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game musIc 
enters 
the salons
After fifteen years of attending videogame 
music related concerts, I would’ve never 
dreamt of co-organizing a festival of interna-
tional importance with my friends in Poland. 
Yet, the previous editions have amassed a lot 
of compliments from fans and were received 
very well by the industry, gathering more 
than ten thousand participants. This year, 
considering the circumstances, apart from 
organising a concert for a gathered audien-
ce among the organisers, we’ve decided to 
prepare a professional online broadcast so 
that fans all over the world can participate.

I still have fond memories of the first video-
game concert that I attended. It was Game 
Music Concerts, which was inaugurating Ga-
mes Convention (now gamescom) every year 
in Leipzig. Back then the organiser of this event 
was Thomas Böcker who changed the face of 
concerts dedicated to digital entertainment.

Mateusz Pawlak accompanied me on this 
journey, with whom - and other people from 
the Game Music Foundation – we work on 
many forefronts of „promoting widely under-
stood knowledge about video game music”. 
I remember it as it was yesterday. Me and 
Mateusz wrote down on a piece of paper all 
the things we wanted to do as gamemusic 
in the near future. Dreams we listed down 
were purely unachievable.

EDITOR IN CHIEF
mARIUSZ BORKOWSKI

Which is why I would like to gratefully and 
respectfully thank all the people who hel-
ped me get where I am now. The first paper 
printed magazine about videogame music I 
would like to dedicate to all the people who 
follow their dreams. I also encourage you to 
read its two previous editions, available only 
digitally. I hope to see you all in the next one 
at the beginning of the coming year.
 
„With great power, comes 
great responsibility.” 
‒ Ben Parker, Spider-Man

mborkowski@gamemusic.pl
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meet the cOmpOSeRS fOR fAR cRy 6 

Players from all over the world could attend 
a digital presentation where Ubisoft studio 
showed their upcoming games. Among so 
many promising titles, I was particularly cu-
rious about the presentation of the Far Cry 
series.

The plot of the sixth Far Cry game, this 
time, will take us to a remote fictional tro-
pical land (Yara), where Anton Castillo 
(Giancarlo Esposito) reigns over his land in 
a brutal manner, dreaming to be an even 

© Ubisoft

more ruthless dictator and rebuild the sta-
te. Without delving into the details, I would 
like to tell you a bit more about the musical 
setting itself.

During Far Cry 6 show, we could hear a 
theme from the game composed by Pedro 
Bromfman - a Brazilian composer whose 
work you could hear in movies (RoboCop), 
series (Narcos) and videogames (Max Payne 
3). Bromfman confirmed not only his parti-
cipation as the main creator of the sound-
track for Far Cry 6, but also introduced his 
partner in his crime, Juan Carlos Enríquez, 
with whom he had previously collaborated. 
The track is quite good. I liked the dirty hy-
brid sound and how both composers intro-
duced Latin American folk instruments in 
the background.

We will probably learn more about the so-
undtrack itself closer to the game’s release 
day at the beginning of the next year. As 
for the song itself goes, I hope both com-
posers took a similar approach towards the 
rest of the score.

cAStlevAnIA mUSIc BAcK Up 
AgAIn On SpOtIfy

The title may be confusing, but here I come 
with answers. Over a year ago, we gave an up-
date that Spotify has released a solid library 
of music from Castlevania games. That move 
was made by Castlevania Sound Team, group 
of artists associated with Konami Japan. They 
decided to share their Castlevania music with 
the world on their own and they did so really 
well, serving fans of the series 12 whole albums.

A year later, the European branch of Konami 
made a similar move. The company also released 
12 albums on a recently created official Spotify 
account. Even the list of games is just the same.

Why should this even be treated as important 
news? First of all, Konami has finally followed 
in the footsteps of its competitors, i.e. Capcom 
and Sega, by opening up to Western players. 
In the era of widespread digitization, expan-
ding your activities on a global scale, and on 
the most popular music streaming platform, 
is extremely important.

Secondly, it is quite possible that Konami’s mu-
sic library on Spotify will be expanded upon 
soon. I would like to remind you that the Ca-
stlevania Sound Team group released the al-
bums from Castlevania on Spotify for the first 
time, and in this case it is Konami that brands 
the move with their own logo. Who knows, 
maybe we’ll get music from Suikoden soon?

© Konami Digital Entertainment

what’s up wIth 
the game musIc?

mAteRIA cOllectIve 
nOW A ScORe pUBlISheR

BReAth Of the WIld’S 
„InvISIBle” SOUnd deSIgn

We have gave a lot of space to the Materia 
Collective label in the first issue of our ma-
gazine. Well, it was even the hot topic of the 
issue. And it is hardly surprising. Although 
the label has been there for only five years, 
it already has an unflagging reputation and 
continues to expand its catalogue sound-
tracks for high-end games.

Materia Collective is still thriving, and has re-
cently expanded its operations. In addition 
to the Materia Collective label and the Ma-
teria Music Publishing, Materia Editions - a 
music note publishing company focused 
on - you guessed it! - game music.

One must admit that the publishing ho-
use started its activity from high C. You can 
already buy scores in the Materia Editions 
store, including the music from Undertale, 
Celeste, Hollow Knight, Stardew Valley or 
Dust: An Elysian Tail as a piano performan-
ce. Undertale and Deltarune fans can also 
purchase violin score sheets for this music.

If you are interested, please follow the Ma-
teria Editions Twitter account to keep up 
with their latest releases.

In my review of the music for The Legend of Zel-
da: Breath of the Wild, I included such a thought: 
what characterizes the whole soundtrack most is 
minimalism in its purest form. The authors of the 
soundtrack came to the conclusion that it would 
be better use the smallest number of natural so-
unds than use a whole spectrum of instruments.

It shouldn’t surprise. The very beginning of the 
game suggested what players could expect. And 
so, instead of constantly bombarding our ears with 
music alone, we got a huge base of pieces consi-
sting of a lot of „quiet” sounds, imitating, for exam-
ple, a breeze, rustling leaves or falling raindrops.

It is clear that Nintendo is not only the game-
play and game design from the classic series 
The Legend of Zelda were turned upside down. 
The philosophy of creating music for games of 
their flagship series was completely changed, 
using the sounds of the environment. With all 
things considered, there is surprisingly no do-
wnsides to this.

In my opinion, the sound design in Breath of the 
Wild is something that is difficult to describe in 
words on paper. It would be best to experience 
it. And probably this job was done the best way 
by Youtuber Scruffy, who showed how impor-
tant all these numerous „invisible” elements of 
Nintendo’s sound design are.

© Materia Collective
© Nintendo
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Yes, Death Stranding is an exemplary de-
piction of isolation and loneliness. So is its 
soundtrack by Ludvig Forssell. The com-
poser represented the atmosphere of be-
ing left on your own by genuinely plan-
ned soundscapes of analog synthesizers, 
piano and orchestra. The use of analog 
synths is the key part of the score (Once, 
There Was an Explosion). The sounds 
from the past seem to be a perfect com-
panion for the future apocalypse. Like in 
the game’s story, the past meets the futu-
re, and they all unite. Just like the people 
Sam reunites.

The soundtrack is skillfully mixed with the 
overall gameplay. Dynamically arranged 
fight themes (some co-composed with 
Joel Corelitz) and beautifully scored cut-
scenes make Death Stranding a really ci-
nematic experience. The highly acclaimed 
by the players BB’s Theme accompanies 
the sequence where Sam is shown from 
the downright perspective, which makes 
him small and irrelevant against the inho-
spitable environment.

But what I enjoyed the most were the 
calm pieces when the main character sle-
eps (Chiralium). Hearing them while re-
sting after exhausting missions soothes 
the heart yet deteriorates the feeling of 
being isolated. Sam cannot find peace 
even while sleeping and these tracks are a 
distinctive background to his unrest (The 
Timefall). The detuned parts of them cor-
respond with his nightmares.

The game also implements tracks by other 
bands and composers, and the most in-
teresting and accurate songs seem to 
be the melancholic ones performed by 
the band Low Roar (Easy Way Out). After 
wandering in silence listening only to the 
wind, the sudden appearance of a simple 
guitar song with vocals pours hope into 
your heart.

For me Death Stranding OST is one of the 
best soundtracks of 2019. Appearing only 
in certain moments, it makes you feel 
even more abandoned in silence. At first 

point I found it as a flaw but then I reali-
sed it was made for a reason. When the 
world comes to an end, all you are going 
to hear will be the wind whispering thro-
ugh the rocks.

© Kojima Productions

© Kojima Productions

© Kojima Productions

For me Death Stranding OST 
is one of the best soundtracks 
of 2019.

Once, there was an explosion. This quote 
from the latest game of Hideo Kojima is 
an appropriate description of what this 
production did in the gaming industry. 
Innovative yet controversial gameplay 
mechanics, lots of hidden meanings, a 

movie-like storytelling and perfect so-
und design is what made Death Stran-
ding extraordinary. And even if some 
players were laughing at Kojima’s vision 
of a dystopian world, they have to admit 
this vision became dangerously close 
to what we now experience during the 
pandemic.

Seeing the whole country turned into a 
pile of bare rocks makes us feel abando-
ned, and that is what the main character 
feels like. Sam is not able to show feelings 
nor make relationships. He cannot even 
touch anyone for that makes him suffer 
physically. He feels dead inside. The circu-
mstances force him to act for the greater 
good, to reunite people of America. So 
he traverses the wasteland where all the 
people are hiding underground, isolated, 
contacting each other only through holo-
grams. Sounds familiar these days?

death strandIng 
dangerously close to what 
we now experIence

© Kojima Productions

© Kojima Productions

Publisher: Sony Classical
Album’s release date: 8th November, 2019
Composer: Ludvig Forssell, Joel Corelitz

The sounds from the past seem 
to be a perfect companion for 
the future apocalypse.

IzaBela Besztocha
izabela.besztocha@gamemusic.pl

@IzaGameMusic
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mailto:izabela.besztocha%40gamemusic.pl?subject=
https://twitter.com/IzaGameMusic
mailto:izabela.besztocha%40gamemusic.pl?subject=
https://twitter.com/IZAGAMEMUSIC
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playlists for a long time. Ori and the Will of 
the Wisps is the perfect sequel, while Gareth 
Coker’s music is a soundtrack that should be 
listened to whether one plays the game or 
not. It is virtuosity down to the smallest de-
tail. It is a monumental work that delights 
both on the macro and micro scale.

Personally, I think that this music’s integra-
tion with the narration, editing and story-
telling will never be matched by anything. 
It is a magnum opus of film music unthin-
kable for many composers, where a change 
of each note, timbre or arrangement would 
be an offense to the soundtrack. This is also 
the case with the Ori and the Will of the 
Wisps soundtrack.

Gareth’s sensitivity and skill 
pair up in this work.

This is the best soundtrack you can imagi-
ne. Gareth’s sensitivity and skill pair up in 
this score to form a magic helix of absolu-
te perfection. The music also gives the im-
pression of being more diverse compared 
to the previous part. We hear known the-
mes less often, and if they do appear, they 
usually appear in fresh variations. The new 
themes allow themselves not only for inte-
resting notation, but also for more instru-
ments, different from those from Ori and 
the Blind Forest. The balance of the instru-
ments is also more interesting.

We have a lot of fragments where a quiet 
solo is played for a while, and then it grows to 
the level of raging orchestra. There are instru-
ments as new to the story as the hang drum, 
male choir, Mongolian throat singing, bas-
soon and piano. There are also many expe-
riments with electronics, which once again 
complement the live instruments. These, in 
turn, are often treated with skillfully twisted 
effects. Thanks to this, the magic pours out of 
the music with redoubled energy.

There is also a lot of action too, because 
the game itself presents several powerful 
opponents who try to defeat our heroes. 
Well, some compositions sound as if Gareth 
Coker decided to play rock’n’roll on Blind 
Forest instruments.

This great variation only works on a plus 
three-hour soundtrack. This is probably 
the most important thing. The composer 
decided to pamper us with a very long so-
undtrack, which will land a safe spot on your 

The composer decided to 
pamper us with a very long 
soundtrack.

A titanic work that will catch your curiosity 
in the first sounds, and with each subsequ-
ent listening you will appreciate newer and 
newer elements. A mature, delightful and 
complete work of art. Anyway, words are 
enough, here I go listening again!

 © Moon Studios

 © Moon Studios

konrad BelIna-BrzozowskI
k.b.brzozowski@gamemusic.pl

@lordqiuu

Publisher: Microsoft Studios Music 
Album’s release date: 10th March, 2020 
Composer: Gareth Coker

Ori and the Will of the Wisps is definitely 
one of the hottest titles of 2020. Making a 
continuation to a the well-received prede-
cessor was quite a challenge though. After 
all, Ori and the Blind Forest is not only an 
extremely difficult platform game, but one 
that managed to achieve colossal success 
despite the genre that is quite niche today.

It’s heavenly, it’s magical and 
it plays your heartstrings.

It is also a touching story told with game-
play, visuals and a phenomenal audio 
track. The symbiosis that Moon Studios 
achieved wouldn’t be possible without 
trust placed in Gareth Coker. The talented 
Briton proved that perfect music can be 
fully interactive and at the same time so-
und like precise music written for a movie. 
At the same time, he created music that is 
heavenly, magical and touches the hearts 
of not only those who decided to travel 
with Ori.

I have never doubted that the continuation 
of the adventures of the forest spirit will so-
und even more beautiful. Gareth, despite 
starting with a high C as he himself stated 
at the Game Music Festival 2019, is still le-
arning and developing as a composer. And 
you can hear it, oh you can hear it. If I were 
to choose anything comparable, I’d have to 
go back to Howard Shore and the music for 
The Lord of the Rings.

orI and the wIll 
of the wIsps
BreathtakIng and matured work of art

 © Moon Studios

 © Moon Studios
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mailto:izabela.besztocha%40gamemusic.pl?subject=
mailto:k.b.brzozowski%40gamemusic.pl?subject=
http://instagram.com/lordqiuu
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motivation to get to work. Ending up with a 
relatively short term project with a definite 
deadline felt in many ways like a stroke of 
luck, and I was very grateful to have this to 
work on, if only for a few weeks.

When Chad Moldenhauer (art director at 
StudioMDHR) originally approached me 
about this, right away I had a few good ide-
as for tunes, including one unused tune 

from the original game that I felt would be 
great for something like this. Unfortunately 
this tune was, of course, conceived of and 
written for big band. Gathering 15 or so mu-
sician’s in a room was not even legal at that 
point, and we obviously would not want to 
put anyone at risk even if it was. 

We knew from the outset a couple of thin-
gs which really helped us to come up with a 

© Samantha Hurley

composIng  
 durIng 
   covId

Covid-19 is an obvious challenge to so 
many industries, the games industry 
of course being one of them. I hope 
that some readers might be intere-
sted in a brief look at my personal 
creative, composing, and recording 
process during this time, more spe-
cifically for the Cuphead PlayStation 
announcement trailer, released on 
July 28, 2020.

Covid has imposed on many of our already underway 
projects, it’s not surprising why some days it feels hard 
to muster the motivation to get to work.
Like many other creators I’ve spoken with or read about in recent mon-
ths, staying motivated has been a frequent struggle. Some days feel like 
you’ve been blessed with all the time in the world, while other days, the 
lock down, compounded by the weight of many recent world events, as 
well as the delay that Covid has imposed on many of our already unde-
rway projects, it’s not surprising why some days it feels hard to muster the 
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go. Because of these setbacks and chan-
ges in direction, we decided that we had to 
change our approach.

This was my first experience writing for this 
type of animation, and one of the challen-
ges was that the animators required a quick 
turnaround with the finished music so that 
they could get to work matching the stop 
motion models (and more importantly, the 
model’s mouths) with the song. About a 
week before the music deadline, a decision 
was made that I’m sure most composers 
dread; we decided to scrap the music writ-
ten up to that point and go in a different 
direction. In hindsight this was absolutely 
the correct decision, but at the time it kind 
of threw me into panic mode.

I’ve often found that it is quite easy to get 
hung up on an idea and keep trying to po-
und a square peg into a round hole. I was 
still hearing the ‚out of tune calliope’ sound 
for this, and it took a few days to really come 
up with something else that I felt would 
work. Adding yet another limitation (a fast 
approaching deadline) added another chal-
lenge. Artists frequently say that until there 
is a hard deadline, it is often difficult to re-
ally finish anything. I certainly experienced 
that with the original Cuphead soundtrack, 
continually making minor, often pointless 
changes to otherwise completed tunes 
until we officially had studio time booked, 
and it was only then that anything actual-
ly got officially finalized. On top of this was 
the looming issue of booking studio time 
on short notice, and finding the right musi-
cians also on short notice, particularly mu-
sicians comfortable being in the studio.

The other (non-composing) half of my mu-
sical career is as a percussionist, so I am re-
asonably familiar with the xylophone ragti-
me works of brothers George Hamilton and 
Joe Green. Studying and playing xylophone 
rags is a pretty standard thing for percus-
sionists, and I’d wanted to write something 
along those lines since the original game, 
but there just hadn’t been the opportunity 
to do so yet. While down a research rabbit 
hole I found some videos I had not seen in 

some time, featuring the incredible xylo-
phone playing of Teddy Brown. These two 
sources greatly inspired what became the 
PlayStation trailer that exists today.

Those videos in particular led me to settle 
on the instrumentation of piano, xylophone, 
and of course vocals. This was great as only 3 
musicians would be required in total, and we 
would be able to record each of them sepa-
rately in order to help keep everyone safe and 
healthy. I feel that an important aspect of the 
sound of the original Cuphead soundtrack 
was the vibe of all the musician’s playing in 
the same room, at the same time. 

Both are fine as long as you are 
staying true to yourself and your 
capacity.

There is an almost intangible quality that 
exists when you have a group of musicians 
making music together, working as a single 

©Studio MDHR Entertainment Inc.

©Studio MDHR Entertainment Inc.

musical direction: 1) it was going to feature 
King Dice, and the return of the inimitable 
Alana Bridgewater, reprising her original 
role; And 2) it was going to have to be done 
with the bare minimum of musicians in or-
der to ensure everyone’s safety. There is a 
concept in the creative arts that says the 
more restrictions that are put in place, the 
easier it is to define the box within which 
one is working. Knowing these 2 things re-
ally helped us narrow down a starting point 
from which to proceed.

With these points in mind, Chad and I star-
ted brainstorming concepts, for both the 
lyrical and musical content. From the out-
set the video was always going to be a stop 
motion animation, influenced particularly 
by Len Lye’s ‚The Peanut Vendor’ from 1933. 
As I frequently lean towards the vibe of 
things being darker and more on the ‚meta’ 
side, my original concepts were much cre-
epier than the finished trailer.

My initial musical concept was a fairly dis-
sonant, somewhat deranged, out of tune 
circus march. While this was a good place 
to start, I’m glad now that this didn’t end up 
happening as originally envisioned. While 

researching ‚circus music’, I came across 
numerous calliope videos online. After we 
decided that was the right sound for the 
trailer, I began the (surprisingly difficult) 
process of trying to source a real working 
instrument. Our first strike against this 
idea occurred when we realized that the 
only functioning calliope within a reasona-
ble distance was not very close to us at all, 
across the Canada/US border in rural Michi-
gan. Even if we had stayed with this original 
plan, crossing the border during Covid is 
difficult if not impossible, so we ended up 
abandoning the calliope.

Lyrically speaking, my initial concepts were 
also much darker than the final version. 
Rhyming ‚PlayStation’ with ‚Cremation’ 
should give you an idea of the approach I 
was going for. As has happened often in 
the past, Chad convinced me that some-
thing a bit less ominous is the right way to 

After we decided that was 
the right sound for the trailer, I 
began the (surprisingly difficult) 
process of trying to source a real 
working instrument.

©Studio MDHR Entertainment Inc.
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Erica
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by auStin WintOry
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©Studio MDHR Entertainment Inc.

unit. Recording one at a time is in many ways 
not ideal, but I was happy with how cohesive 
everything ended up sounding. It made the 
most sense to record the piano first (play-
ed beautifully by Elizabeth Acker), in order to 
have a solid foundation with which to layer 
everything else on top. Alana’s vocals were re-
corded next, and lastly followed by xylophone. 

Even though the xylophone can be conside-
red the predominant ‚sound’ of the trailer, as 
well as frequently being the melody, in some 
ways it’s the least important to the foundation 
of the tune, and therefore was why we recor-
ded it last. I think that it can almost be consi-
dered the ‚spice’ on the main course. The xylo-
phone part called not just for great technique 
but also improvising ability, and we were very 
fortunate that Michael Murphy, a great all aro-
und percussionist, happened to be back in To-
ronto when we needed to record.

I’ve been asked to end this article by offe-
ring my advice on how to stay motivated 
during these challenging times. It’s hard 
to offer specific advice - we are all different 
people in different circumstances. Spe-
aking solely from my perspective, I think 
that if Covid has afforded you the time to 
pursue work and to be creative, really try to 
make the most out of it that you can. 

For some that could mean incredible amo-
unts of productivity, and for others much 
less so. Both are fine as long as you are 
staying true to yourself and your capacity. 
For me personally, I’m thinking ahead to 
when the restrictions start to really lift and 

life begins to return to whatever ‚the new 
normal’ will be as a source of motivation. I 
want to be able to look back and feel like 
I did the best work I could under the cir-
cumstances, and that I’m emerging more 
prepared to tackle whatever musical pro-
blems come my way. 

Having said that, be careful of working 
yourself to the point of feeling overwhel-
med and therefore losing sight of what’s 
important, and absolutely don’t forget to 
take care of yourself, both physically and 
mentally. I believe that being engaged with 
what is happening locally and globally, and 
staying in touch with family and friends, 
can help to maintain a sense of perspec-
tive on both your life and your work, and 
can help illuminate what is truly important. 
Set both short term and long term goals so 
that you give yourself the chance to feel like 
you’re accomplishing something of value; 
I frequently find that maintaining a con-
sistent (yet not overwhelming) work ethic 
is in many ways a self perpetuating process. 
Cytat: I also truly believe that if circumstan-
ces demand that you have to limit, or even 
completely step away from creative ende-
avours during this period.

Re-read books or re-watch films that have 
inspired you in the past, listen to music, read 
books on other people’s creative process, or 
check out blogs and Twitter posts of artists 
you respect to see how they are keeping 
motivated and busy. I also truly believe that 
if circumstances demand that you have to 
limit, or even completely step away from 
creative endeavours during this period, that 
your creative spark will not leave you, and 
when you are able to return so too will the 
inspiration. Sometimes an extended break 
from something only ensures that it comes 
back stronger and with more focus.

Thanks so much to Mariusz Borkowski at 
Gamemusic.pl for asking me to write about 
my work this summer.

krIstofer madIgan
@KrisMaddigan
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emBracIng 
the lIght
a retrospectIve 
on musIc from 
orI and the wIll 
of the wIsps

It was about eight years ago that I 
really started digging into the world 
of Ori. The journey commenced with 
Blind Forest in 2015 and then this year 
in March, the Will of the Wisps. Who 
knows if and when another story in 
the Ori universe will come? And with 
that question it has allowed me to 
look back on Ori and ponder the en-
tire experience, culminating in Will of 
the Wisps. Thankyou for indulging me 
Gamemusic.net readers!
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pens. It’s not enough to have a good music 
system that reacts to what the player is do-
ing, the timing and logic behind when the 
music changes is incredibly important as it 
affects the overall flow of the game. 

Every single piece of music in the game is 
based on a predetermined choice by me. 
This is the same as in Blind Forest, howe-
ver, due to our use of Wwise, we were able 
to change the music within each environ-
ment more frequently, matched closely to 
whenever Ori did something significant in 
the environment. Most environments have 
several music loops that play in them over 
the course of the game. For example, the 
Ancient Wellspring has exterior music (“The 
Ancient Wellspring”), interior music (“Tro-

uble Within”), puzzle room music (“Turn, 
Turn, Turn Again”), completion of puzzle 
room music (“Amelioration”) and it culmi-
nates in a chase sequence (“Escaping a 
Foul Presence”). 

These different music cues play only when 
the player has completed certain actions 
within the environment. This is *not* a revo-
lutionary approach at all, in fact it’s been 
around for decades. However, the timing 
and placement has been tested by myself 
over and over again, and gives me con-
fidence that it will give the player a smooth 
experience with good flow when they play 
the game.

Flow is one of the most fundamental con-
cepts in Ori, and it applies across the entire 
game, not just audio. But every depart-
ment is taking it heavily into consideration. 
We test the game religiously. I believe it is 
a core part of my job, testing the game to 

Most environments have several 
music loops that play in them 
over the course of the game.

© Moon Studios
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The composer who wrote Ori music for Will 
of the Wisps is very different from the per-
son who wrote the music for Blind Forest. 
I listen to the music from the first game 
and there’s so many decisions I made then 
that I likely would not make now. One of the 
things I feel strongly is that the game itself 
evolved from Blind Forest to Will of the 
Wisps, but also the studio and the people 
making the game – including myself! 

As a result, the sequel feels very different. 
When you combine this with the fact that 

the story has a darker tone, and that the 
gameplay is more combat-focused, it’s 
pretty clear that we didn’t just try to make 
Ori 1.5. Ori and the Blind Forest to me, has 
a naïve charm which can be extremely 
inviting and welcoming. Will of the Wisps is 
heavier from the beginning, which reflects 
where Ori is in his life. Ori is not a new life 
in this game and the music overall was de-
signed to reflect Ori having a greater sense 
of purpose, as opposed to the lighter and 
more reckless Ori from the first game.

restorIng the past, facIng 
the future
One of the main challenges when commen-
cing Will of the Wisps was finding a way to 
take what people liked about the first so-
undtrack, but also advance it in a way that 
didn’t feel like the same game. This was 
handled in a few different ways. Re-use of 
key themes, but interspersed with new ad-
ditional secondary themes.

It was always going to be the case that we 
brought back music from the first game. 
However, I’d say that Ori’s main theme was 
used far more sparingly than in Blind Fo-
rest. One of the major benefits of Will of 
the Wisps was the additional characters 
brought into the game, Mora, Shriek, Kwo-
lok and of course Ku. We spend some time 
with each character, much more than in 
the first game, and it allowed for the buil-
ding of complimentary themes. This is best 
shown in the track “Ash and Bone” where 
Ori’s theme is mixed with Ku’s theme, and 
Shriek’s theme. The reason for this is based 
purely on gameplay, as Shriek is stalking Ori 
and Ku through the Silent Woodlands.

much more granular approach 
to ImplementatIon
It’s well known at this point that Ori and the 
Blind Forest did not use any audio middle-
ware such as Wwise or Fmod. It worked out 
for the first game but we wanted to expand 
on the implementation in the second game. 
But before implementation, one of the key 
things that I think can get overlooked in a 
soundtrack is the *placement* of where the 
music changes and when each cue hap-

Ori and the Blind Forest to 
me, has a naïve charm which 
can be extremely inviting 
and welcoming.
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musical instrument in Kontakt. Their sounds 
are across the entire soundtrack. Their skill is 
taking organic sounds and morphing them 
into something that blurs the line between 
electronic and acoustic, but also making 
sure those sounds are appropriate in the Ori 
universe. You can best hear their work in “In 
Wonderment of Winter” and “Willow’s End”.

The Philharmonia Orchestra 
were the glue that tied all of 
the disparate elements of the 
soundtrack together, and they 
were joined by the Pinewood 
Singers choir.

In addition to the sound design aspects of 
the score, we had tremendous contribu-
tions from all the real players involved. Kri-
stin Naigus dazzled with her contribution on 
woodwind, playing 21 different instruments 
from around the world on the soundtrack. 
Aeralie Brighton returned from the first 
game to sing at the game’s key moments, 
and she is very much the alpha and omega 
of the game, in more ways than one. Kelsey 
Mira’s unique and highly precise tone gave 
‘Luma Pools’ a magical quality befitting of 
that area. The Philharmonia Orchestra were 
the glue that tied all of the disparate ele-
ments of the soundtrack together, and they 
were joined by the Pinewood Singers choir. 
The addition of the choir was a particular 
highlight, as I’d never worked with live choir 
before. The choir is most prominent in all 
the key cutscenes and sequences during 
the game. It was tempting to use them all 
the time, but sometimes less is more.

The score could not have been recorded as 
efficiently as it was without my friends and 
partners in crime Alexander Rudd (conduc-
tor) and Zach Lemmon (supervising orche-
strator), who have worked with me on every 
single one of my game scores. Orchestra-
tors David Peacock and Eric Buchholz did a 
stellar job with the frankly ridiculous amo-
unt of orchestration work there was! Last, 
but not least, everyone at Air Lyndhurst 
Studios did a wonderful job removing me 
of any fear and nerves I might have had.

emBracIng the lIght
I have experienced many different kinds of 
projects now, from indie to AAA. The ‘light’ 
that revealed itself to me is that we should 
– no matter how much AI and computers 
and systems make our lives easier – never, 
ever lose sight of the human touch that is 
required to create an experience that re-
aches gamers beyond the surface expe-
rience. It can take longer, and be more 
frustrating, but it’s the personal, human 
quality that can give a game it’s moments. 
When we play games, we all want a mo-
ment (or several) that we can take away 
with us forever. I hope that in the coming 
generation, greater focus will be put on en-
hancing the player’s experience with good 
musical flow, rather than just high amounts 
of high quality content. At the top level in 
games, there is an incredible amount of 
high quality music being produced. But… 
there is a difference between great music
-in-games, and great-game-music. There is 
a subtle difference in how I word those two 
phrases.

I hope that in the coming gene-
ration, greater focus will be put 
on enhancing the player’s expe-
rience with good musical flow.

I believe that the differentiator in game so-
undtracks in the next generation will not 
so much be the quality of the music itself 
(though that is important too), but rather 
how well it plays back in the game, and the 
timing of when it plays back. I can’t wait to 
see what’s coming, because that last ele-
ment is going to heavily emphasize the hu-
man element of game scoring, and allow us 
to enhance the experiences that we create 
hopefully for your enjoyment. Thank you for 
reading, and if you haven’t please check out 
Ori and the Blind Forest and Ori and the 
Will of the Wisps!

gareth coker
@garethcoker

get a feel for how the music flows. I don’t 
believe that in a narrative game you can 
purely rely on systems. The music needs to 
be hand-placed wherever possible for the 
best experience.

heavIer story / heavIer feel
One of the core changes in Ori 2 was the 
size of the orchestra used. There is an inti-
macy to the first soundtrack that reflects 
Ori, a small fragile creature, finding his way. 
In Will of the Wisps, Ori has found his way 
and the overall story deals with Ori under-
standing that the world – and his role to 
play in it -  is bigger than he is. I found that 
having a larger group gave the soundtrack 
a sense of gravitas which reflected what the 
story really needed. 

It also gave us many benefits in the mul-
ti-phase boss fights. The music switches in 
the boss fights based on how much of the 
enemy HP has been taken. Having such a 

large group to work with gave a lot of com-
positional and orchestration flexibility but 
also really helped give the boss fights the 
weight and power they deserved. It’s rare 
to be able to get the chance to deliver long 
pieces of music that are dynamic and the-
se were some of the most enjoyable tracks 
to write in the game. I guess my favorite 
would have to be “Shriek and Ori” as it was 
the last boss-fight of the game and I got to 
combine Shriek’s theme and present Ori’s 
theme in it’s most definitive form across 
the two games.

palettes
The thing that I spend the most time on is 
deciding what instruments are appropriate 
for each area. This is an incredibly time consu-
ming task and requires not just a lot of expe-
rimentation, but a large amount of game 
testing time. On Will of the Wisps I was very 
fortunate to be able to work with sound desi-
gn team Slate & Ash, who built me a custom 
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When I heard about the Diggin’ In The Carts for the first time I couldn’t belie-
ve that someone decided to create a documentary series dedicated to  a group 
of Japanese composers about whom no one heard before.  It’s been almost six 
years since the premiere of the first season. This is why I decided to talk with Nick 
Dwayer - one of the authors Diggin’ In The Carts, who was kind enough to talk 
with me about the future of the music industry in Japan and the next season of 
Diggin’ In The Carts.

What the game music means for you? 
Especially when we think of music for Ja-
panese games?
For me, video game music was my intro-
duction to electronic music and electronic 
sounds period. When I was about seven 
years old we got a Commodore 64 in our 
house and of course I love the games, but 
it was the music of particular games that 

really blew my mind. It was that killer com-
bination of visuals with these incredible so-
unds that made the experience such a thrill. 
My brother moved to Japan around 1992 
and sent a Gameboy back to New Zealand 
(when I was born) and then a year later a 
Super Famicom and with each new system 
came a new sound palette and it played a 
big part in my enjoyment of the game. Case 

nIck 
dwyer 
I thInk Japan Is makIng  
a huge comeBack

© Alexis Wuillaume
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coming from? What was the hardest part 
of working on this film production?
In the last 2000s I was presenting a TV show 
for the National Geographic Channel about 
music culture around the world and when 
it came to do the Tokyo episode of the se-
ries I wanted to feature video game music. I 
met and interviewed Yoko Shimomura and 
Hip Tanaka and it just blew me away how 
incredible they were. 

Hip Tanaka was talking about how he was 
trying to emulate Sly & Robbie rhythms 
with three Famicom channels and I reali-
sed that there was a bigger story there. 
A few years later I was working on a mu-
sic project and was looking for samples. I 
knew because I had a Super Famicom as 
a kid that there was this treasure trove of 
16-bit JRPGs that had killer soundtracks 
so on trips to Japan I used to go to this 
shop called Super Potato in Akihabara to 
go digging for cartridges. I started disco-
vering all kinds of things and I wanted to 
know more about the people that made 
the music and there was nothing online 
at the time. I pitched to Red Bull Acade-
my to make the documentary, and they 
said yes thankfully.

You have been living in Japan for many 
years, so you witnessed  changes in Japa-
nese video game industry. What, in your 
opinion, caused the fact that Japan lost 
the status of leader in the „unique video 
games production” field? It had the influ-
ence on the game music industry.
I’m not really an expert on contemporary 
gaming and the industry in general but I 
think in the early days of the Japanese vi-
deo game industry these (now giant) ga-
mes companies all had indie game com-
pany mentalities. They trusted their game 
designers and teams to come up with 
unique and wonderful ideas and just let 
them make the games while the suits just 
looked after the suity things. At a certain 
point the games industry became bigger 
than the movie industry and all of a sudden 
when you become a giant corporation be-
holden to shareholders, suddenly there is a 
lot more bureaucracy involved. 

I wanted to know more about 
the people that made the music 
and there was nothing online at 
the time.

These companies became these huge, mo-
nolithic entities that were slow to adjust to 
the changes in the global market. I think 
also Japan being an arcade market for so 
long with so many development teams 
being used to arcade architecture found it 
difficult to switch to PC architecture hence 
why the Xbox has never really made a dent 
in the Japanese market. But I’m not sure if 
I agree with the statement so much right 
now. I think Japan is making a huge come-
back. Japanese indie games companies are 
increasingly proving that they are the futu-
re of the industry and no-one can deny the 
impact Nintendo has had this year. 

© Mazzi

© Mazzi

in point is games like DragonQuest and Fi-
nal Fantasy. I was a 12 year old kid in New 
Zealand and although I had taught myself 
how to read Japanese text so I could play 
through those games, for the most part I 
didn’t really understand what was going 
on. But those soundtracks kept me ho-
oked. I wanted to battle my way through 
endless screens of mostly indecipherable 
text so I could get to the next new piece 
of music.

I love the games, but it was the 
music of particular games that 
really blew my mind. 

How does music  for Japanese games dif-
fer from music for Western games?
It’s very different for a number of reasons. 
First of the musical influences of the com-
posers that created the soundtracks. If we 
look at the second half of the 80s especial-
ly when FM Synth has become a thing so 
many of the Japanese composers were in 

the early 20s and we’re big fans of home-
grown music like Yellow Magic Orchestra 
or fusion groups like Casseopia or T-Square. 
You can hear these Japanese influences in 
the music.

I think one of the main differences tho-
ugh is that the Japanese composers took 
a much more artisan approach with the 
composition and really tried to create loops 
that would never tire the player whereas in 
the UK and US composers would be trying 
to make “tracks”. Although there are nota-
ble exceptions, personally, I just feel that 
there’s this certain kind of melodic magic 
that you found during the chip era of video 
game music history in Japan that wasn’t 
quite present in their overseas counter-
parts composition.

You are the author of  the documentary 
movie Diggin’ In The Carts in which you 
describe slightly forgotten game music 
composers who had enormous influence 
on the music industry. Where is this idea 

© Mazzi
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respect as its own genre of music in Japan 
which took many more decades to start to 
happen in the West.

If you could choose two Japanese com-
posers, who would cooperate with one 
another, who would it be? In which mo-
dern game you would like to hear their 
music?
It would probably be Junya Nakano and Mi-
chiru Oshima as I really think that the Ja-
panese ambient music that was produced 
for video games in the 90s and early 2000s 
is beyond incredible. In terms of a modern 
game, like I said, i’m not really across mo-
dern gaming but I guess whatever the next 
ICO, Shadow of the Colossus, The Last Gu-
ardian is.

What’s special is that every sys-
tem has its own sonic architec-
ture and every sound chip has 
its own personality.

You are a person who promotes game 
music, but do you collect vinyl or CDs?
I had a big collection but I left it with a 
friend when I had to leave Japan for about 
10 months once and when I got back he co-
uld never find it. I do have a few Japanese 
LPs now though from the 80s and killer re-
mixes like this from  Haruomi Hosono .

We have been witnessing increase in po-
pularity of music streaming and on the 
streaming platforms, more and more 
often, can be found albums related to Ja-
panese games. Is it, according to you, po-
sitive trend? Does it help to expand the 
knowledge about composers from the 
land of the rising sun?
Yeah I think so!

What is special in 8 bit and 16- bit sounds?
For me that era was unique, it was a time 
when video game music was its own 
unique thing and it was its own form of 
unique electronic music. What’s special is 
that every system has its own sonic archi-
tecture and every sound chip has its own 
personality, be it the cheap square wave 

sound of the Famicom (NES), the iconic FM 
Synth of the MegaDrive or that epic ‘strings 
and pads’ RPG sound that the Super Fami-
com (SNES) did so so well. 

Then there’s all of the arcade systems boards 
like Capcom’s CP System board or Namco’s 
System 86 board, each one of those boards 
has its own unique and incredible sound pa-
lette and composers were constantly explo-
ring new ways to get the most out of the 
evolving technology. It’s that whole “battle 
against the limitations” that gave that whole 
era such a wonderful charm.

© Mazzi

If it ever happen that the second season 
of Diggin’ In The Carts were filmed would 
you like to tell about it our viewers?

I did end up doing three seasons of a Dig-
gin’ In The Carts radio series which you can 
listen to  here (https://soundcloud.com/dig-
gininthecarts). I still need to upload the rest 
of the episodes for series three however. 
But no, there won’t be another documen-
tary series. Since Diggin’ In The Carts was 
released, my collaborator Tu Neill and I have 
been working on a Japanese documentary 
series which we are midway through pro-
duction. Sadly we had some funding issues 
and things have dragged out but i’m con-
fident we will be able to get that out in 2021.

that are keeping the spirit of DITC alive. 
Myself and Parisian DJ Teki Latex put out 
a video game music mixtape earlier this 
year which you can check  here  - https://
soundcloud.com/teki-latex.

You have a great knowledge about the 
music made for video games, especially 
about music for Japanese games. Why 
you focused on this market?
Over the course of doing the radio show 
I listened through the whole history of vi-
deo game music from around the world 
but without question, the Japanese side of 
things is where all the heat is at!!!

Japan is the last market where the game 
music is still produced on CD in a massi-
ve scale. How do you think, what effect 
this trend?
CD as a format is still popular in Japan as 
Japanese people love to have something 
tangible. They love collecting and building 
up a collection. And yeah, since the mid 
80’s video game music has always had the 

Sure Japan will never excel at the kind 
of military-industrial complex FPS’s that 
young American fans love but that’s never 
what Japan’s done nor should they. I think 
(in these chaotic times) Japanese games 
are imbued with a soothing quality that is 
all their own which is what we need right 
now and hence why games like Animal 
Crossing have been the perfect antidote 
to pandemic panic attacks.

Many Western gamers don’t realize that 
there are Japanese composers without 
whom most of the games wouldn’t be 
successful. Do you think about changing 
this? If yes, what plans you have?
Yeah that’s exactly why we started the 
project!!! I think it’s slowly changing and 
composers are now getting the reco-
gnition that they deserve but yeah, we 
had a lot of future plans for Diggin’ In 
The Carts but sadly Red Bull Music Aca-
demy and Red Bull divorced and the pro-
ject was kind of lost in the break-up. Am 
still working away on a few ideas though 

© Alexis Wuillaume
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