based around main themes that 

would express this notion.  Batman in Nolan’s films is depicted more as a vigilante than a 

hero, or as Howard comments: 

When you write a traditional, conventional superhero theme, it gives you so much 

information that it might be misleading about that character. Our Batman? We’re 

still getting to know him. He’s a very complicated guy.”
103

 

 

If Zimmer and Howard were to write a heroic theme and use it as a basis for their scores, 

it would contradict the director’s vision for the character.  Overall, each composer’s work 

in the Batman film franchise is noteworthy for different reasons, and the verdict about 
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whose music is more engaging depends on the viewer’s knowledge and experience with 

the music and films. 

 

2. New Adventures Ahead: Further Research 

Having studied the Batman films from this interdisciplinary approach, what other 

avenues does this research suggest?  The first and most pressing is analyzing the same 

topics of death and romance in Nolan’s recent and last Batman film, The Dark Knight 

Rises.  This topic is significant for three reasons: 1) to see how these topics are handled in 

relation to Nolan’s other two films, especially when all three of his films are part of one 

continuous narrative; 2) how these topics musically compare with the scenes analyzed 

from Burton’s and Schumacher’s movies; and 3) the film’s score is entirely composed by 

Zimmer, making the musical comparison with Batman Begins and The Dark Knight more 

intriguing seeing that Zimmer alone completed Nolan’s Batman trilogy musically without 

collaborating with Howard. 

Another research endeavor is analyzing the music via an aspect other than 

Batman’s psychology, such as his philosophical doctrines.  Batman’s refusal to kill his 

foes is another major characteristic which makes him appealing and is a topic which has 

certainly been exploited in many story lines, including the narratives of the six (now 

seven) films.  Take for instance “Penthouse Debate” from The Dark Knight, where Bruce 

and Rachel are seen at the former’s penthouse weighing the positive and negative 

repercussions about Bruce publicly relinquishing the cape and cowl as a means to stop 

the Joker’s murderous rampage.  Compounding the matter is that he may need to break 
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his one rule to stop his nemesis if all else fails.  Bruce’s dialogue interestingly enough is 

accompanied by augmented triads and diminished seventh chords whose dissonant 

harmonic profiles help amplify the difficult ethical conundrum. 

The interdisciplinary approach may also be applied towards musical scores 

belonging to television programs and animated films featuring Batman.  The TV shows 

that stand in recent popular memory include Batman: The Animated Series, The New 

Batman Adventures, Batman Beyond, Justice League, and Justice League Unlimited.  The 

soundtracks to these programs feature a wealth of varying composers, most notably 

Shirley Walker, who is known for adapting Elfman’s bat-theme in most of the 

aforementioned shows.  There is also the growing number of feature length direct to 

video animated films to consider.  While the films exist within their own isolated 

narratives, they each offer a distinct musical score and delve into the hero’s personal 

challenges, such as with love and death (e.g., Batman: Mask of the Phantasm), and  

altruism versus egoism (e.g., Batman: Under the Red Hood). 

The analytic methodology can lend itself towards other comic book-action film 

franchises that also feature different director-composer partnerships.  Such popular 

franchises include Spider-Man, Iron Man, Superman, and X-Men.  Furthermore, some of 

these franchises have been rebooted in recent years.  There are also movies with 

narratives that are interwoven and culminate in one hierarchical narrative, such as Iron 

Man, Iron Man 2, The Incredible Hulk, Thor, and Captain America: The First Avenger, 

all of which establish the foundation for Marvel’s The Avengers.  Considering that the 
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Hollywood engine is not decelerating anytime soon with the superhero genre, these and 

future comic book-action films and their soundtracks are ripe for the picking. 

The analysis presented here can be further enriched by adopting alternative 

methods which also lend themselves to film music.  One such approach is the Lewinian 

transformational approach that is neo-Riemannian theory.  This theory has proven useful 

in examining film music, particularly in that “a cue-oriented transformational approach 

may be tailored to be sensitive towards dramatic relevance and cinematic temporality 

without discounting aspects of form and pitch relationships.”
104

  As such, a neo-

Riemannian approach may provide alternative readings to some (if not all) of the already 

analyzed scenes, particularly the love scenes from Batman, Batman Returns, and Batman 

Forever.  One possible goal with analyzing these scenes may be determining whether a 

parallel exists between the development of Bruce’s relationships and the music’s 

harmony via patterns in transformational operations. 

Film sequelization and film analysis in general remain fruitful research topics, but 

present obstacles that are inherent in any film score study.  The first obvious challenge is 

the acquisition of the original musical score.  A film’s score is the property of the film 

studio, and one must acquire permission and pay a fee to view the music, or be given a 

copy of these documents (if available).  Another issue is the level of speculative and 

factual data.  With rhetoric about the purpose of musical analysis aside, compiling as 

much dialogue about a director’s production agenda and a composer’s compositional 
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process is a definitive method to justify one’s analysis.  However, an analysis will remain 

reliant on the spectator’s experience with the film, which brings us to the most important 

challenge.  While new analytic models may arise to best explain how a film’s score 

works cinematically, there remains a line between director and composer intentions, and 

audience experience, which at times may be at odds with each other.  The analysis 

presented in this dissertation is not final.  There are many more topics and scenes to be 

analyzed in conjunction with those already presented here.  Additionally, my findings 

may not resonate with other people’s perception of the movies.  Nonetheless, we must 

remember as both spectators and analysts that “no reading of a film or its music can ever 

truly be complete, if only because there are as many potential readings as there are 

readers.”
105
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