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back of 
the box 
seller Embark on a journey of  

sound, music and resonance 
in this magazine that brings 
people’s stories and gaming 
experiences together.
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Soundtest will focus its efforts on 
making an experience tailored to  
the musically inclined gamer with  
content that will further inform  
them on how music and sound is 
composed and used. Various topics 
and people will be brought together 
in this convenient compilation to  
allow fans to talk about music and 
games in a constructive and active 
frame that promotes informative 
and fun journalism in the sphere of 
poor gaming journalism. It will also  
serve as a sort of collectible gaming  
peripheral for those who find  
value in that.
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young adults

young adults listen to 
soundtracks and intrumental 
music most. 

it is the demographic  
that plays the most  
video games.

focus · rigor · completion · persona · stigma 

critique · validation · social-interaction 

standards · identity · impressionable
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Sex: Male
Age: 27 
Music Experience:
Highschool Band

Sex: Female
Age: 21 
Music Experience:
Community Band, 
Studying in University

Interests: Fighting Games, Reading  
Historical Fiction, Meditating, Gardening

Pain Points: He is looking for Youtube 
channels that could cover his favourite 
tracks, He wants to find more  
instrumental tracks to listen to

Interests: Her Youtube Channel,  
Transcribing VGMs, Adventure Plat-
forming Games, Watching Films

Pain Points: Struggles to find infor-
mation about video game composers 
talking; A lot of information is in  
Japanese which she can’t read



maga inescompetition

This magazine reviews video games and presents 
conversations between critics and game devs about 
various news in the gaming landscape. There is a 
wide variety of content with a tone of explanation and 
discussion, accompanied by images and the occasional 
infographic. The magazine is very geometric and sleek 
with it’s sans serif type, square/rectangle groupings of 
components, with little illustrative noise and a lot of 
photographs/screenshots.



This magazine is the same 
as Game Informer in that 
it reviews and talks about 
video games. While Game 

Informer has a consistent look 
throughout the book, Edge 
appears to make pages and 

spreads tailored to the subject 
matter with appropriate visuals 

melded with type as image.

more magazines

Music talks about classical musicians from 
contemporary history to those of history. There is a 
very formal tone and vintage atmosphere, probably 
to emulate the “rich” and enlightened appearance 
classical and symphonic music tends to have.  
It’s visuals are akin to a mix between a scrapbook 
and a textbook with standard grid structures  
and type treatments for the less distinct or  
more text heavy articles.



competition
video media

This channel takes an instances of music in video games and elaborates on the 
theory to explain why it works the way it does. Each one is distinct with its own 
topic and despite diving into theory, with basic knowledge of dynamics and notes 
on a scale one can grasp the ideas he presents. He has an extremely descriptive 
style with words of imagery that helps despite his informal, rambly tone.

This Youtube channel is music focused with content surrounding 
symphonic and synth composition for cinematic scoring in film 
and tv. They do their own content as well as collaborate with 
other people in the industry to make music or discuss music. It 
has a very professional and produced tone.

This Youtube channel makes videos about 
the odd instances of music and odd things 
in music theory. They are videos with 
interesting hooks and his tone is both 
clear, concise, and firm to be informative. 
However his content has a higher 
knowledge barrier to fully grasp due to 
the nature of talking about the odd and 
confusing theory topics.
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the magazine 
medium

The articles chosen for this magazine are used to present 
different angles towards the ways readers engage with 
video game music and music in general. Discussions 
expand the view of music with opinions and ideas thrown 
back and forth, while sharing a story. Performance 
demontrates the way music lives through people and 
sharing the event is like bringing in a specific flavour. 
In the same way, giving attention to composers respects 
history and allows readers to appreciate the legacy these 
composers have left. Together, articles like these inform 
readers on things that go on in the VGM community.

editorial
strategy

The niche hybridity of topics is its main selling point 
over competitors. The magazine is the medium that 
will produce and share more video game music related 
content that would normally have to be sought out or 
waited for in fluid changing schedules. It is a casual 
anthology that is more visually stimulating than a book; 
appealing to the gaming audience who is well acclimated 
to the visual medium of video games. It is more tactile 
than a website and more visual than a podcast. As a 
readable medium, the pace is dictated by the reader, 
unlike a viewer watching a video.



editorial
content

Final Fantasy VII Remake: comments from the composers 
FINAL FANTASY VII REMAKE Team—Jan 2020

This is an example of an interview/composer commentary type of article where 
the tone is dictated by the people in the collaboration. It’s both informative 
and reminiscent towards the game in discussion, telling stories of the past 
with sentiments, design decisions and thoughts. It would work as a type-only 
treatment because the value of the article is on the dialogue being transcribed. 

Check Out The Undertale 5th Anniversary Concert 
Daniel Tack—Sept 2020

This is an example of an article that recounts a recent concert. These types  
of articles focus on sharing performances and arranged works of video game 
music and introducing readers to these people and groups for their future 
enjoyment, with a general tone of excitement and discovery. This sort of article 
will be photographic (or illustrative) to present the event of performance. 

Koji Kondo 
Wikipedia

This is a composer spotlight that speaks at a distance about a composer,  
their background, and a bit of their discography. It’s only a brief look to keep  
the attention span of readers and accompanied with an illustrative visual to  
aid the scope of their work. This would be the most formal sounding part of  
the magazine.
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to guide the 
information, but 
there is space for 

voice to express itself 
and be clear.
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conclusion

Expressing love for music is a passion that should be shared. In the memories 
and experiences of avid videogamers, some remember the music. It is the 
music that these people remember their games by. They see a vision like 
the composer does and by letting these thoughts converge, new stories are 
built and new ideas are formed. But that space has to be started somewhere. 
People will find this in Soundtest, The VGM Expansion Pass.

fine: until next time!
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AD

F I N A L
F A N T A S Y

VII

Whichever game you pick from the FINAL FANTASY series, they all have many 
powerful memories for me. However, if you limit things to just the music, then 
you could say that VII left the biggest impression on me in the sense that it 
represents the point at which I was able to start challenging the boundaries 
and being more experimental. 

Nobody has seen music like this in the FINAL FANTASY series before, whether 
you look at the symphonic “Opening - Bombing Mission”, the numerous differ-
ent vistas evoked within a single track in “Main Theme of FINAL FANTASY VII” 
or “One-Winged Angel”, that was made by arranging different sequences of 
phrases every few bars. 

I think that perhaps it was the perfect time to take on these new challenges, 
what with changing platforms after the previous game, FINAL FANTASY VI, 
and with the expressive power of the hardware increasing dramatically. 

However, looking back in hindsight, I think that it was not simply a case of the 
hardware evolving, but that the changing times also demanded a revolution in 
game music. That was the moment when video games, a medium that started 
out as a plaything for children, were making the transformation into a form 
of entertainment that adults could enjoy too. But even though things were 
changing around us, we had no idea what to do or which direction we should 
be heading in. 

Nobody could have possibly known what the right answers were back then. 
I just sat alone in my room each day and wordlessly took on musical chal-
lenge after new musical challenge, setting no fi nal goal for the fi nished game, 
and without even listening to the opinions of others. And the result of that 
was the soundtrack to FINAL FANTASY VII.

This time round I was given the honour of writing “Hollow” that plays during 
the game, and this track is also in a style that has never been seen in FINAL 
FANTASY before. To me, it is very much a continuation of my experimental 
challenges in the fi eld of music.

Nobuo Uematsu

let the battles begin —remake—

Music plays a big role 
in FINAL FANTASY VII 
REMAKE – just as it did in 
the original game. 

Fortunately, it features an 
immensely talented team 
of composers, including 
Masashi Hamauzu and 
Mitsuto Suzuki, who have 
developed a soundtrack 
that will surprise and 
delight both fans, both 
old and new.
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SECTOR 1
SECTOR 4
SECTOR 5
SECTOR 6
SECTOR 7
SECTOR 8

Yoshinori Kitase

In terms of the evolution of music in FINAL FANTASY VII 
REMAKE, when I started work on the project I put together 
a video showing the whole progression of events in the game 
from the opening through to the end, including all the bat-
tle scenes. When I did that, new music for REMAKE had not 
been written yet, so I took tracks from the original game’s 
soundtrack and put them over the scenes in the video. 
Putting this track on this scene, this one in that battle etc. I 
made this video showing the overall image I had for the game. 
It also outlined my ideas for the direction of the music as well. 
And I worked with that for a while, but our Co-Director 
Mr. Toriyama, who is overseeing the staging and dramatic 
direction, re-thought our overall approach to the music. 
We decided that using a traditional approach to the music 
would feel dated for modern players. So, it is based on my 
original video as a starting point, but the decision to change 
to a style where the music dynamically shifts to seamlessly fi t 
with the action and direction of the story was made by our 
Co-Director, Mr. Toriyama.

let the battles begin let the battles begin let the battles begin

let the battles begin let the battles begin let the battles begin

let the battles begin let the battles begin let the battles begin

let the battles begin let the battles begin let the battles begin

let the battles begin let the battles begin let the battles begin

let the battles begin let the battles begin let the battles begin

Keiji Kawamori

We received instructions about the kind of 
music they wanted and what kind of arrange-
ment to have. And this allowed us to talk 
about what kind of music we wanted to pair 
with the visuals in advance. So even if they 
were using the same battle music, there would 
be fi ght scenes which needed a stronger 
feeling of tension and those where it would be 
slightly less tense. Rather than just do them 
all with the same exact track, we have ex-
pressed those changing levels of anxiety and 
tension through the music as well, by switch-
ing between multiple different arrangements.

Mitsuto Suzuki

In recent years it seems that interactive music 
is becoming more popular, wherever around 
the world you look. Where the music dynami-
cally changes to match the action. FINAL 
FANTASY VII REMAKE has incorporated this 
style of music too. You might have a certain 
scene that needs three different versions of the 
track. The tempo and the composition would 
be the same for all of them, as would the mel-
ody, when it comes in. But they would all have 
different arrangements. All three are playing 
in parallel and cross fading between the differ-
ent versions, switching freely between them. 
It’s like... hmm... like a really top class DJ 
performance! Getting it to all fl ow smoothly. 

Masashi Hamauzu

By having the music shift seamlessly, to refl ect 
the developments in the current scene, the 
emotional high points can have suitable music 
for them, and when it calls for the mood to 
suddenly get quieter, then you can make that 
a natural and non-jarring shift, to match the 
player’s actions and the visuals. I did many dif-
ferent arrangements of the same music pieces.

Keiji Kawamori

For example, we have Aerith’s Theme. In the 
original there was only one version of this 
track. But there are lots of different scenes 
where this theme is used in FINAL FANTASY 
VII REMAKE. Some of them are fun scenes, 
some are sad scenes and others are more ev-
ery-day, and the musical arrangement changes 
with the scene at the time. 

Mitsuto Suzuki

It is one of the interesting things for the 
creative side, to see how players react to our 
music. But it is only when everything feels 
totally natural, and players don’t notice 
anything off that we have succeeded. If they 
do feel that something is not right then 
that probably means it did not go very well. 
So that would probably be like a bad DJ’s set! 
Sorry for the metaphor! 

Mitsuto Suzuki

I made multiple arrangements of many of 
the iconic FINAL FANTASY VII music tracks. 
Some of them are very faithful to the originals, 
and there are other arrangements that only 
sound reminiscent in passing. But if you pay 
too much attention to the originals then it is 
quite diffi cult to try and make something even 
better. For that reason, I try to be as natural 
as possible, and approach them as if I were 
writing a completely new piece. 

Masashi Hamauzu

I had played FINAL FANTASY VII in the past, 
so I knew the feel of the universe. Mr. Uemat-
su also recommended me for this project. I felt 
that the best way to honor that recommenda-
tion,  was to make music as it comes to me, 
rather than trying to copy what Mr. Uematsu 
did, or worrying too much about being like the 
original FINAL FANTASY VII music. So, I was 
pretty free in how I approached making the 
music for this game. 

Doluptur, quat 
fugia incillabor

Keiji Kawamori

In the original, the music that went with the 
graphics used an internally generated sound 
source. Ultimately, we had a limit to what we 
could get across with the music, due to the 
restrictions of the hardware. For REMAKE 
there is a massive advancement in the hard-
ware capability, the expressiveness of the 
graphics and the cutscenes is greatly improved 
and we raised the level of the music to fi t with 
that. We have used new arrangements and 
completely new themes for the new scenes in 
the game but the music from the original was 
brilliant, so there was quite a bit of pressure 
when adding any new music. Especially with 
the fact we now had dialogue in these scenes. 
What we took most care on when re-arranging 
the music from the original FINAL FANTASY 
VII was the melody. These were melodies that 
players would have heard tens or hundreds 
of times when playing the original. So we 
respected those original melodies while also 
enhancing them with a more modern sound, 
arrangement and the modern technology. But 
the enhanced visual storytelling power made it 
important to do everything right. Although the 
biggest thing was perhaps that we now had 
dialogue in these scenes. These let us show so 
much more that we were unable to do fully in 
the original version. So I set out to make new 
music that matched the scenes better, while 
always trying to respect the originals. We had 
Mr. Uematsu write a single track for us to use 
as the theme song. I think that Mr. Uematsu 
cannot be separated from the music of FINAL 
FANTASY VII. We were overjoyed that he 
wrote that main theme for us. The visuals for 
the scene where his theme is used matches the 
music really well. You can expect great things 
and I think people will enjoy seeing it a lot. 

Makoto Ise

Our sound team has created an original 
sound management system called MASTS. 
This system was enhanced from the ground 
up for FINAL FANTASY VII REMAKE. It was 
drastically improved and enhanced for the 
project. In challenging ourselves to do that, 
we created a system where we could use AI to 
automatically generate all the sounds for the 
character movement. This is based on things 
like the angle of their bone structure and 
the speed they are moving etc. and through 
that generate natural sounds from a bank of 
preset sound data. This system is used for all 
characters in the game, as well as many of the 
enemies and bosses, it links all the in-game 
and cutscenes to automatically play the sound 
effects throughout. That has been a lot of hard 
work for us. There is also the simple fact that 
the overall number of sounds we need to make 
is so large. And unlike the original game, there 
are lots of things that move using physics sim-
ulations. The characters can also move closer 
and further away from the camera, so we have 
to make the sounds able to change dynamical-
ly in real-time to refl ect that. And then, on top 
of that, we had the sounds of people move-
ments in the cutscenes. We recorded every 
one of those. There are also movement sounds 
needed in the in-game scenes, where a lot of 
objects move under physics simulation. So we 
recorded the sounds for those too. And for var-
ious other places as well, such as the sounds 
for the NPCs etc. 

Masashi Hamauzu

I think that people who played the original 
will be able to enjoy discovering a depth that 
they didn’t know existed behind the story. 
For people who are playing the game for the 
fi rst time, it has been made as if it were a 
completely new game. I approached it that 
way myself. So, I think it’s a game that can be 
enjoyed by all groups.

Doluptur, quat 
fugia incillabor

AD

The direction I settled on after the sketching phase was to make use of familiar treatments 

the game Final Fantasy 7 and its remake use for its text. As with old JRPG games, they use 

blocky text boxes. They aren’t meant for large bodies of text so I used it only once on the 

first page as a way to tell the reader “this is Final Fantasy VII” with the name of the original 
game’s composer, even using the game’s typeface of Verdana. The next page starts with a 

sidebar containing a lead. The verso page contains a visual of music featured in the games 

and the start of the interview discussion. The recto page is mostly comprised of the transcript 

that continues onto the last page. The treatment of the text is similar to how it appears in the 

remake with floating text listed vertically as character come close enough to be heard. 

Layouts are made with a 9 column grid. From here on out may have a short line left on the 

page. It is just a ruler that is not part of the design and should be ignored.
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Whichever game you pick from the FINAL FANTASY series, they all have many 
powerful memories for me. However, if you limit things to just the music, then 
you could say that VII left the biggest impression on me in the sense that it 
represents the point at which I was able to start challenging the boundaries 
and being more experimental. 

Nobody has seen music like this in the FINAL FANTASY series before, whether 
you look at the symphonic “Opening - Bombing Mission”, the numerous differ-
ent vistas evoked within a single track in “Main Theme of FINAL FANTASY VII” 
or “One-Winged Angel”, that was made by arranging different sequences of 
phrases every few bars. 
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what with changing platforms after the previous game, FINAL FANTASY VI, 
and with the expressive power of the hardware increasing dramatically. 

However, looking back in hindsight, I think that it was not simply a case of the 
hardware evolving, but that the changing times also demanded a revolution in 
game music. That was the moment when video games, a medium that started 
out as a plaything for children, were making the transformation into a form 
of entertainment that adults could enjoy too. But even though things were 
changing around us, we had no idea what to do or which direction we should 
be heading in. 

Nobody could have possibly known what the right answers were back then. 
I just sat alone in my room each day and wordlessly took on musical chal-
lenge after new musical challenge, setting no fi nal goal for the fi nished game, 
and without even listening to the opinions of others. And the result of that 
was the soundtrack to FINAL FANTASY VII.

This time round I was given the honour of writing “Hollow” that plays during 
the game, and this track is also in a style that has never been seen in FINAL 
FANTASY before. To me, it is very much a continuation of my experimental 
challenges in the fi eld of music.

Nobuo Uematsu

let the battles begin —remake—

Music plays a big role 
in FINAL FANTASY VII 
REMAKE – just as it did in 
the original game. 

Fortunately, it features an 
immensely talented team 
of composers, including 
Masashi Hamauzu and 
Mitsuto Suzuki, who have 
developed a soundtrack 
that will surprise and 
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old and new.
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Yoshinori Kitase

In terms of the evolution of music in FINAL FANTASY VII 
REMAKE, when I started work on the project I put together 
a video showing the whole progression of events in the game 
from the opening through to the end, including all the bat-
tle scenes. When I did that, new music for REMAKE had not 
been written yet, so I took tracks from the original game’s 
soundtrack and put them over the scenes in the video. 
Putting this track on this scene, this one in that battle etc. I 
made this video showing the overall image I had for the game. 
It also outlined my ideas for the direction of the music as well. 
And I worked with that for a while, but our Co-Director 
Mr. Toriyama, who is overseeing the staging and dramatic 
direction, re-thought our overall approach to the music. 
We decided that using a traditional approach to the music 
would feel dated for modern players. So, it is based on my 
original video as a starting point, but the decision to change 
to a style where the music dynamically shifts to seamlessly fi t 
with the action and direction of the story was made by our 
Co-Director, Mr. Toriyama.
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Keiji Kawamori

We received instructions about the kind of 
music they wanted and what kind of arrange-
ment to have. And this allowed us to talk 
about what kind of music we wanted to pair 
with the visuals in advance. So even if they 
were using the same battle music, there would 
be fi ght scenes which needed a stronger 
feeling of tension and those where it would be 
slightly less tense. Rather than just do them 
all with the same exact track, we have ex-
pressed those changing levels of anxiety and 
tension through the music as well, by switch-
ing between multiple different arrangements.

Mitsuto Suzuki

In recent years it seems that interactive music 
is becoming more popular, wherever around 
the world you look. Where the music dynami-
cally changes to match the action. FINAL 
FANTASY VII REMAKE has incorporated this 
style of music too. You might have a certain 
scene that needs three different versions of the 
track. The tempo and the composition would 
be the same for all of them, as would the mel-
ody, when it comes in. But they would all have 
different arrangements. All three are playing 
in parallel and cross fading between the differ-
ent versions, switching freely between them. 
It’s like... hmm... like a really top class DJ 
performance! Getting it to all fl ow smoothly. 

Masashi Hamauzu

By having the music shift seamlessly, to refl ect 
the developments in the current scene, the 
emotional high points can have suitable music 
for them, and when it calls for the mood to 
suddenly get quieter, then you can make that 
a natural and non-jarring shift, to match the 
player’s actions and the visuals. I did many dif-
ferent arrangements of the same music pieces.

Keiji Kawamori

For example, we have Aerith’s Theme. In the 
original there was only one version of this 
track. But there are lots of different scenes 
where this theme is used in FINAL FANTASY 
VII REMAKE. Some of them are fun scenes, 
some are sad scenes and others are more ev-
ery-day, and the musical arrangement changes 
with the scene at the time. 

Mitsuto Suzuki

It is one of the interesting things for the 
creative side, to see how players react to our 
music. But it is only when everything feels 
totally natural, and players don’t notice 
anything off that we have succeeded. If they 
do feel that something is not right then 
that probably means it did not go very well. 
So that would probably be like a bad DJ’s set! 
Sorry for the metaphor! 

Mitsuto Suzuki

I made multiple arrangements of many of 
the iconic FINAL FANTASY VII music tracks. 
Some of them are very faithful to the originals, 
and there are other arrangements that only 
sound reminiscent in passing. But if you pay 
too much attention to the originals then it is 
quite diffi cult to try and make something even 
better. For that reason, I try to be as natural 
as possible, and approach them as if I were 
writing a completely new piece. 

Masashi Hamauzu

I had played FINAL FANTASY VII in the past, 
so I knew the feel of the universe. Mr. Uemat-
su also recommended me for this project. I felt 
that the best way to honor that recommenda-
tion,  was to make music as it comes to me, 
rather than trying to copy what Mr. Uematsu 
did, or worrying too much about being like the 
original FINAL FANTASY VII music. So, I was 
pretty free in how I approached making the 
music for this game. 

Doluptur, quat 
fugia incillabor

Keiji Kawamori

In the original, the music that went with the 
graphics used an internally generated sound 
source. Ultimately, we had a limit to what we 
could get across with the music, due to the 
restrictions of the hardware. For REMAKE 
there is a massive advancement in the hard-
ware capability, the expressiveness of the 
graphics and the cutscenes is greatly improved 
and we raised the level of the music to fi t with 
that. We have used new arrangements and 
completely new themes for the new scenes in 
the game but the music from the original was 
brilliant, so there was quite a bit of pressure 
when adding any new music. Especially with 
the fact we now had dialogue in these scenes. 
What we took most care on when re-arranging 
the music from the original FINAL FANTASY 
VII was the melody. These were melodies that 
players would have heard tens or hundreds 
of times when playing the original. So we 
respected those original melodies while also 
enhancing them with a more modern sound, 
arrangement and the modern technology. But 
the enhanced visual storytelling power made it 
important to do everything right. Although the 
biggest thing was perhaps that we now had 
dialogue in these scenes. These let us show so 
much more that we were unable to do fully in 
the original version. So I set out to make new 
music that matched the scenes better, while 
always trying to respect the originals. We had 
Mr. Uematsu write a single track for us to use 
as the theme song. I think that Mr. Uematsu 
cannot be separated from the music of FINAL 
FANTASY VII. We were overjoyed that he 
wrote that main theme for us. The visuals for 
the scene where his theme is used matches the 
music really well. You can expect great things 
and I think people will enjoy seeing it a lot. 

Makoto Ise

Our sound team has created an original 
sound management system called MASTS. 
This system was enhanced from the ground 
up for FINAL FANTASY VII REMAKE. It was 
drastically improved and enhanced for the 
project. In challenging ourselves to do that, 
we created a system where we could use AI to 
automatically generate all the sounds for the 
character movement. This is based on things 
like the angle of their bone structure and 
the speed they are moving etc. and through 
that generate natural sounds from a bank of 
preset sound data. This system is used for all 
characters in the game, as well as many of the 
enemies and bosses, it links all the in-game 
and cutscenes to automatically play the sound 
effects throughout. That has been a lot of hard 
work for us. There is also the simple fact that 
the overall number of sounds we need to make 
is so large. And unlike the original game, there 
are lots of things that move using physics sim-
ulations. The characters can also move closer 
and further away from the camera, so we have 
to make the sounds able to change dynamical-
ly in real-time to refl ect that. And then, on top 
of that, we had the sounds of people move-
ments in the cutscenes. We recorded every 
one of those. There are also movement sounds 
needed in the in-game scenes, where a lot of 
objects move under physics simulation. So we 
recorded the sounds for those too. And for var-
ious other places as well, such as the sounds 
for the NPCs etc. 

Masashi Hamauzu

I think that people who played the original 
will be able to enjoy discovering a depth that 
they didn’t know existed behind the story. 
For people who are playing the game for the 
fi rst time, it has been made as if it were a 
completely new game. I approached it that 
way myself. So, I think it’s a game that can be 
enjoyed by all groups.

Doluptur, quat 
fugia incillabor

AD

AD

F I N A L
F A N T A S Y

VII

Whichever game you pick from the FINAL FANTASY series, they all have many 
powerful memories for me. However, if you limit things to just the music, then 
you could say that VII left the biggest impression on me in the sense that it 
represents the point at which I was able to start challenging the boundaries 
and being more experimental. 

Nobody has seen music like this in the FINAL FANTASY series before, whether 
you look at the symphonic “Opening - Bombing Mission”, the numerous differ-
ent vistas evoked within a single track in “Main Theme of FINAL FANTASY VII” 
or “One-Winged Angel”, that was made by arranging different sequences of 
phrases every few bars. 

I think that perhaps it was the perfect time to take on these new challenges, 
what with changing platforms after the previous game, FINAL FANTASY VI, 
and with the expressive power of the hardware increasing dramatically. 

However, looking back in hindsight, I think that it was not simply a case of the 
hardware evolving, but that the changing times also demanded a revolution in 
game music. That was the moment when video games, a medium that started 
out as a plaything for children, were making the transformation into a form 
of entertainment that adults could enjoy too. But even though things were 
changing around us, we had no idea what to do or which direction we should 
be heading in. 

Nobody could have possibly known what the right answers were back then. 
I just sat alone in my room each day and wordlessly took on musical chal-
lenge after new musical challenge, setting no fi nal goal for the fi nished game, 
and without even listening to the opinions of others. And the result of that 
was the soundtrack to FINAL FANTASY VII.

This time round I was given the honour of writing “Hollow” that plays during 
the game, and this track is also in a style that has never been seen in FINAL 
FANTASY before. To me, it is very much a continuation of my experimental 
challenges in the fi eld of music.

Nobuo Uematsu

remaking a soundtrack
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Music plays a big role 
in FINAL FANTASY VII 
REMAKE – just as it did in 
the original game. 

Fortunately, it features an 
immensely talented team 
of composers, including 
Masashi Hamauzu and 
Mitsuto Suzuki, who have 
developed a soundtrack 
that will surprise and 
delight both fans, both 
old and new.

INTERVIEW

Yoshinori Kitase
In terms of the evolution of music in FINAL FANTASY VII 
REMAKE, when I started work on the project I put together a video 
showing the whole progression of events in the game from the 
opening through to the end, including all the battle scenes. When I 
did that, new music for REMAKE had not been written yet, so I took 
tracks from the original game’s soundtrack and put them over the 
scenes in the video. Putting this track on this scene, this one in that 
battle etc. I made this video showing the overall image I had for the 
game. It also outlined my ideas for the direction of the music as well. 
And I worked with that for a while, but our Co-Director Mr. Toriya-
ma, who is overseeing the staging and dramatic direction, re-thought 
our overall approach to the music. We decided that using a tradition-
al approach to the music would feel dated for modern players. So, it 
is based on my original video as a starting point, but the decision to 
change to a style where the music dynamically shifts to seamlessly fi t 
with the action and direction of the story was made by our 
Co-Director, Mr. Toriyama.
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INTERVIEW Keiji Kawamori
We received instructions about the kind of music 
they wanted and what kind of arrangement to have. 
And this allowed us to talk about what kind of mu-
sic we wanted to pair with the visuals in advance. 
So even if they were using the same battle music, 
there would be fi ght scenes which needed a stron-
ger feeling of tension and those where it would 
be slightly less tense. Rather than just do them all 
with the same exact track, we have expressed those 
changing levels of anxiety and tension through the 
music as well, by switching between multiple 
different arrangements.

Mitsuto Suzuki
In recent years it seems that interactive music is 
becoming more popular, wherever around the world 
you look. Where the music dynamically changes to 
match the action. FINAL FANTASY VII REMAKE has 
incorporated this style of music too. You might have 
a certain scene that needs three different versions 
of the track. The tempo and the composition would 
be the same for all of them, as would the melody, 
when it comes in. But they would all have differ-
ent arrangements. All three are playing in parallel 
and cross fading between the different versions, 
switching freely between them. It’s like... hmm... 
like a really top class DJ performance! Getting it to 
all fl ow smoothly. 

Masashi Hamauzu
By having the music shift seamlessly, to refl ect the 
developments in the current scene, the emotional 
high points can have suitable music for them, and 
when it calls for the mood to suddenly get quieter, 
then you can make that a natural and non-jarring 
shift, to match the player’s actions and the visuals. 
I did many different arrangements of the same 
music pieces.

Keiji Kawamori
For example, we have Aerith’s Theme. In the orig-
inal there was only one version of this track. But 
there are lots of different scenes where this theme 
is used in FINAL FANTASY VII REMAKE. Some of 
them are fun scenes, some are sad scenes and 
others are more every-day, and the musical 
arrangement changes with the scene at the time. 

Mitsuto Suzuki
It is one of the interesting things for the creative 
side, to see how players react to our music. But it 
is only when everything feels totally natural, and 
players don’t notice anything off that we have suc-
ceeded. If they do feel that something is not right 
then that probably means it did not go very well. 
So that would probably be like a bad DJ’s set! 
Sorry for the metaphor! 

Mitsuto Suzuki
I made multiple arrangements of many of the iconic 
FINAL FANTASY VII music tracks. Some of them are 
very faithful to the originals, and there are other ar-
rangements that only sound reminiscent in passing. 
But if you pay too much attention to the originals 
then it is quite diffi cult to try and make something 
even better. For that reason, I try to be as natural as 
possible, and approach them as if I were writing a 
completely new piece. 

Masashi Hamauzu
I had played FINAL FANTASY VII in the past, so I 
knew the feel of the universe. Mr. Uematsu also rec-
ommended me for this project. I felt that the best 
way to honor that recommendation,  was to make 
music as it comes to me, rather than trying to copy 
what Mr. Uematsu did, or worrying too much about 
being like the original FINAL FANTASY VII music. 
So, I was pretty free in how I approached making 
the music for this game. 
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Keiji Kawamori
In the original, the music that went with the 
graphics used an internally generated sound 
source. Ultimately, we had a limit to what we could 
get across with the music, due to the restrictions of 
the hardware. For REMAKE there is a massive 
advancement in the hardware capability, the expres-
siveness of the graphics and the cutscenes is greatly 
improved and we raised the level of the music to 
fi t with that. We have used new arrangements and 
completely new themes for the new scenes in the 
game but the music from the original was brilliant, 
so there was quite a bit of pressure when adding 
any new music. Especially with the fact we now had 
dialogue in these scenes. What we took most care 
on when re-arranging the music from the original 
FINAL FANTASY VII was the melody. These were 
melodies that players would have heard tens or 
hundreds of times when playing the original. 
So we respected those original melodies while 
also enhancing them with a more modern sound, 
arrangement and the modern technology. But the 
enhanced visual storytelling power made it import-
ant to do everything right. Although the biggest 
thing was perhaps that we now had dialogue in 
these scenes. These let us show so much more that 
we were unable to do fully in the original version. 
So I set out to make new music that matched the 
scenes better, while always trying to respect the 
originals. We had Mr. Uematsu write a single track 
for us to use as the theme song. I think that Mr. Ue-
matsu cannot be separated from the music of FINAL 
FANTASY VII. We were overjoyed that he wrote that 
main theme for us. The visuals for the scene where 
his theme is used matches the music really well. 
You can expect great things and I think people will 
enjoy seeing it a lot. 

Makoto Ise
Our sound team has created an original sound man-
agement system called MASTS. This system was en-
hanced from the ground up for FINAL FANTASY VII 
REMAKE. It was drastically improved and enhanced 
for the project. In challenging ourselves to do that, 
we created a system where we could use AI to 
automatically generate all the sounds for the 
character movement. This is based on things like 
the angle of their bone structure and the speed 
they are moving etc. and through that generate 
natural sounds from a bank of preset sound data. 
This system is used for all characters in the game, 
as well as many of the enemies and bosses, it links 
all the in-game and cutscenes to automatically play 
the sound effects throughout. That has been a lot of 
hard work for us. There is also the simple fact that 
the overall number of sounds we need to make is so 
large. And unlike the original game, there are lots 
of things that move using physics simulations. The 
characters can also move closer and further away 
from the camera, so we have to make the sounds 
able to change dynamically in real-time to refl ect 
that. And then, on top of that, we had the sounds 
of people movements in the cutscenes. We record-
ed every one of those. There are also movement 
sounds needed in the in-game scenes, where a lot 
of objects move under physics simulation. So we 
recorded the sounds for those too. And for various 
other places as well, such as the sounds for the 
NPCs etc. 

Masashi Hamauzu

I think that people who played the original will be 
able to enjoy discovering a depth that they didn’t 
know existed behind the story. For people who are 
playing the game for the fi rst time, it has been made 
as if it were a completely new game. I approached it 
that way myself. So, I think it’s a game that can be 
enjoyed by all groups.
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This iteration changes the list of 

music in the verso page of the 

spread. I gave it a treatment like 

a menu in the original game. 

During critique, I was also 

informed that supporting content 

should be inserted within the flow 
rather than outside of the article 

to break up the content and keep 

readers engaged. In addition, I 

was reminded to think about the 

message of the article that has to be 

communicated through the design.

This iteration edits down and 

rearranges the transcript to follow a 

better pace and give more breathing 

room to add other elements. The 

menu with music names gets moved 

to the sidebar and the extra space is 

used for an introduction to the people 

in the interview.

The message to be communicated was that the new 

soundtrack, along with the rest of the remake, is meant 

to enhance everything to reach and push the standards of 

quality as much as the contemporary technology can go. 

The original was “revolutionary” and the team wanted 
to do the same with the remake. They also wanted to 

convince fans that the spirit of the original  is maintained 

in the new interpretation even with modern standards and 

considerations taking place.



Photoshop Work

This hand was taken directly from 

the original FFVII game.
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Whichever game you pick from the FINAL FANTASY series, they all have 
many powerful memories for me. However, if you limit things to just the 
music, then you could say that VII left the biggest impression on me in 
the sense that it represents the point at which I was able to start chal-
lenging the boundaries and being more experimental. 

Nobody has seen music like this in the FINAL FANTASY series before, 
whether you look at the symphonic “Opening - Bombing Mission”, the 
numerous different vistas evoked within a single track in “Main Theme 
of FINAL FANTASY VII” or “One-Winged Angel”, that was made by ar-
ranging different sequences of phrases every few bars. 

I think that perhaps it was the perfect time to take on these new 
challenges, what with changing platforms after the previous game, 
FINAL FANTASY VI, and with the expressive power of the hardware 
increasing dramatically. 

However, looking back in hindsight, I think that it was not simply a case 
of the hardware evolving, but that the changing times also demanded 
a revolution in game music. That was the moment when video games, 
a medium that started out as a plaything for children, were making the 
transformation into a form of entertainment that adults could enjoy too. 
But even though things were changing around us, we had no idea what 
to do or which direction we should be heading in. 

This time round I was given the honour of writing “Hollow” that plays 
during the game, and this track is also in a style that has never been 
seen in FINAL FANTASY before. To me, it is very much a continuation of 
my experimental challenges in the fi eld of music.

Nobuo Uematsu

remaking a soundtrack
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Music plays a big role 
in FINAL FANTASY VII 
REMAKE – just as it did in 
the original game. 

Fortunately, it features an 
immensely talented team 
of composers, including 
Masashi Hamauzu and 
Mitsuto Suzuki, who have 
developed a soundtrack 
that will surprise and 
delight both fans, both 
old and new.

INTERVIEW

Yoshinori Kitase
In terms of the evolution of music in FINAL FANTASY VII 
REMAKE, when I started work on the project I put together a video 
showing the whole progression of events in the game from the 
opening through to the end, including all the battle scenes. When I 
did that, new music for REMAKE had not been written yet, so I took 
tracks from the original game’s soundtrack and put them over the 
scenes in the video. Putting this track on this scene, this one in that 
battle etc. I made this video showing the overall image I had for the 
game. It also outlined my ideas for the direction of the music as well. 
And I worked with that for a while, but our Co-Director Mr. Toriya-
ma, who is overseeing the staging and dramatic direction, re-thought 
our overall approach to the music. We decided that using a tradition-
al approach to the music would feel dated for modern players. So, it 
is based on my original video as a starting point, but the decision to 
change to a style where the music dynamically shifts to seamlessly fi t 
with the action and direction of the story was made by our 
Co-Director, Mr. Toriyama.

DIRECTOR

Keiji Kawamori Music Supervisor

Masashi Hamauzu Composer

Mitsuto Suzuki Composer

Makoto Ise Sound Director
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Keiji Kawamori
We received instructions about the kind of music 
they wanted and what kind of arrangement to have. 
And this allowed us to talk about what kind of mu-
sic we wanted to pair with the visuals in advance. 
So even if they were using the same battle music, 
there would be fi ght scenes which needed a stron-
ger feeling of tension and those where it would 
be slightly less tense. Rather than just do them all 
with the same exact track, we have expressed those 
changing levels of anxiety and tension through the 
music as well, by switching between multiple 
different arrangements.

Mitsuto Suzuki
In recent years it seems that interactive music is 
becoming more popular, wherever around the world 
you look. Where the music dynamically changes to 
match the action. FINAL FANTASY VII REMAKE has 
incorporated this style of music too. You might have 
a certain scene that needs three different versions 
of the track. The tempo and the composition would 
be the same for all of them, as would the melody, 
when it comes in. But they would all have differ-
ent arrangements. All three are playing in parallel 
and cross fading between the different versions, 
switching freely between them. It’s like... hmm... 
like a really top class DJ performance! Getting it to 
all fl ow smoothly. 

Masashi Hamauzu
By having the music shift seamlessly, to refl ect the 
developments in the current scene, the emotional 
high points can have suitable music for them, and 
when it calls for the mood to suddenly get quieter, 
then you can make that a natural and non-jarring 
shift, to match the player’s actions and the visuals. 
I did many different arrangements of the same 
music pieces.

Keiji Kawamori
For example, we have Aerith’s Theme. In the orig-
inal there was only one version of this track. But 
there are lots of different scenes where this theme 
is used in FINAL FANTASY VII REMAKE. Some of 
them are fun scenes, some are sad scenes and 
others are more every-day, and the musical 
arrangement changes with the scene at the time. 

Mitsuto Suzuki
It is one of the interesting things for the creative 
side, to see how players react to our music. But it 
is only when everything feels totally natural, and 
players don’t notice anything off that we have suc-
ceeded. If they do feel that something is not right 
then that probably means it did not go very well. 
So that would probably be like a bad DJ’s set! 
Sorry for the metaphor! 

Mitsuto Suzuki
I made multiple arrangements of many of the iconic 
FINAL FANTASY VII music tracks. Some of them are 
very faithful to the originals, and there are other ar-
rangements that only sound reminiscent in passing. 
But if you pay too much attention to the originals 
then it is quite diffi cult to try and make something 
even better. For that reason, I try to be as natural as 
possible, and approach them as if I were writing a 
completely new piece. 

Masashi Hamauzu
I had played FINAL FANTASY VII in the past, so I 
knew the feel of the universe. Mr. Uematsu also rec-
ommended me for this project. I felt that the best 
way to honor that recommendation,  was to make 
music as it comes to me, rather than trying to copy 
what Mr. Uematsu did, or worrying too much about 
being like the original FINAL FANTASY VII music. 
So, I was pretty free in how I approached making 
the music for this game. 
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8 Disks
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THE MUSIC

Keiji Kawamori
In the original, the music that went with the 
graphics used an internally generated sound 
source. Ultimately, we had a limit to what we could 
get across with the music, due to the restrictions of 
the hardware. For REMAKE there is a massive 
advancement in the hardware capability, the expres-
siveness of the graphics and the cutscenes is greatly 
improved and we raised the level of the music to 
fi t with that. We have used new arrangements and 
completely new themes for the new scenes in the 
game but the music from the original was brilliant, 
so there was quite a bit of pressure when adding 
any new music. Especially with the fact we now had 
dialogue in these scenes. What we took most care 
on when re-arranging the music from the original 
FINAL FANTASY VII was the melody. These were 
melodies that players would have heard tens or 
hundreds of times when playing the original. 
So we respected those original melodies while 
also enhancing them with a more modern sound, 
arrangement and the modern technology. But the 
enhanced visual storytelling power made it import-
ant to do everything right. Although the biggest 
thing was perhaps that we now had dialogue in 
these scenes. These let us show so much more that 
we were unable to do fully in the original version. 
So I set out to make new music that matched the 
scenes better, while always trying to respect the 
originals. We had Mr. Uematsu write a single track 
for us to use as the theme song. I think that Mr. Ue-
matsu cannot be separated from the music of FINAL 
FANTASY VII. We were overjoyed that he wrote that 
main theme for us. The visuals for the scene where 
his theme is used matches the music really well. 
You can expect great things and I think people will 
enjoy seeing it a lot. 

Makoto Ise
Our sound team has created an original sound man-
agement system called MASTS. This system was en-
hanced from the ground up for FINAL FANTASY VII 
REMAKE. It was drastically improved and enhanced 
for the project. In challenging ourselves to do that, 
we created a system where we could use AI to 
automatically generate all the sounds for the 
character movement. This is based on things like 
the angle of their bone structure and the speed 
they are moving etc. and through that generate 
natural sounds from a bank of preset sound data. 
This system is used for all characters in the game, 
as well as many of the enemies and bosses, it links 
all the in-game and cutscenes to automatically play 
the sound effects throughout. That has been a lot of 
hard work for us. There is also the simple fact that 
the overall number of sounds we need to make is so 
large. And unlike the original game, there are lots 
of things that move using physics simulations. The 
characters can also move closer and further away 
from the camera, so we have to make the sounds 
able to change dynamically in real-time to refl ect 
that. And then, on top of that, we had the sounds 
of people movements in the cutscenes. We record-
ed every one of those. There are also movement 
sounds needed in the in-game scenes, where a lot 
of objects move under physics simulation. So we 
recorded the sounds for those too. And for various 
other places as well, such as the sounds for the 
NPCs etc. 

Masashi Hamauzu

I think that people who played the original will be 
able to enjoy discovering a depth that they didn’t 
know existed behind the story. For people who are 
playing the game for the fi rst time, it has been made 
as if it were a completely new game. I approached it 
that way myself. So, I think it’s a game that can be 
enjoyed by all groups.
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Struggling to develop the layout without creating the old-school text box, I went 

ahead and made it, and adding colour to the layout along with it. The heading 

was treated to be more readable and consistent with the lined highlight treatment 

of the remake aesthetic. Sub-headings were also added to give some more 

organization to the hierarchy. The list of speakers was simplified using a different 
list treatment from the remake and giving space for one more element that was yet 

to be determined. The idea to use QR codes was used instead of text because it is 

more interesting and it engages readers with the music directly. The use of colours 

were used to give an aura, like adding some spirit of the game to the words. For 

the body copy, I had to choose between the blue gradient traveling from left to 

right like the game, or top to bottom because I noticed that the longer bodies 

didn’t look nice from left to right.
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Whichever game you pick from the FINAL FANTASY series, they all have 
many powerful memories for me. However, if you limit things to just the 
music, then you could say that VII left the biggest impression on me in 
the sense that it represents the point at which I was able to start chal-
lenging the boundaries and being more experimental. 

Nobody has seen music like this in the FINAL FANTASY series before, 
whether you look at the symphonic “Opening - Bombing Mission”, the 
numerous different vistas evoked within a single track in “Main Theme 
of FINAL FANTASY VII” or “One-Winged Angel”, that was made by ar-
ranging different sequences of phrases every few bars. 

I think that perhaps it was the perfect time to take on these new 
challenges, what with changing platforms after the previous game, 
FINAL FANTASY VI, and with the expressive power of the hardware 
increasing dramatically. 

However, looking back in hindsight, I think that it was not simply a case 
of the hardware evolving, but that the changing times also demanded 
a revolution in game music. That was the moment when video games, 
a medium that started out as a plaything for children, were making the 
transformation into a form of entertainment that adults could enjoy too. 
But even though things were changing around us, we had no idea what 
to do or which direction we should be heading in. 

This time round I was given the honour of writing “Hollow” that plays 
during the game, and this track is also in a style that has never been 
seen in FINAL FANTASY before. To me, it is very much a continuation of 
my experimental challenges in the fi eld of music.

Nobuo Uematsu

Whichever game you pick from the FINAL FANTASY series, they all have 
many powerful memories for me. However, if you limit things to just the 
music, then you could say that VII left the biggest impression on me in 
the sense that it represents the point at which I was able to start chal-
lenging the boundaries and being more experimental. 

Nobody has seen music like this in the FINAL FANTASY series before, 
whether you look at the symphonic “Opening - Bombing Mission”, the 
numerous different vistas evoked within a single track in “Main Theme 
of FINAL FANTASY VII” or “One-Winged Angel”, that was made by ar-
ranging different sequences of phrases every few bars. 

I think that perhaps it was the perfect time to take on these new 
challenges, what with changing platforms after the previous game, 
FINAL FANTASY VI, and with the expressive power of the hardware 
increasing dramatically. 

However, looking back in hindsight, I think that it was not simply a case 
of the hardware evolving, but that the changing times also demanded 
a revolution in game music. That was the moment when video games, 
a medium that started out as a plaything for children, were making the 
transformation into a form of entertainment that adults could enjoy too. 
But even though things were changing around us, we had no idea what 
to do or which direction we should be heading in. 

This time round I was given the honour of writing “Hollow” that plays 
during the game, and this track is also in a style that has never been 
seen in FINAL FANTASY before. To me, it is very much a continuation of 
my experimental challenges in the fi eld of music.

Nobuo Uematsu
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Music plays a big role 
in FINAL FANTASY VII 
REMAKE – just as it did in 
the original game. 

Fortunately, it features an 
immensely talented team 
of composers, including 
Masashi Hamauzu and 
Mitsuto Suzuki, who have 
developed a soundtrack 
that will surprise and 
delight both fans, both 
old and new.

INTERVIEW

Yoshinori Kitase
In terms of the evolution of music in FINAL FANTASY VII 
REMAKE, when I started work on the project I put together a video 
showing the whole progression of events in the game from the 
opening through to the end, including all the battle scenes. When I 
did that, new music for REMAKE had not been written yet, so I took 
tracks from the original game’s soundtrack and put them over the 
scenes in the video. Putting this track on this scene, this one in that 
battle etc. I made this video showing the overall image I had for the 
game. It also outlined my ideas for the direction of the music as well. 
And I worked with that for a while, but our Co-Director Mr. Toriya-
ma, who is overseeing the staging and dramatic direction, re-thought 
our overall approach to the music. We decided that using a tradition-
al approach to the music would feel dated for modern players. So, it 
is based on my original video as a starting point, but the decision to 
change to a style where the music dynamically shifts to seamlessly fi t 
with the action and direction of the story was made by our 
Co-Director, Mr. Toriyama.

DIRECTOR

Keiji Kawamori Music Supervisor

Masashi Hamauzu Composer

Mitsuto Suzuki Composer

Makoto Ise Sound Director
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SPEAKERS

Let the 
Battles Begin!
Let the 
Battles Begin!

Keiji Kawamori
We received instructions about the kind of music 
they wanted and what kind of arrangement to have. 
And this allowed us to talk about what kind of mu-
sic we wanted to pair with the visuals in advance. 
So even if they were using the same battle music, 
there would be fi ght scenes which needed a stron-
ger feeling of tension and those where it would 
be slightly less tense. Rather than just do them all 
with the same exact track, we have expressed those 
changing levels of anxiety and tension through the 
music as well, by switching between multiple 
different arrangements.

Mitsuto Suzuki
In recent years it seems that interactive music is 
becoming more popular, wherever around the world 
you look. Where the music dynamically changes to 
match the action. FINAL FANTASY VII REMAKE has 
incorporated this style of music too. You might have 
a certain scene that needs three different versions 
of the track. The tempo and the composition would 
be the same for all of them, as would the melody, 
when it comes in. But they would all have differ-
ent arrangements. All three are playing in parallel 
and cross fading between the different versions, 
switching freely between them. It’s like... hmm... 
like a really top class DJ performance! Getting it to 
all fl ow smoothly. 

Masashi Hamauzu
By having the music shift seamlessly, to refl ect the 
developments in the current scene, the emotional 
high points can have suitable music for them, and 
when it calls for the mood to suddenly get quieter, 
then you can make that a natural and non-jarring 
shift, to match the player’s actions and the visuals. 
I did many different arrangements of the same 
music pieces.

Keiji Kawamori
For example, we have Aerith’s Theme. In the orig-
inal there was only one version of this track. But 
there are lots of different scenes where this theme 
is used in FINAL FANTASY VII REMAKE. Some of 
them are fun scenes, some are sad scenes and 
others are more every-day, and the musical 
arrangement changes with the scene at the time. 

Mitsuto Suzuki
It is one of the interesting things for the creative 
side, to see how players react to our music. But it 
is only when everything feels totally natural, and 
players don’t notice anything off that we have suc-
ceeded. If they do feel that something is not right 
then that probably means it did not go very well. 
So that would probably be like a bad DJ’s set! 
Sorry for the metaphor! 

Mitsuto Suzuki
I made multiple arrangements of many of the iconic 
FINAL FANTASY VII music tracks. Some of them are 
very faithful to the originals, and there are other ar-
rangements that only sound reminiscent in passing. 
But if you pay too much attention to the originals 
then it is quite diffi cult to try and make something 
even better. For that reason, I try to be as natural as 
possible, and approach them as if I were writing a 
completely new piece. 

Masashi Hamauzu
I had played FINAL FANTASY VII in the past, so I 
knew the feel of the universe. Mr. Uematsu also rec-
ommended me for this project. I felt that the best 
way to honor that recommendation,  was to make 
music as it comes to me, rather than trying to copy 
what Mr. Uematsu did, or worrying too much about 
being like the original FINAL FANTASY VII music. 
So, I was pretty free in how I approached making 
the music for this game. 
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THE MUSIC

Let the Battles Begin!—Ex-Soidlier

Let the Battles Begin!—Break Through

Let the Battles Begin!—The Hideout

Keiji Kawamori
In the original, the music that went with the 
graphics used an internally generated sound 
source. Ultimately, we had a limit to what we could 
get across with the music, due to the restrictions of 
the hardware. For REMAKE there is a massive 
advancement in the hardware capability, the expres-
siveness of the graphics and the cutscenes is greatly 
improved and we raised the level of the music to 
fi t with that. We have used new arrangements and 
completely new themes for the new scenes in the 
game but the music from the original was brilliant, 
so there was quite a bit of pressure when adding 
any new music. Especially with the fact we now had 
dialogue in these scenes. What we took most care 
on when re-arranging the music from the original 
FINAL FANTASY VII was the melody. These were 
melodies that players would have heard tens or 
hundreds of times when playing the original. 
So we respected those original melodies while 
also enhancing them with a more modern sound, 
arrangement and the modern technology. But the 
enhanced visual storytelling power made it import-
ant to do everything right. Although the biggest 
thing was perhaps that we now had dialogue in 
these scenes. These let us show so much more that 
we were unable to do fully in the original version. 
So I set out to make new music that matched the 
scenes better, while always trying to respect the 
originals. We had Mr. Uematsu write a single track 
for us to use as the theme song. I think that Mr. Ue-
matsu cannot be separated from the music of FINAL 
FANTASY VII. We were overjoyed that he wrote that 
main theme for us. The visuals for the scene where 
his theme is used matches the music really well. 
You can expect great things and I think people will 
enjoy seeing it a lot. 

Makoto Ise
Our sound team has created an original sound man-
agement system called MASTS. This system was en-
hanced from the ground up for FINAL FANTASY VII 
REMAKE. It was drastically improved and enhanced 
for the project. In challenging ourselves to do that, 
we created a system where we could use AI to 
automatically generate all the sounds for the 
character movement. This is based on things like 
the angle of their bone structure and the speed 
they are moving etc. and through that generate 
natural sounds from a bank of preset sound data. 
This system is used for all characters in the game, 
as well as many of the enemies and bosses, it links 
all the in-game and cutscenes to automatically play 
the sound effects throughout. That has been a lot of 
hard work for us. There is also the simple fact that 
the overall number of sounds we need to make is so 
large. And unlike the original game, there are lots 
of things that move using physics simulations. The 
characters can also move closer and further away 
from the camera, so we have to make the sounds 
able to change dynamically in real-time to refl ect 
that. And then, on top of that, we had the sounds 
of people movements in the cutscenes. We record-
ed every one of those. There are also movement 
sounds needed in the in-game scenes, where a lot 
of objects move under physics simulation. So we 
recorded the sounds for those too. And for various 
other places as well, such as the sounds for the 
NPCs etc. 

Masashi Hamauzu

I think that people who played the original will be 
able to enjoy discovering a depth that they didn’t 
know existed behind the story. For people who are 
playing the game for the fi rst time, it has been made 
as if it were a completely new game. I approached it 
that way myself. So, I think it’s a game that can be 
enjoyed by all groups.

Masashi Hamauzu

I think that people who played the original will be 
able to enjoy discovering a depth that they didn’t 
know existed behind the story. For people who are 
playing the game for the fi rst time, it has been made 
as if it were a completely new game. I approached it 
that way myself. So, I think it’s a game that can be 
enjoyed by all groups.
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Here, I finished the QR code treatments. This was also the version where I took 
the visuals from Photoshop and prepared them for InDesign. Otherwise, the only 

noticeable change are the sub-headings. I also started to be concerned about the 

old-school text box on the recto page being higher on the hierarchy than it should 

be but I left it not knowing how to fix it.
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Whichever game you pick from the FINAL FANTASY series, they all have 
many powerful memories for me. However, if you limit things to just the 
music, then you could say that VII left the biggest impression on me in 
the sense that it represents the point at which I was able to start chal-
lenging the boundaries and being more experimental. 

Nobody has seen music like this in the FINAL FANTASY series before, 
whether you look at the symphonic “Opening - Bombing Mission”, the 
numerous different vistas evoked within a single track in “Main Theme 
of FINAL FANTASY VII” or “One-Winged Angel”, that was made by ar-
ranging different sequences of phrases every few bars. 

I think that perhaps it was the perfect time to take on these new 
challenges, what with changing platforms after the previous game, 
FINAL FANTASY VI, and with the expressive power of the hardware 
increasing dramatically. 

However, looking back in hindsight, I think that it was not simply a case 
of the hardware evolving, but that the changing times also demanded 
a revolution in game music. That was the moment when video games, 
a medium that started out as a plaything for children, were making the 
transformation into a form of entertainment that adults could enjoy too. 
But even though things were changing around us, we had no idea what 
to do or which direction we should be heading in. 

This time round I was given the honour of writing “Hollow” that plays 
during the game, and this track is also in a style that has never been 
seen in FINAL FANTASY before. To me, it is very much a continuation of 
my experimental challenges in the fi eld of music.

Whichever game you pick from the FINAL FANTASY series, they all have 
many powerful memories for me. However, if you limit things to just the 
music, then you could say that VII left the biggest impression on me in 
the sense that it represents the point at which I was able to start chal-
lenging the boundaries and being more experimental. 

Nobody has seen music like this in the FINAL FANTASY series before, 
whether you look at the symphonic “Opening - Bombing Mission”, the 
numerous different vistas evoked within a single track in “Main Theme 
of FINAL FANTASY VII” or “One-Winged Angel”, that was made by ar-
ranging different sequences of phrases every few bars. 

I think that perhaps it was the perfect time to take on these new 
challenges, what with changing platforms after the previous game, 
FINAL FANTASY VI, and with the expressive power of the hardware 
increasing dramatically. 

However, looking back in hindsight, I think that it was not simply a case 
of the hardware evolving, but that the changing times also demanded 
a revolution in game music. That was the moment when video games, 
a medium that started out as a plaything for children, were making the 
transformation into a form of entertainment that adults could enjoy too. 
But even though things were changing around us, we had no idea what 
to do or which direction we should be heading in. 

This time round I was given the honour of writing “Hollow” that plays 
during the game, and this track is also in a style that has never been 
seen in FINAL FANTASY before. To me, it is very much a continuation of 
my experimental challenges in the fi eld of music.

Nobuo UematsuNobuo Uematsu
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Music plays a big role 
in FINAL FANTASY VII 
REMAKE – just as it did in 
the original game. 

Fortunately, it features an 
immensely talented team 
of composers, including 
Masashi Hamauzu and 
Mitsuto Suzuki, who have 
developed a soundtrack 
that will surprise and 
delight both fans, both 
old and new.

INTERVIEW

Yoshinori Kitase
In terms of the evolution of music in FINAL FANTASY VII 
REMAKE, when I started work on the project I put together a video 
showing the whole progression of events in the game from the 
opening through to the end, including all the battle scenes. When I 
did that, new music for REMAKE had not been written yet, so I took 
tracks from the original game’s soundtrack and put them over the 
scenes in the video. Putting this track on this scene, this one in that 
battle etc. I made this video showing the overall image I had for the 
game. It also outlined my ideas for the direction of the music as well. 
And I worked with that for a while, but our Co-Director Mr. Toriya-
ma, who is overseeing the staging and dramatic direction, re-thought 
our overall approach to the music. We decided that using a tradition-
al approach to the music would feel dated for modern players. So, it 
is based on my original video as a starting point, but the decision to 
change to a style where the music dynamically shifts to seamlessly fi t 
with the action and direction of the story was made by our 
Co-Director, Mr. Toriyama.

DIRECTOR

Keiji Kawamori Music Supervisor

Masashi Hamauzu Composer

Mitsuto Suzuki Composer

Makoto Ise Sound Director
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We received instructions about the kind of music 
they wanted and what kind of arrangement to have. 
And this allowed us to talk about what kind of mu-
sic we wanted to pair with the visuals in advance. 
So even if they were using the same battle music, 
there would be fi ght scenes which needed a stron-
ger feeling of tension and those where it would 
be slightly less tense. Rather than just do them all 
with the same exact track, we have expressed those 
changing levels of anxiety and tension through the 
music as well, by switching between multiple 
different arrangements.
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In recent years it seems that interactive music is 
becoming more popular, wherever around the world 
you look. Where the music dynamically changes to 
match the action. FINAL FANTASY VII REMAKE has 
incorporated this style of music too. You might have 
a certain scene that needs three different versions 
of the track. The tempo and the composition would 
be the same for all of them, as would the melody, 
when it comes in. But they would all have differ-
ent arrangements. All three are playing in parallel 
and cross fading between the different versions, 
switching freely between them. It’s like... hmm... 
like a really top class DJ performance! Getting it to 
all fl ow smoothly. 
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By having the music shift seamlessly, to refl ect the 
developments in the current scene, the emotional 
high points can have suitable music for them, and 
when it calls for the mood to suddenly get quieter, 
then you can make that a natural and non-jarring 
shift, to match the player’s actions and the visuals. 
I did many different arrangements of the same 
music pieces.
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For example, we have Aerith’s Theme. In the orig-
inal there was only one version of this track. But 
there are lots of different scenes where this theme 
is used in FINAL FANTASY VII REMAKE. Some of 
them are fun scenes, some are sad scenes and 
others are more every-day, and the musical 
arrangement changes with the scene at the time. 
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It is one of the interesting things for the creative 
side, to see how players react to our music. But it 
is only when everything feels totally natural, and 
players don’t notice anything off that we have suc-
ceeded. If they do feel that something is not right 
then that probably means it did not go very well. 
So that would probably be like a bad DJ’s set! 
Sorry for the metaphor! 
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I made multiple arrangements of many of the iconic 
FINAL FANTASY VII music tracks. Some of them are 
very faithful to the originals, and there are other ar-
rangements that only sound reminiscent in passing. 
But if you pay too much attention to the originals 
then it is quite diffi cult to try and make something 
even better. For that reason, I try to be as natural as 
possible, and approach them as if I were writing a 
completely new piece. 

M
asash

i H
am

au
zu

I had played FINAL FANTASY VII in the past, so I 
knew the feel of the universe. Mr. Uematsu also rec-
ommended me for this project. I felt that the best 
way to honor that recommendation,  was to make 
music as it comes to me, rather than trying to copy 
what Mr. Uematsu did, or worrying too much about 
being like the original FINAL FANTASY VII music. 
So, I was pretty free in how I approached making 
the music for this game. 
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THE MUSIC
Let the 
Battles Begin!
Let the 
Battles Begin!

1997

Let the Battles Begin!—Ex-Soidlier

Let the Battles Begin!—Break Through

Let the Battles Begin!—The Hideout

2020

Keiji Kawamori
In the original, the music that went with the 
graphics used an internally generated sound 
source. Ultimately, we had a limit to what we could 
get across with the music, due to the restrictions of 
the hardware. For REMAKE there is a massive 
advancement in the hardware capability, the expres-
siveness of the graphics and the cutscenes is greatly 
improved and we raised the level of the music to 
fi t with that. We have used new arrangements and 
completely new themes for the new scenes in the 
game but the music from the original was brilliant, 
so there was quite a bit of pressure when adding 
any new music. Especially with the fact we now had 
dialogue in these scenes. What we took most care 
on when re-arranging the music from the original 
FINAL FANTASY VII was the melody. These were 
melodies that players would have heard tens or 
hundreds of times when playing the original. 
So we respected those original melodies while 
also enhancing them with a more modern sound, 
arrangement and the modern technology. But the 
enhanced visual storytelling power made it import-
ant to do everything right. Although the biggest 
thing was perhaps that we now had dialogue in 
these scenes. These let us show so much more that 
we were unable to do fully in the original version. 
So I set out to make new music that matched the 
scenes better, while always trying to respect the 
originals. We had Mr. Uematsu write a single track 
for us to use as the theme song. I think that Mr. Ue-
matsu cannot be separated from the music of FINAL 
FANTASY VII. We were overjoyed that he wrote that 
main theme for us. The visuals for the scene where 
his theme is used matches the music really well. 
You can expect great things and I think people will 
enjoy seeing it a lot. 

Makoto Ise
Our sound team has created an original sound man-
agement system called MASTS. This system was en-
hanced from the ground up for FINAL FANTASY VII 
REMAKE. It was drastically improved and enhanced 
for the project. In challenging ourselves to do that, 
we created a system where we could use AI to 
automatically generate all the sounds for the 
character movement. This is based on things like 
the angle of their bone structure and the speed 
they are moving etc. and through that generate 
natural sounds from a bank of preset sound data. 
This system is used for all characters in the game, 
as well as many of the enemies and bosses, it links 
all the in-game and cutscenes to automatically play 
the sound effects throughout. That has been a lot of 
hard work for us. There is also the simple fact that 
the overall number of sounds we need to make is so 
large. And unlike the original game, there are lots 
of things that move using physics simulations. The 
characters can also move closer and further away 
from the camera, so we have to make the sounds 
able to change dynamically in real-time to refl ect 
that. And then, on top of that, we had the sounds 
of people movements in the cutscenes. We record-
ed every one of those. There are also movement 
sounds needed in the in-game scenes, where a lot 
of objects move under physics simulation. So we 
recorded the sounds for those too. And for various 
other places as well, such as the sounds for the 
NPCs etc. 

Masashi HamauzuMasashi Hamauzu

I think that people who played the original will be 
able to enjoy discovering a depth that they didn’t 
know existed behind the story. For people who are 
playing the game for the fi rst time, it has been made 
as if it were a completely new game. I approached it 
that way myself. So, I think it’s a game that can be 
enjoyed by all groups.

I think that people who played the original will be 
able to enjoy discovering a depth that they didn’t 
know existed behind the story. For people who are 
playing the game for the fi rst time, it has been made 
as if it were a completely new game. I approached it 
that way myself. So, I think it’s a game that can be 
enjoyed by all groups.
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This was a quick look to see how a more streamlined treatment of the transcript 

would look, looking kind of like a timeline. Getting opinions from other people 

supported the earlier critique that the supporting content looks better breaking up 

the main content.
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Music plays a big role 
in FINAL FANTASY VII 
REMAKE – just as it did in 
the original game. 

Fortunately, it features an 
immensely talented team 
of composers, including 
Masashi Hamauzu and 
Mitsuto Suzuki, who have 
developed a soundtrack 
that will surprise and 
delight both fans, both 
old and new.

INTERVIEW

Yoshinori Kitase
In terms of the evolution of music in FINAL FANTASY VII 
REMAKE, when I started work on the project I put together a video 
showing the whole progression of events in the game from the 
opening through to the end, including all the battle scenes. When I 
did that, new music for REMAKE had not been written yet, so I took 
tracks from the original game’s soundtrack and put them over the 
scenes in the video. Putting this track on this scene, this one in that 
battle etc. I made this video showing the overall image I had for the 
game. It also outlined my ideas for the direction of the music as well. 
And I worked with that for a while, but our Co-Director Mr. Toriya-
ma, who is overseeing the staging and dramatic direction, re-thought 
our overall approach to the music. We decided that using a tradition-
al approach to the music would feel dated for modern players. So, it 
is based on my original video as a starting point, but the decision to 
change to a style where the music dynamically shifts to seamlessly fi t 
with the action and direction of the story was made by our 
Co-Director, Mr. Toriyama.

DIRECTOR FOREWORD

Keiji Kawamori Music Supervisor

Masashi Hamauzu Composer

Mitsuto Suzuki Composer

Makoto Ise Sound Director
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SPEAKERS

Words aren’t the only 
way to tell someone 
how you feel.
—Tifa Lockhart (Final Fantasy VII 1997)

Main Theme

Hollow Skies

composed by
Nobuo Uematsu

Main Theme

Hollow Skies

composed by
Nobuo Uematsu

Let the Battles Begin!Let the Battles Begin!

Keiji Kawamori
We received instructions about the kind of music 
they wanted and what kind of arrangement to have. 
And this allowed us to talk about what kind of mu-
sic we wanted to pair with the visuals in advance. 
So even if they were using the same battle music, 
there would be fi ght scenes which needed a stron-
ger feeling of tension and those where it would 
be slightly less tense. Rather than just do them all 
with the same exact track, we have expressed those 
changing levels of anxiety and tension through the 
music as well, by switching between multiple 
different arrangements.

Mitsuto Suzuki
In recent years it seems that interactive music is 
becoming more popular, wherever around the world 
you look. Where the music dynamically changes to 
match the action. FINAL FANTASY VII REMAKE has 
incorporated this style of music too. You might have 
a certain scene that needs three different versions 
of the track. The tempo and the composition would 
be the same for all of them, as would the melody, 
when it comes in. But they would all have differ-
ent arrangements. All three are playing in parallel 
and cross fading between the different versions, 
switching freely between them. It’s like... hmm... 
like a really top class DJ performance! Getting it to 
all fl ow smoothly. 

Masashi Hamauzu
By having the music shift seamlessly, to refl ect the 
developments in the current scene, the emotional 
high points can have suitable music for them, and 
when it calls for the mood to suddenly get quieter, 
then you can make that a natural and non-jarring 
shift, to match the player’s actions and the visuals. 
I did many different arrangements of the same 
music pieces.

Keiji Kawamori
For example, we have Aerith’s Theme. In the orig-
inal there was only one version of this track. But 
there are lots of different scenes where this theme 
is used in FINAL FANTASY VII REMAKE. Some of 
them are fun scenes, some are sad scenes and 
others are more every-day, and the musical 
arrangement changes with the scene at the time. 

Mitsuto Suzuki
It is one of the interesting things for the creative 
side, to see how players react to our music. But it 
is only when everything feels totally natural, and 
players don’t notice anything off that we have suc-
ceeded. If they do feel that something is not right 
then that probably means it did not go very well. 
So that would probably be like a bad DJ’s set! 
Sorry for the metaphor! 
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knew the feel of the universe. Mr. Uematsu also rec-
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Let the Battles Begin!—Ex-Soidlier
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Let the Battles Begin!—The Hideout

New Arrangements Obtained

Enemy Encounter!Enemy Encounter!
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Whichever game you pick from the FINAL FANTASY series, they all have 
many powerful memories for me. However, if you limit things to just the 
music, then you could say that VII left the biggest impression on me in 
the sense that it represents the point at which I was able to start chal-
lenging the boundaries and being more experimental. 

Nobody has seen music like this in the FINAL FANTASY series before, 
whether you look at the symphonic “Opening - Bombing Mission”, the 
numerous different vistas evoked within a single track in “Main Theme 
of FINAL FANTASY VII” or “One-Winged Angel”, that was made by ar-
ranging different sequences of phrases every few bars. 

I think that perhaps it was the perfect time to take on these new 
challenges, what with changing platforms after the previous game, 
FINAL FANTASY VI, and with the expressive power of the hardware 
increasing dramatically. 

However, looking back in hindsight, I think that it was not simply a case 
of the hardware evolving, but that the changing times also demanded 
a revolution in game music. That was the moment when video games, 
a medium that started out as a plaything for children, were making the 
transformation into a form of entertainment that adults could enjoy too. 
But even though things were changing around us, we had no idea what 
to do or which direction we should be heading in. 

This time round I was given the honour of writing “Hollow” that plays 
during the game, and this track is also in a style that has never been 
seen in FINAL FANTASY before. To me, it is very much a continuation of 
my experimental challenges in the fi eld of music.
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This time round I was given the honour of writing “Hollow” that plays 
during the game, and this track is also in a style that has never been 
seen in FINAL FANTASY before. To me, it is very much a continuation of 
my experimental challenges in the fi eld of music.

Nobuo Uematsu
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After iteration 2, with the 

addition of colour, I could 

conclude that the treatment 

of the then current title was 

not effective. So I took it 
and tried different typefaces 
and arrangements. I lean 

towards the one on the top 

right, emulating the classic 

Final Fantasy logo treatment, 

and the one second from the 

bottom right, emulating a 

different JRPG known as Shin 
Megami Tensei. The first one is 
more appropriate for the topic, 

but the second one is bolder 

and more interesting to me. 

For now, I stuck with the first 
one.



Colour Iteration 5

AD
Whichever game you pick from the FINAL FANTASY 
series, they all have many powerful memories for me. 
However, if you limit things to just the music, then you 
could say that VII left the biggest impression on me in 
the sense that it represents the point at which I was 
able to start challenging the boundaries and being 
more experimental. 

I think that perhaps it was the perfect time to take 
on these new challenges, what with changing 
platforms after the previous game, FINAL FANTASY VI, 
and with the expressive power of the hardware
 increasing dramatically. 

However, looking back in hindsight, I think that it was 
not simply a case of the hardware evolving, but that the 
changing times also demanded a revolution in game 
music. That was the moment when video games, a me-
dium that started out as a plaything for children, were 
making the transformation into a form of entertainment 
that adults could enjoy too. But even though things were 
changing around us, we had no idea what to do or which 
direction we should be heading in. 

This time round I was given the honour of writing 
“Hollow” that plays during the game, and this track is 
also in a style that has never been seen in FINAL 
FANTASY before. To me, it is very much a continuation of 
my experimental challenges in the f ield of music.

Nobuo Uematsu
the composer of the original Final Fantasy VII
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Music plays a big role 
in FINAL FANTASY VII 
REMAKE – just as it did in 
the original game. 

Fortunately, it features an 
immensely talented team 
of composers, including 
Masashi Hamauzu and 
Mitsuto Suzuki, who have 
developed a soundtrack 
that will surprise and 
delight both fans, both 
old and new.

Scan to view
video interview
Scan to view
video interview

by Square Enix’s Sound Team

INTERVIEW

Yoshinori Kitase
In terms of the evolution of music in FINAL FANTASY VII REMAKE, 
when I started work on the project I put together a video showing the 
whole progression of events in the game from the opening through to 
the end, including all the battle scenes. When I did that, new music for 
REMAKE had not been written yet, so I took tracks from the original 
game’s soundtrack and put them over the scenes in the video. Putting this 
track on this scene, this one in that battle etc. I made this video showing 
the overall image I had for the game. It also outlined my ideas for the 
direction of the music as well. And I worked with that for a while, but our 
Co-Director Mr. Toriyama, who is overseeing the staging and dramatic 
direction, re-thought our overall approach to the music. We decided that 
using a traditional approach to the music would feel dated for mod-
ern players. So, it is based on my original video as a starting point, but 
the decision to change to a style where the music dynamically shifts to 
seamlessly fi t with the action and direction of the story was made by our 
Co-Director, Mr. Toriyama.
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Keiji Kawamori

We received instructions about the 
kind of music they wanted and what 
kind of arrangement to have. And this 
allowed us to talk about what kind of 
music we wanted to pair with the vi-
suals in advance. So even if they were 
using the same battle music, there 
would be fi ght scenes which needed a 
stronger feeling of tension and those 
where it would be slightly less tense. 
Rather than just do them all with the 
same exact track, we have expressed 
those changing levels of anxiety and 
tension through the music as well, by 
switching between multiple 
different arrangements.

Mitsuto Suzuki

In recent years it seems that interactive music is 
becoming more popular, wherever around the world you look. Where the music 
dynamically changes to match the action. FINAL FANTASY VII REMAKE has 
incorporated this style of music too. You might have a certain scene that needs 
three different versions of the track. The tempo and the composition would 
be the same for all of them, as would the melody, when it comes in. But they 
would all have different arrangements. All three are playing in parallel and 
cross fading between the different versions, switching freely between them. 
It’s like... hmm... like a really top class DJ performance! Getting it to all fl ow 
smoothly. 

Masashi Hamauzu

By having the music shift seamlessly, to refl ect the developments in the current 
scene, the emotional high points can have suitable music for them, and when 
it calls for the mood to suddenly get quieter, then you can make that a natural 
and non-jarring shift, to match the player’s actions and the visuals. I did many 
different arrangements of the same music pieces.

Keiji Kawamori

For example, we have Aerith’s Theme. In the original there was 
only one version of this track. But there are lots of different 
scenes where this theme is used in FINAL FANTASY VII REMAKE. 
Some of them are fun scenes, some are sad scenes and 
others are more every-day, and the musical arrangement changes 
with the scene at the time.

Mitsuto Suzuki

It is one of the interesting things for 
the creative side, to see how players 
react to our music. But it is only when 
everything feels totally natural, and 
players don’t notice anything off that 
we have succeeded. If they do feel 
that something is not right then that 
probably means it did not go very 
well. So that would probably be like a 
bad DJ’s set! Sorry for the metaphor! 

Mitsuto Suzuki

I made multiple arrangements of 
many of the iconic FINAL FANTASY 
VII music tracks. Some of them are 
very faithful to the originals, and 
there are other arrangements that 
only sound reminiscent in passing. 
But if you pay too much attention to 
the originals then it is quite diffi cult 
to try and make something even 
better. For that reason, I try to be as 
natural as possible, and approach 
them as if I were writing a completely 
new piece. 

Masashi Hamauzu

I had played FINAL FANTASY VII in 
the past, so I knew the feel of the uni-
verse. Mr. Uematsu also recommend-
ed me for this project. I felt that the 
best way to honor that recommenda-
tion,  was to make music as it comes 
to me, rather than trying to copy what 
Mr. Uematsu did, or worrying too 
much about being like the original 
FINAL FANTASY VII music. So, I was 
pretty free in how I approached mak-
ing the music for this game. 
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THE MUSIC

Let the Battles Begin!Let the Battles Begin!
Enemy Encounter!Enemy Encounter!
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Keiji Kawamori

In the original, the music that went with the graphics 
used an internally generated sound source. Ultimately, 
we had a limit to what we could get across with the mu-
sic, due to the restrictions of the hardware. For REMAKE 
there is a massive advancement in the hardware capabili-
ty, the expressiveness of the graphics and the cutscenes is 
greatly improved and we raised the level of the music to 
fi t with that. We have used new arrangements and com-
pletely new themes for the new scenes in the game but 
the music from the original was brilliant, so there was 
quite a bit of pressure when adding any new music. Espe-
cially with the fact we now had dialogue in these scenes. 
What we took most care on when re-arranging the music 
from the original FINAL FANTASY VII was the melody. 
These were melodies that players would have heard tens 
or hundreds of times when playing the original. So we 
respected those original melodies while also enhancing 
them with a more modern sound, arrangement and the 
modern technology. But the enhanced visual storytell-
ing power made it important to do everything right. 
Although the biggest thing was perhaps that we now 
had dialogue in these scenes. These let us show so much 
more that we were unable to do fully in the original 
version. So I set out to make new music that matched the 
scenes better, while always trying to respect the originals. 
We had Mr. Uematsu write a single track for us to use as 
the theme song. I think that Mr. Uematsu cannot be sep-
arated from the music of FINAL FANTASY VII. We were 
overjoyed that he wrote that main theme for us. The 
visuals for the scene where his theme is used matches the 
music really well. You can expect great things and I think 
people will enjoy seeing it a lot. 

Makoto Ise

Our sound team has created an original sound manage-
ment system called MASTS. This system was enhanced 
from the ground up for FINAL FANTASY VII REMAKE. It 
was drastically improved and enhanced for the project. 
In challenging ourselves to do that, we created a system 
where we could use AI to automatically generate all the 
sounds for the character movement. This is based on 
things like the angle of their bone structure and the speed 
they are moving etc. and through that generate natural 
sounds from a bank of preset sound data. This system is 
used for all characters in the game, as well as many of the 
enemies and bosses, it links all the in-game and cutscenes 
to automatically play the sound effects throughout. That 
has been a lot of hard work for us. There is also the simple 
fact that the overall number of sounds we need to make 
is so large. And unlike the original game, there are lots of 
things that move using physics simulations. The characters 
can also move closer and further away from the camera, 
so we have to make the sounds able to change dynamically 
in real-time to refl ect that. And then, on top of that, we 
had the sounds of people movements in the cutscenes. We 
recorded every one of those. There are also movement 
sounds needed in the in-game scenes, where a lot of ob-
jects move under physics simulation. So we recorded the 
sounds for those too. And for various other places as well, 
such as the sounds for the NPCs etc. 

Masashi Hamauzu

I think that people who played the original will be 
able to enjoy discovering a depth that they didn’t 
know existed behind the story. For people who are 
playing the game for the fi rst time, it has been made 
as if it were a completely new game. I approached it 
that way myself. So, I think it’s a game that can be 
enjoyed by all groups.

Masashi Hamauzu

I think that people who played the original will be 
able to enjoy discovering a depth that they didn’t 
know existed behind the story. For people who are 
playing the game for the fi rst time, it has been made 
as if it were a completely new game. I approached it 
that way myself. So, I think it’s a game that can be 
enjoyed by all groups.
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NEW GAME
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Remake?

Let the Battles Begin!—Ex-Soidlier

Let the Battles Begin!—Break Through

Let the Battles Begin!—The Hideout

New Arrangements Obtained
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This version was made with changes based on the critiques received in class. The main 

takeaways were that the ideas worked, but the layout lacked interest. There was some 

progress, but  needed to add more direction by breaking the grid. I also really needed to 

rework the first page. The verso page of the DPS was busy, so I needed to take some elements 
and put it on the first page. With help, I learned how to make smart objects in InDesign so 
that making my classic FF boxes is easier. I don’t have to use screenshots from Photoshop 

anymore. Starting with the first page, I went and used the 7th title iteration because it was 
the most well received and I changed the green aura to a blue one, sacrificing the original 
idea of change and making the article as a whole unified with that blue gradient. I got rid 
of the classic box and opted for an open body of text on an 8 column grid. This gives me 

more space to work with and it maintains its importance as the only body on the page. To 

emphasize the lead, it is a smaller column and in bold, followed by Uematsu’s message. I 

added the scan visual for those who want it, this time of the original video the transcript is 

from. The following DPS is changed in the way it used it’s grid. I couldn’t really break away 

from using the grid, but I could stretch and compress things so that I can make use of more 

space. The article content needed some reordering, but it allowed me to work in 3 columns 

on my 9 column grid, with a direction that’s in a sort of “Z” shape. The last page uses 8 
columns like the first and I moved over an element from the recto page onto here to give one 
last rest before the article comes to a close.
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Trying out Different Ideas

I found that trying to sketch layouts didn’t work out well for the illustrative approach so 
I decided to work in Illustrator and trying out my image based ideas rather than thinking 
about the typography. I wanted to lean into the angle of infographics because of my lack in 
confidence regarding my illustrative skills. It would also help me use statistics to visuallize 
the scope of Koji Kondo’s work. With a majority of it being from the Mario and Legend of 
Zelda franchises, I kept the idea of highlighting the two in particular throughout these. I 
tried testing bar graphs and timelines, while also collecting iconography and making line 
work of Ninendo controllers.

1983 Punch-Out!!
1984 Golf, Family BASIC, Devil World
1985 Soccer, Arm Wrestling, Kung Fu, Super Mario Bros 40.24M
1986 The Legend of Zelda 7.37M, The Mysterious Murasame Castle, Super Mario Bros: The Lost Levels 2.65M, Volleyball
1987 Yume Kojo: Doki Doki Panic, Shin Onigashima
1988 Super Mario Bros 2 7.46M, Super Mario Bros 3 17.28M
1990 Super Mario World 20.61M, Pilotwings
1991 TLoZ: A Link to the Past 7.43M
1993 Star Fox
1995 Yoshi’s Island 4.12M
1996 Super Mario 64 11.91M
1997 Star Fox 64
1998 TLoZ: Ocarina of Time 13.82M
2000 TLoZ: Majora’s Mask 6.64M
2002 Super Mario Sunshine 6.28M, TLoZ: The Wind Waker 6.74M
2004 TLoZ: Four Swords Adventures 0.93M
2006 New Super Mario Bros 30.80M, TLoZ: Twilight Princess 9.98M
2007 Super Mario Galaxy 12.80M
2008 Super Smash Bros Brawl
2010 Super Mario Galaxy 2 7.41M
2011 TLoZ: Skyward Sword 3.67M
2013 Super Mario 3D World 5.84M
2014 Super Smash Bros for 3DS and Wii U
2015 Super Mario Maker 4.01M
2017 Super Mario Odyssey 18.06M
2018 Super Smash Bros Ultimate
2019 Super Mario Maker 2 5.48M
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Shin Onigashima

Super Mario Bros 2

Super Mario Bros 3



Lorem ipsum dolor sit amet, consec-
tetuer adipiscing elit, sed diam 
nonummy nibh euismod tincidunt ut 
laoreet dolore magna aliquam erat 
volutpat. Ut wisi enim ad minim 
veniam, quis nostrud exerci tation 
ullamcorper suscipit lobortis nisl ut 
aliquip ex ea commodo consequat. 
Duis autem vel eum iriure dolor in 
hendrerit in vulputate velit esse 
molestie consequat, vel illum dolore 
eu feugiat nulla facilisis at vero eros et 
accumsan et iusto odio dignissim qui 
blandit praesent luptatum zzril delenit 
augue duis dolore te feugait nulla 
facilisi.
Lorem ipsum dolor sit amet, cons 
ectetuer adipiscing elit, sed diam 
nonummy nibh euismod tincidunt ut 
laoreet dolore magna aliquam erat 
volutpat. Ut wisi enim ad minim 
veniam, quis nostrud exerci tation 
ullamcorper suscipit lobortis nisl ut 

Lorem ipsum dolor sit amet, consec-
tetuer adipiscing elit, sed diam 
nonummy nibh euismod tincidunt ut 
laoreet dolore magna aliquam erat 
volutpat. Ut wisi enim ad minim 
veniam, quis nostrud exerci tation 
ullamcorper suscipit lobortis nisl ut 
aliquip ex ea commodo consequat. 
Duis autem vel eum iriure dolor in 
hendrerit in vulputate velit esse 
molestie consequat, vel illum dolore 
eu feugiat nulla facilisis at vero eros et 
accumsan et iusto odio dignissim qui 
blandit praesent luptatum zzril delenit 
augue duis dolore te feugait nulla 
facilisi.
Lorem ipsum dolor sit amet, cons 
ectetuer adipiscing elit, sed diam 
nonummy nibh euismod tincidunt ut 
laoreet dolore magna aliquam erat 
volutpat. Ut wisi enim ad minim 
veniam, quis nostrud exerci tation 
ullamcorper suscipit lobortis nisl ut 

Lorem ipsum dolor sit amet, consec-
tetuer adipiscing elit, sed diam 
nonummy nibh euismod tincidunt ut 
laoreet dolore magna aliquam erat 
volutpat. Ut wisi enim ad minim 
veniam, quis nostrud exerci tation 
ullamcorper suscipit lobortis nisl ut 
aliquip ex ea commodo consequat. 
Duis autem vel eum iriure dolor in 
hendrerit in vulputate velit esse 
molestie consequat, vel illum dolore 
eu feugiat nulla facilisis at vero eros et 
accumsan et iusto odio dignissim qui 
blandit praesent luptatum zzril delenit 
augue duis dolore te feugait nulla 
facilisi.
Lorem ipsum dolor sit amet, cons 
ectetuer adipiscing elit, sed diam 
nonummy nibh euismod tincidunt ut 
laoreet dolore magna aliquam erat 
volutpat. Ut wisi enim ad minim 
veniam, quis nostrud exerci tation 
ullamcorper suscipit lobortis nisl ut 

Lorem ipsum dolor sit amet, consec-
tetuer adipiscing elit, sed diam 
nonummy nibh euismod tincidunt ut 
laoreet dolore magna aliquam erat 
volutpat. Ut wisi enim ad minim 
veniam, quis nostrud exerci tation 
ullamcorper suscipit lobortis nisl ut 
aliquip ex ea commodo consequat. 
Duis autem vel eum iriure dolor in 
hendrerit in vulputate velit esse 
molestie consequat, vel illum dolore 
eu feugiat nulla facilisis at vero eros et 
accumsan et iusto odio dignissim qui 
blandit praesent luptatum zzril delenit 
augue duis dolore te feugait nulla 
facilisi.
Lorem ipsum dolor sit amet, cons 
ectetuer adipiscing elit, sed diam 
nonummy nibh euismod tincidunt ut 
laoreet dolore magna aliquam erat 
volutpat. Ut wisi enim ad minim 
veniam, quis nostrud exerci tation 
ullamcorper suscipit lobortis nisl ut 

Lorem ipsum dolor sit amet, consec-
tetuer adipiscing elit, sed diam 
nonummy nibh euismod tincidunt ut 
laoreet dolore magna aliquam erat 
volutpat. Ut wisi enim ad minim 
veniam, quis nostrud exerci tation 
ullamcorper suscipit lobortis nisl ut 
aliquip ex ea commodo consequat. 
Duis autem vel eum iriure dolor in 
hendrerit in vulputate velit esse 
molestie consequat, vel illum dolore 
eu feugiat nulla facilisis at vero eros et 
accumsan et iusto odio dignissim qui 
blandit praesent luptatum zzril delenit 
augue duis dolore te feugait nulla 
facilisi.
Lorem ipsum dolor sit amet, cons 
ectetuer adipiscing elit, sed diam 
nonummy nibh euismod tincidunt ut 
laoreet dolore magna aliquam erat 
volutpat. Ut wisi enim ad minim 
veniam, quis nostrud exerci tation 
ullamcorper suscipit lobortis nisl ut 

Lorem ipsum dolor sit amet, consec-
tetuer adipiscing elit, sed diam 
nonummy nibh euismod tincidunt ut 
laoreet dolore magna aliquam erat 
volutpat. Ut wisi enim ad minim 
veniam, quis nostrud exerci tation 
ullamcorper suscipit lobortis nisl ut 
aliquip ex ea commodo consequat. 
Duis autem vel eum iriure dolor in 
hendrerit in vulputate velit esse 
molestie consequat, vel illum dolore 
eu feugiat nulla facilisis at vero eros et 
accumsan et iusto odio dignissim qui 
blandit praesent luptatum zzril delenit 
augue duis dolore te feugait nulla 
facilisi.
Lorem ipsum dolor sit amet, cons 
ectetuer adipiscing elit, sed diam 
nonummy nibh euismod tincidunt ut 
laoreet dolore magna aliquam erat 
volutpat. Ut wisi enim ad minim 
veniam, quis nostrud exerci tation 
ullamcorper suscipit lobortis nisl ut 
aliquip ex ea commodo consequat.
Lorem ipsum dolor sit amet, consec-
tetuer adipiscing elit, sed diam 
nonummy nibh euismod tincidunt ut 
laoreet dolore magna aliquam erat 
volutpat. Ut wisi enim ad minim 
Lorem ipsum dolor sit amet, consec-
tetuer adipiscing elit, sed diam 
nonummy nibh euismod tincidunt ut 
laoreet dolore magna aliquam erat 
volutpat. Ut wisi enim ad minim 
veniam, quis nostrud exerci tation 
ullamcorper suscipit lobortis nisl ut 
aliquip ex ea commodo consequat. 
Duis autem vel eum iriure dolor in 
hendrerit in vulputate velit esse 
molestie consequat, vel illum dolore 
eu feugiat nulla facilisis at vero eros et 

Trying out Different Ideas
(continued)
These pages tried to make use of those controller illustrations I made, either 
as substitute for numbers on a timeline or as subtle background decoration. 
I also wanted to try developing my idea of making a Mario level sketch into 
the main visual accompanied with a music except, communicating the idea 
of building the game and the composition being embedded in the world it is 
being made for. This was when I started thinking about pushing the purpose 
of the article as the crux of the visuals. The purpose is to share his legacy 
and how his philosophy has directed his prolific career. He believes that 
music must be specifically tailored for the world it accompanies as if it could 
embody the world even without the visuals.



1983 Punch-Out!!
1984 Golf, Family BASIC, Devil World
1985 Soccer, Arm Wrestling, Kung Fu, Super Mario Bros 40.24M
1986 The Legend of Zelda 7.37M, The Mysterious Murasame Castle, Super Mario Bros: The Lost Levels 2.65M, Volleyball
1987 Yume Kojo: Doki Doki Panic, Shin Onigashima
1988 Super Mario Bros 2 7.46M, Super Mario Bros 3 17.28M
1990 Super Mario World 20.61M, Pilotwings
1991 TLoZ: A Link to the Past 7.43M
1993 Star Fox
1995 SMW2:Yoshi’s Island 4.12M
1996 Super Mario 64 11.91M
1997 Star Fox 64
1998 TLoZ: Ocarina of Time 13.82M
2000 TLoZ: Majora’s Mask 6.64M
2002 Super Mario Sunshine 6.28M, TLoZ: The Wind Waker 6.74M
2004 TLoZ: Four Swords Adventures 0.93M
2006 New Super Mario Bros 30.80M, TLoZ: Twilight Princess 9.98M
2007 Super Mario Galaxy 12.80M
2008 Super Smash Bros Brawl
2010 Super Mario Galaxy 2 7.41M
2011 TLoZ: Skyward Sword 3.67M
2013 Super Mario 3D World 5.84M
2014 Super Smash Bros for 3DS and Wii U
2015 Super Mario Maker 4.01M
2017 Super Mario Odyssey 18.06M
2018 Super Smash Bros Ultimate
2019 Super Mario Maker 2 5.48M
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Trying out Different Ideas
(continued)
These artboards make use of games Kondo has worked on to present the 
ideas previously mentioned while sharing a visual glimpse into all these 
worlds. None of the ideas really clicked and it was daunting to work with 
so many different things into cohesive idea. I also brought back the timeline 
because I liked the idea of a timeline that stretches across the whole article. 
I also decided about reducing the scope of my illustrative presentation. 
At least for the DPS, I wanted to take and construct moments of 2D Mario 
games to create a narrative across the pages. So I needed to take moments 
that encompasses the games I chose. I also took sprites from The Legend of 
Zelda games to do the same thing. Since the 2D games are top-down and 
segmented, I couldn’t really take things from the worlds of their games. So 
instead I would take character sprites and put them in quirky situations that 
could work independent of the environment.
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Who is

Koji Kondo?

Koji Kondo, a man dedicated to video gaming. 
Whether you know him or not, you’ve probably gotten 
his music in your head from if you are somewhat famil-

iar with video games.

Starting on the NES and SNES
Born on Aug 13, 1961 in Nagoya Aichi, Japan. As a kid 
of the age of 5, Koji Kondo entered the music world 
playing the electone organ. Growing up to be a teenager 
in a clever band, he played jazz and rock. Inspired by 
cinema scores and soundtracks, he continued to dedi-
cate himself to music. During his senior year at the Osa-
ka University of Arts, Nintendo, which was still young 
at the time, sent out recruitment messages to the school 
for potential composers and sound programmers. Kondo 
successfully applied by 1984. For his fi rst year working 
at Nintendo, he took his experiences working on games 
like Golf, Devil World, and the renown Punch-Out, to 

learn to get a feeling for the type of music he’ll do and 

what would be expected for sound programming. 

Kondo’s work truly garnered attention with 1985’s 
Super Mario Bros. The soundtrack that he composed 
holds up today as iconic pieces that make up a lot of 
what the Mario franchise is today. When composing, 
Kondo’s goal is to make music that fi ts the settings of 
Nintendo’s fun bright worlds which people never get 

tired of.

Next in line is 1986’s The Legend of Zelda, where he 
composed four full pieces including the adventurous 
overworld theme many know and love. With these two 
huge games added to his discography, his reputation 
rose signifi cantly as did his position, moving up to being 
Nintendo’s main composer.

by Tristan Sabado

COMPOSER SPOTLIGHT

A Biography & Discography

PUNCH-OUT!!

GOLF
FAMIILY BASIC
DEVIL WORLD

SOCCER
ARM WRESTLING
KUNG FU
SUPER MARIO BROS

THE LEGEND OF ZELDA
THE MYSTERIOUS MURASAME CASTLE
SUPER MARIO BRS: THE LOST LEVELS
VOLLEYBALL

YUME KOJO: DOKI DOKI PANIC
SHIN ONIGASHIMA

SUPER MARIO BROS 2
SUPER MARIO BROS 3
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Looking further at the Mario series, he’s done 
work on Doki Doki Panic localized and Super 
Mario Bros 2, Super Mario Bros 3, and Super 
Mario World. Being open to any and all music, 
Kondo loved to experiment and combine instru-
ments and music styles; all the while, pushing 
the limits of what Nintendo’s hardware could do 

regarding sound capabilities.

Being very busy, Kondo was unable to work on 
any Zelda titles until 1991’s The Legend of Zelda: 
A Link to the Past. Many more iconic Zelda tunes 
came out of this soundtrack he composed such as 
Hyrule Castle, Karkiriko Village, the Zelda Theme 
and the Ganondorf Theme, among others. A Link 
to the Past brought this legend closer to a bigger 
legend; Shigeru Miyamoto. Miyamoto helped to 
visually inspire Kondo for his compositions that 
are tightly bound to their settings. Miyamoto 
would go further  and give feedback after the 
compositions were complete. This type of 
interaction helped Kondo make Miyamoto’s 

visions a reality. 

The next few games he worked on were Pilot 
Wings, SimCity, and 1993’s Starfox. His contribu-
tions weren’t as recognized but just as important 
for their step up in the quality of SFX at the time. 
This is also the fi rst sign of Kondo’s transition to 
more of a supervising role. If you’re as dedicated 
as Koji Kondo, you would know that the only di-
rection for one’s own skills is to go up; to evolve. 
And so Super Mario World 2: Yoshi’s Island is a 
step in the right direction for Kondo’s composi-
tion skills. As he has done before, his works have 
demonstrated how well they embody the world 
of Yoshi’s Island and its various locations. At this 

point, his methods have become routine.

A Jump to 3D
With the release of the Nintendo 64 in 1996, Ma-
rio had made the jump from 2D to 3D with Super 
Mario 64 as a launch title. To facilitate such a 
huge game, Kondo composed a very diverse and 
experimental soundtrack. Look at Bomb-omb 
Battlefi eld’s jazzy electronic melody with brass 
accompaniment, Dire Dire Docks with its slow 
calming synths, Lethal Lava Land with its Indian 

SUPER MARIO WORLD 
PILOTWINGS

TLOZ: A LINK TO THE PAST

STARFOX

SMW2: YOSHI’S ISLAND

SUPER MARIO 64

STARFOX 64

TLOZ: OCARINA OF TIME
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strings and percussion, Big Boo’s Balcony with 
its daunting low vocals, the percussion heavy 
underground Mario theme serving as this game’s 
underground  theme, and Bowser’s theme that 

makes use of an organ in a heavy metal piece.

Following close behind is 1997’s Starfox 64, 
which Kondo co-compose with Hajime Wakai. 
Even  though Kondo’s contributions were very lit-
tle, he gained further experience with orchestral 

works similar to that of Hollywood sci-fi  scores.

As previously mentioned, Mario made the jump 
to 3D in 1996. Now it’s Links turn to be thrust 
into the 3D world with 1998’s The Legend of 
Zelda: Ocarina of Time. As was Super Mario 64, 

Ocarina of Time was a monumental milestone, 
which Kondo catered to. Taking what he had 
learned from his older works, he has created 
a soundtrack that helped redefi ne the Zelda 
franchise. This game was also the fi rst one where 
Kondo has effectively implemented the use of 
adaptive music.  This was done by segmenting a 
piece of music in order to apply or remove chord 
progressions as the situation needed. Following 
Ocarina of Time’s success, Nintendo proceeded to 
make a sequel. The sequel is The Legend of Zel-
da: Majora’s Mask. As a darker entry in the series, 
Kondo took a more Asian and “foreign” inspired 
direction for his new compositions. This helped 
accentuate the horror aspects of the setting and 
story. Of course, there are still songs in the same 
vein as Ocarina of Time as this is a sequel but 
like the story, the music original to Majora’s Mask 
stands strong on it’s own. Kondo’s infl uence 
grows and as a supervisor, he makes sure that his 
ideas about video game music are preserved by 
his sound team; to make music that is memora-

ble, diverse, and adaptable.
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Kondo’s last major work was 2002’s 
Super Mario Sunshine for the Nintendo 
Gamecube. This game was a very differ-
ent beast to that of Super Mario 64. Re-
gardless, you can expect Kondo to make 
his music work. For this soundtrack, Kon-
do embodied the tropical vacation theme 
in the music using traditional tropical 
percussion with light and energetic or 
slow and relaxing vibes to the composi-
tions. Shinobu Tanaka, a co-composer, 
handled the cutscene music and ambient 
themes to compliment the direction that 

Kondo set.

Working as a Supervisor
For the next few years, Kondo remained 
in the supervisor role, composing sparse-
ly. Of course, sparsely for a dedicated 
man such as Koji Kondo meant that he 
regularly contributed to many of Ninten-
do’s franchises. This includes 2006’s New 
Super Mario Bros’ Overworld Theme and 
The Legend of Zelda: Twilight Princess’ 
Prototype Orchestral Piece #1. There is 

also 2007’s The Legend of Zelda: 
Skyward Sword’s Ballad of the Goddess. 
All these pieces served as the basis to the 
rest of the soundtrack of their respective 
games. Koji Kondo’s dedication is some-
thing fuelled by ambition. He lives for 
video games in the form of music. 
He has lived an age of computerized 
music, into that of live orchestrations, 
with open arms for both. He loves the 
concept of change and variety, which 
refl ects in his music. His efforts behind 
pushing technical limits had him work on 
the design of the 3DS so that the music 
and sound quality can be at its best on a 

handheld device.

While he loves making music, he prefers 
being in the supervisor role, because he 
could then listen to music that isn’t his. 
He loves arrangements and remixes for 
the same reason. “You can go onto You-
tube and see all kinds of people using all 
kinds of instruments and orchestrations 
of these songs. It was not expected, but 
it makes me very happy.” Speaking of 
remixes, 2015’s Super Mario Maker cele-
brating Mario’s 30th anniversary, consists 
of arrangements and remixes of his own. 
The game refl ects his workfl ow, working 
with pieces to make layers that support 
the experience of the player. Kondo has 
been in the industry for a long time and 
has helped shape the childhoods of many 
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After working in Illustrator, I started pulling my work into the InDesign file and 
adding some hiearchy to my typography. The colour palette gets utilized more 
throughout including on the timeline I placed at the bottom. The irregular shapes 
produced by the information in boxes creates some fun movement to the bottom 
to contrast the cleaner columns above.
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Who is

Koji Kondo?

Koji Kondo, a man dedicated to video gaming. 
Whether you know him or not, you’ve probably gotten 
his music in your head from if you are somewhat 

familiar with video games.

Starting on the NES and SNES
Born on Aug 13, 1961 in Nagoya Aichi, Japan. As a kid 
of the age of 5, Koji Kondo entered the music world 
playing the electone organ. Growing up to be a teenager 
in a clever band, he played jazz and rock. Inspired by 
cinema scores and soundtracks, he continued to 
dedicate himself to music. During his senior year at the 
Osaka University of Arts, Nintendo, which was still 
young at the time, sent out recruitment messages to the 
school for potential composers and sound programmers. 
Kondo successfully applied by 1984. For his fi rst year 
working at Nintendo, he took his experiences working 
on games like Golf, Devil World, and the renown 

Punch-Out, to learn to get a feeling for the type of 
music he’ll do and what would be expected for 

sound programming. 

Kondo’s work truly garnered attention with 1985’s 
Super Mario Bros. The soundtrack that he composed 
holds up today as iconic pieces that make up a lot of 
what the Mario franchise is today. When composing, 
Kondo’s goal is to make music that fi ts the settings of 
Nintendo’s fun bright worlds which people never get 

tired of.

Next in line is 1986’s The Legend of Zelda, where he 
composed four full pieces including the adventurous 
overworld theme many know and love. With these two 
huge games added to his discography, his reputation 
rose signifi cantly as did his position, moving up to being 
Nintendo’s main composer.

by Tristan Sabado

COMPOSER SPOTLIGHT

A Composer’s Legacy
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Looking further at the Mario series, he’s done 
work on Doki Doki Panic localized and Super 
Mario Bros 2, Super Mario Bros 3, and Super 
Mario World. Being open to any and all music, 
Kondo loved to experiment and combine instru-
ments and music styles; all the while, pushing 
the limits of what Nintendo’s hardware could do 

regarding sound capabilities.

Being very busy, Kondo was unable to work on 
any Zelda titles until 1991’s The Legend of Zelda: 
A Link to the Past. Many more iconic Zelda tunes 
came out of this soundtrack he composed such as 
Hyrule Castle, Karkiriko Village, the Zelda Theme 
and the Ganondorf Theme, among others. A Link 
to the Past brought this legend closer to a bigger 
legend; Shigeru Miyamoto. Miyamoto helped to 
visually inspire Kondo for his compositions that 
are tightly bound to their settings. Miyamoto 
would go further  and give feedback after the 
compositions were complete. This type of 
interaction helped Kondo make Miyamoto’s 

visions a reality. 

The next few games he worked on were Pilot 
Wings, SimCity, and 1993’s Starfox. His contribu-
tions weren’t as recognized but just as important 
for their step up in the quality of SFX at the time. 
This is also the fi rst sign of Kondo’s transition to 
more of a supervising role. If you’re as dedicated 
as Koji Kondo, you would know that the only di-
rection for one’s own skills is to go up; to evolve. 
And so Super Mario World 2: Yoshi’s Island is a 
step in the right direction for Kondo’s composi-
tion skills. As he has done before, his works have 
demonstrated how well they embody the world 
of Yoshi’s Island and its various locations. At this 

point, his methods have become routine.

A Jump to 3D
With the release of the Nintendo 64 in 1996, Ma-
rio had made the jump from 2D to 3D with Super 
Mario 64 as a launch title. To facilitate such a 
huge game, Kondo composed a very diverse and 
experimental soundtrack. Look at Bomb-omb 
Battlefi eld’s jazzy electronic melody with brass 
accompaniment, Dire Dire Docks with its slow 
calming synths, Lethal Lava Land with its Indian 
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strings and percussion, Big Boo’s Balcony with 
its daunting low vocals, the percussion heavy 
underground Mario theme serving as this game’s 
underground  theme, and Bowser’s theme that 

makes use of an organ in a heavy metal piece.

Following close behind is 1997’s Starfox 64, 
which Kondo co-compose with Hajime Wakai. 
Even  though Kondo’s contributions were very lit-
tle, he gained further experience with orchestral 

works similar to that of Hollywood sci-fi  scores.

As previously mentioned, Mario made the jump 
to 3D in 1996. Now it’s Links turn to be thrust 
into the 3D world with 1998’s The Legend of 
Zelda: Ocarina of Time. As was Super Mario 64, 
Ocarina of Time was a monumental milestone, 
which Kondo catered to. Taking what he had 
learned from his older works, he has created 
a soundtrack that helped redefi ne the Zelda 
franchise. This game was also the fi rst one where 
Kondo has effectively implemented the use of 
adaptive music.  This was done by segmenting a 
piece of music in order to apply or remove chord 

progressions as the situation needed. Following 
Ocarina of Time’s success, Nintendo proceeded to 
make a sequel. The sequel is The Legend of Zel-
da: Majora’s Mask. As a darker entry in the series, 
Kondo took a more Asian and “foreign” inspired 
direction for his new compositions. This helped 
accentuate the horror aspects of the setting and 
story. Of course, there are still songs in the same 
vein as Ocarina of Time as this is a sequel but 
like the story, the music original to Majora’s Mask 
stands strong on it’s own. Kondo’s infl uence 
grows and as a supervisor, he makes sure that his 
ideas about video game music are preserved by 
his sound team; to make music that is memora-

ble, diverse, and adaptable.

Kondo’s last major work was 2002’s Super Mario 
Sunshine for the Nintendo Gamecube. This game 
was a very different beast to that of Super Mario 
64. Regardless, you can expect Kondo to make his 
music work. For this soundtrack, Kondo embod-
ied the tropical vacation theme in the music using 
traditional tropical percussion with light and 
energetic or slow and relaxing vibes to the 
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compositions. Shinobu Tanaka, a 
co-composer, handled the cutscene music 
and ambient themes to compliment the 

direction that Kondo set.

Working as a Supervisor
For the next few years, Kondo remained 
in the supervisor role, composing sparse-
ly. Of course, sparsely for a dedicated 
man such as Koji Kondo meant that he 
regularly contributed to many of Ninten-
do’s franchises. This includes 2006’s New 
Super Mario Bros’ Overworld Theme and 
The Legend of Zelda: Twilight Princess’ 
Prototype Orchestral Piece #1. There is 
also 2007’s The Legend of Zelda: 
Skyward Sword’s Ballad of the Goddess. 
All these pieces served as the basis to the 
rest of the soundtrack of their respective 
games. Koji Kondo’s dedication is some-
thing fuelled by ambition. He lives for 
video games in the form of music. 
He has lived an age of computerized 
music, into that of live orchestrations, 
with open arms for both. He loves the 
concept of change and variety, which 

refl ects in his music. His efforts behind 
pushing technical limits had him work on 
the design of the 3DS so that the music 
and sound quality can be at its best on a 

handheld device.

While he loves making music, he prefers 
being in the supervisor role, because he 
could then listen to music that isn’t his. 
He loves arrangements and remixes for 
the same reason. “You can go onto You-
tube and see all kinds of people using all 
kinds of instruments and orchestrations 
of these songs. It was not expected, but 
it makes me very happy.” Speaking of 
remixes, 2015’s Super Mario Maker cele-
brating Mario’s 30th anniversary, consists 
of arrangements and remixes of his own. 
The game refl ects his workfl ow, working 
with pieces to make layers that support 
the experience of the player. Kondo has 
been in the industry for a long time and 
has helped shape the childhoods of many 
people. May he continue his work at 
Nintendo for years to come, with both 

familiar and potentially new characters.
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This is the next step where I add the Mario and Zelda images. The Mario DPS 
uses images in order of game releases leading the eye in the shape of an M. The 
orange arrow was added to tie the images together more and emphasize the 
feeling of movement in relation to time. The Zelda page doesn’t have the same 
flow from one image to the next. With less space and images without the context 
of an environment, I just placed them according to the space that they take up. 
A last minute addition were the musical staffs up in the header. I haphazardly 
added orange rules in the header to sort of wrap the content, but it felt right to put 
something more in the header, so I added simplified music excerpts from Mario 
and the The Legend of Zelda to highlight some famous music and emphasize the 
music that hangs above all these games.
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UNDERTALE
BY DANIEL 
ALVAREZ

This year, Undertale reached 
its fifth anniversary. 

To celebrate, Famitsu gave 
Undertale the cover, and a 
special section in the maga-
zine’s most recent issue. In 
addition, fans were treated 
to a free online concert.

On September 15, 2015, a little game called 

Undertale released on PC. Its creator, Toby Fox, 

did not anticipate how massive it would become. 

Spawning fan art, plushies, and fan games, 

Undertale continues to remain part of video 

game pop culture five years after its release. 

Currently, fans are waiting for the rest of 

Deltarune, the (kind of) followup to the criti-

cally acclaimed Undertale. Recently, Fox offered 

an update on Deltarune’s progress.

One can see the emotional impact 

Undertale has had on individuals. 

Undertale—its characters, story 

and music—means a lot to many 

people around the world. The fact 

such a small scale game received a 

professional concert speaks to 

Undertale’s continuing legacy. 50 

years from now, fans will still feel 

filled with determination as 

Hopes and Dreams begins to play.

Now, the official Undertale YouTube channel has 

uploaded the entire Undertale 5th Anniversary 

Concert. The concert was originally conducted by 

MUSIC Engine on May 6, 2019, in Tokyo. It has been 

“remastered with new content” for the stream. 

It was streamed on September 15 for Undertale’s 

fifth anniversary, but is now available to watch 

for those who missed it. You can view the concert 

stream below. The concert begins after the 

45 mark, although there is some nice artwork and 

fun dialogue from Undertale’s characters before-

hand. Sans also makes a humorous entrance right 

before it starts.

Simply put, the concert is impressive whether 

you have played the game or not. One can pick 

any of the music and be amazed by how well 

it’s brought to life. The “Snowy” theme begins 

perfectly with the piano before transitioning 

to the soft violin, and “Finale” is a high ener-

gy jaunt befitting of the climax. And, as ex-

pected, seeing “Megalovania” conducted in uni-

son is surreal. The large rounds of applause 

are certainly earned.

AD

This direction integrates pictures of  the concert and the game in a collage 
that serves as a backdrop to the body copy distributed across the pages. As an 
anniversary that brings fans back to the game, I wanted to start with that beautiful 
image of the ending sunset that blends in with the yellows and browns of the 
surrounding images. I also wanted to make the event feel more fancy by scanning 
in decorative cursive for the type following the title of the game. The treatment of 
the body copy throughout this and the second layout direction makes use of the 
text boxes of Undertale. In this one I also use the same typeface as the game and 
felt like it was too hard to read in such large chunks, which gets fixed later.
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UNDERTALE

BY DANIEL 
ALVAREZ

This year, Undertale reached 
its fifth anniversary. 

To celebrate, Famitsu gave 
Undertale the cover, and a 
special section in the maga-
zine’s most recent issue. In 
addition, fans were treated 
to a free online concert.

Fangamer and 8-4 are proud to 
present a very special 5th anniversary 
online concert broadcast of the 
music of UNDERTALE

Arranged and performed by MUSIC 
Engine, filmed in May 2019 in Tokyo, 
Japan and remastered with new content 
for this digital stream

This moment 
of celebration 
fills you with 
determination.

On September 15, 2015, a little game called 

Undertale released on PC. Its creator, Toby Fox, 

did not anticipate how massive it would become. 

Spawning fan art, plushies, and fan games, 

Undertale continues to remain part of video 

game pop culture five years after its release. 

Currently, fans are waiting for the rest of 

Deltarune, the (kind of) followup to the criti-

cally acclaimed Undertale. Recently, Fox offered 

an update on Deltarune’s progress.

One can see the emotional impact 

Undertale has had on individuals. 

Undertale—its characters, story 

and music—means a lot to many 

people around the world. The fact 

such a small scale game received a 

professional concert speaks to 

Undertale’s continuing legacy. 50 

years from now, fans will still feel 

filled with determination as 

Hopes and Dreams begins to play.

Now, the official Undertale YouTube channel has 

uploaded the entire Undertale 5th Anniversary 

Concert. The concert was originally conducted by 

MUSIC Engine on May 6, 2019, in Tokyo. It has been 

“remastered with new content” for the stream. 

It was streamed on September 15 for Undertale’s 

fifth anniversary, but is now available to watch 

for those who missed it. You can view the concert 

stream below. The concert begins after the 

45 mark, although there is some nice artwork and 

fun dialogue from Undertale’s characters before-

hand. Sans also makes a humorous entrance right 

before it starts.

Simply put, the concert is impressive whether 

you have played the game or not. One can pick 

any of the music and be amazed by how well 

it’s brought to life. The “Snowy” theme begins 

perfectly with the piano before transitioning 

to the soft violin, and “Finale” is a high ener-

gy jaunt befitting of the climax. And, as ex-

pected, seeing “Megalovania” conducted in uni-

son is surreal. The large rounds of applause 

are certainly earned.

AD

Realizing that this article needed two DPS spreads, I went about extending the 
first page without breaking the complete composition it had originally. That 
meant I needed more type and I needed pictures that didn’t pull too hard from 
the content on the first page. I also reduced the font size of the body copy as was 
suggested in critique and It still didn’t sit right with me.
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BY DANIEL 
ALVAREZ

This year, Undertale reached 
its fifth anniversary. 

To celebrate, Famitsu gave Undertale the 
cover, and a special section in the maga-
zine’s most recent issue. In addition, fans 
were treated to a free online concert.

1

A Collab to Share 
love and not LOVE.

Fangamer and 8-4 are proud to 
present a very special 5th anniversary 
online concert broadcast of the 
music of UNDERTALE

Arranged and performed by MUSIC Engine, filmed in May 2019 

in Tokyo, Japan and remastered with new content for this 

digital stream.

This moment of 
celebration fills you 
with determination.

25th Anniversary Concert

On September 15, 2015, a little game called 

Undertale released on PC. Its creator, Toby Fox, did not 

anticipate how massive it would become. Spawning fan art, 

plushies, and fan games, Undertale continues to remain part 

of video game pop culture five years after its release. 

Currently, fans are waiting for the rest of Deltarune, the 

(kind of) followup to the critically acclaimed Undertale. 

Recently, Fox offered an update on Deltarune’s progress.

One can see the emotional 
impact Undertale has had on individuals. Un-

dertale—its characters, story and music—means 

a lot to many people around the world. The fact 

such a small scale game received a 

professional concert speaks to Undertale’s 

continuing legacy. 50 years from now, fans 

will still feel filled with determination as 

Hopes and Dreams begins to play.

3 5th Anniversary Concert

The Game & 
The Emotions

Now, the official Undertale YouTube 
channel has uploaded the entire 
Undertale 5th Anniversary Concert. 

The concert was originally conducted by MUSIC Engine on 

May 6, 2019, in Tokyo. It has been “remastered with new 

content” for the stream. It was streamed on September 15 for 

Undertale’s fifth anniversary, but is now available to watch for 

those who missed it. You can view the concert stream below. 

The concert begins after the 45 mark, although there is some 

nice artwork and fun dialogue from Undertale’s characters 

beforehand. Sans also makes a humorous entrance right 

before it starts.

45th Anniversary Concert

Simply put, the concert is impressive 
whether you have played the game or not. 

One can pick any of the music and be amazed by how 
well it’s brought to life. The “Snowy” theme begins 
perfectly with the piano before transitioning to the 
soft violin, and “Finale” is a high energy jaunt 
befitting of the climax. And, as expected, seeing 
“Megalovania” conducted in unison is surreal. 
The large rounds of applause are certainly earned.

What are you waiting for?
GO! It’s FREE! You like 
FREE things right?

5 5th Anniversary Concert

AD

Here, I have all the type I needed and adding more typographic hierarchy helped 
fill out space. Placing iconography also helped with that. Using the typographic 
settings from Layout 2, I changed the body copy to use Charter and then made 
further adjustments. Struggling to find quotes, I took the idea from Layout 3 to 
incorporate references in the subheadings, almost like quotes, bring out some 
of the game’s personality, while tailoring them to the context of the article. 
Concerned over the noise the background collage made, I tried to make use of my 
empty spots which I coloured purple from the sunset image, and stretched them 
across the whole page. I reduced the opacity of every image and that reduced their 
hierarchical strength and  tied them together with that purple tint. 
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UNDERTALE
5th anniversary 

Concert

This year, Undertale reached its 
fifth anniversary. 

To celebrate, Famitsu gave Undertale 
the cover, and a special section in 
the magazine’s most recent issue. In 
addition, fans were treated to a free 
online concert.

U
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BY DANIEL 
ALVAREZ

Now, the official Undertale YouTube 
channel has uploaded the entire 
Undertale 5th Anniversary Concert. 
The concert was originally conduct-
ed by MUSIC Engine on May 6, 2019, 
in Tokyo. It has been “remastered 
with new content” for the stream. 
It was streamed on September 15 
for Undertale’s fifth anniversary, but 
is now available to watch for those 
who missed it. You can view the 
concert stream below. The concert 
begins after the 45 mark, although 
there is some nice artwork and fun 
dialogue from Undertale’s charac-
ters beforehand. Sans also makes a 
humorous entrance right before 
it starts.

On September 15, 2015, a little 
game called Undertale released on 
PC. Its creator, Toby Fox, did not 
anticipate how massive it would 
become. Spawning fan art, plushies, 
and fan games, Undertale continues 
to remain part of video game pop 
culture five years after its release. 
Currently, fans are waiting for the 
rest of Deltarune, the (kind of) 
followup to the critically acclaimed 
Undertale. Recently, Fox offered an 
update on Deltarune’s progress.

One can see the emotional impact 
Undertale has had on individuals. 
Undertale—its characters, story and 
music—means a lot to many people 
around the world. The fact such a 
small scale game received a profes-
sional concert speaks to Undertale’s 
continuing legacy. 50 years from 
now, fans will still feel filled with 
determination as Hopes and Dreams 
begins to play.

What is 
Undertale?

How Big is It?

Simply put, the concert is impressive 
whether you have played the game or 
not. One can pick any of the music and 
be amazed by how well it’s brought 
to life. The “Snowy” theme begins 
perfectly with the piano before transi-
tioning to the soft violin, and “Finale” 
is a high energy jaunt befitting of the 
climax. And, as expected, seeing 
“Megalovania” conducted in unison is 
surreal. The large rounds of applause 
are certainly earned.

AD

This direction is similar to the first but I wanted to make use of more vertical 
elements and accompany them with sprites from the game. I also wanted to have 
full page screenshots of the game be in the background so that the content would 
be like menus over the game. However leaving the backgrounds as flat colours 
and looking just at the layout, it felt bland. Deciding to not use this one early, I 
used it to try out typographic treatments.
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UNDERTALEUNDERTALE
5th anniversary
concert

This year, Undertale reached its fi fth 
anniversary. 
To celebrate, Famitsu gave Undertale the cover, 
and a special section in the magazine’s most 
recent issue. In addition, fans were treated to a 
free online concert.

BY DANIEL ALVAREZ

1

On September 15, 2015, a lit-
tle game called Undertale re-
leased on PC. Its creator, Toby 
Fox, did not anticipate how 
massive it would become. 
Spawning fan art, plushies, 
and fan games, Undertale 
continues to remain part of 
video game pop culture fi ve 
years after its release. Cur-
rently, fans are waiting for the 

rest of Deltarune, the (kind 
of) followup to the critically 
acclaimed Undertale. Recent-
ly, Fox offered an update on 
Deltarune’s progress.

Now, the offi cial Undertale 
YouTube channel has upload-
ed the entire Undertale 5th 
Anniversary Concert. The 
concert was originally con-
ducted by MUSIC Engine on 

May 6, 2019, in Tokyo. It has 
been “remastered with new 
content” for the stream. It was 
streamed on September 15 for 
Undertale’s fi fth anniversary, 
but is now available to watch 
for those who missed it. You 
can view the concert stream 
below. The concert begins 
after the 45 mark, although 
there is some nice artwork 
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and fun dialogue from Under-
tale’s characters beforehand. 
Sans also makes a humorous 
entrance right before it starts.

One can see the emotional 
impact Undertale has had on 
individuals by looking at the 
YouTube comments. Under-
tale - its characters, story and 
music - means a lot to many 
people around the world. The 

fact such a small scale game 
received a professional con-
cert speaks to Undertale’s con-
tinuing legacy. 50 years from 
now, fans will still feel fi lled 
with determination as Hopes 
and Dreams begins to play.
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Simply put, the concert is impressive whether you have played the 
game or not. One can pick any of the music and be amazed by how 

well it’s brought to life. The “Snowy” theme begins perfectly with the 
piano before transitioning to the soft violin, and “Finale” is a high 

energy jaunt befitting of the climax. And, as expected, seeing 
“Megalovania” conducted in unison is surreal. The large rounds of 

applause are certainly earned.

This moment 
of celebration 
fills you with 
determination.
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AD

This direction makes use of a layout where the text is vertically centered and 
the visuals border the top and bottom of the pages. It felt like a good way to 
“montage” the pictures as if it’s a video montage of the content presented. The last 
page would be like a closing remark to a letter, which is why I went with an off 
white background colour. I personally liked the idea conceptually, but as brought 
up in critique, my images aren’t striking enough or specific enough to tell any 
story across a period of time.


