ROBERTS, EVANGELI NE MAE, M. M. fAWelcome to
and t he Pl ay eQhunsofé Rokégnom MystarycDengeof@018).
Directed by Dr. Ade Ricci and Dr. Guy Capuzzt?22 pp.
Most scholarship omideo game music tesdofocus on either their interactive or
nonri nt eractive el ement s, KT Ime onwsic ofahsinsaldgsa me p | ay
Pokémon Mystery Dungeaeriesunitesgameplay and story through the use of motives,
silence, andharednodes and keyd his blending has important ramifications for the
p | a ygaminyy experience. The recurrence of musical elements links discrete tracks and

scenes within the games, making the audio crucial for undersggttigiriull meaning of

the games.



AWELCOME TO THE WORLD OF POKEMON! o: MUSI C

EXPERIENCE INCHUNSOFT® $OKEMON MYSTERY DUNGEON

by

Evangeline Mae Roberts

A Thesis Submitted to
the Faculty of The Graduagchool at
The University of North Carolina at Greensboro
in Partial Fulfillment
of the Requirements for the Degree
Master of Music

Greensboro
2018

Approved by

Committee CeChair

Committee CeChair



APPROVAL PAGE

This thesis written by EVANGELINE MAE ROBERTS has been approved by the
following committee of the Faculty of The Graduate School at The University of North

Carolina at Greensboro.

Committee CeChair

Committee CeChair

Committee Member

Date of Acceptance by Committee

Date of Final Oral Examination



ACKNOWLEDGMENTS

| would like to thank Adam Ricci for continually pushing me to better my writing
style and dealing with mgnanyquestions, Guy Capuzzo for helping me work through
the early stages of the process and providing valuable feedbaunly early arguments
and Kalan Rubinoff for helping me make my first chapter more redwendly. All three
have been available for meetings when | needed them and more than willing to make
comments and give criticism as | worked on this thesis, and for that | am extremely
gratefd. | would also like to thank my parents, Sharon and Trent Robertseiiog
emotionally supportive durintdnis whole process and supporting agademic
endeavors, and my significant other, Brian Mulharin, for always being there for me when

| needed suppbwhile working on thigroject.



TABLE OF CONTENTS

Page
LIST OF FIGURES..... ..ttt ieeei bbbt e e e s eete et et e e e e e e e e e e e e e e e e e s s ammmnaeaaeas Vi
LIST OF EXAMPLES ......ooiiiiiiiiiiiii e eeeees Vil
CHAPTER
AV I O 15 1 L (] PR 1
[LA: Literatureé REVIEW.........uuuiiiiiiiieeeeeeeceeeiciiiie e eeeeevvinnne e B
I.A.1: Theories of Film and Early Video
GaME MUSIC.....cceviiiiiiiiiiiiee e eeesiiennn e e e e eeeeeeeaneen
I.A.2: Theories of the Functions of Video
GaAME MUSIC....ceeveiiiiiiiiiiie et e e enee s 6
I.A.3: Adaptive Audio and Musical Compositian.................... 8.
[LA.4: Sound and SIleNCE..........uiiiiiiiiie e 10
[.B: Overview of the Music oMystery DunNgeon............ccceeeeeeeeeereen. 13
[I. THE MUSIC OFRESCUE TEAM......coiiiiiiiiiieeee e 17
[LA: PlOt OVEIVIEW.. ..ot ee e enenne e 19
[1.B: Modality in Mystery DUNQEON............cccuvviiiiiiiieeeiiviiieeeeeeee 23
[1.C: RecUrring MOLIVES..........ccooiiiiiiiiiiiieeme e e 24
[I.C.1: Rescue and Team MOLIVES..........ccccvvvvevveiiiieneeeeeeeeee 24
[1.C.2: Fugitive and Truth MotiVes.............cccceeeeeeiiiieeceniiinnnns 33
[1.D: Silent MOMENTS........cccovviiiieiieiiiiiemmr e smmmeeeeeeenee 4D
II.E: Musical Elements of Dungeon Tracks...........cccooevvvvivieeeneeeeenn 48
[ILE.1: Dungeon Track OVEIVIEW............ooeeeiiiiiiiimnnn s 48
[LE.2: TINY WOOAS ... .o iiiiiiiiiie ettt avmmmeees 53
[LE.3: Mt BIAZE.....uviiiiiieiieeeeeeeee ettt 55
[LE.4: SKY TOWE.....ouiiiieiiiie et enea e 58
[1l. THE MUSIC OFEXPLORERS........utttiiiiiiiiiiiiisceeeiiieieeeeeeee e 65
LA PIOt OVEIVIEW. .. ..ottt 67
[1.B: Old and NeW MOLIVES............cceeuiriiieiiiimmeeeeiiiiinen e e e e e e e e eeennes 70
[11.B.1: Rescue and Team, Exploration and
GUIld MOLIVES.......coeieieii e 70
[11.B.2: Time Gear and Sacrifice MOtIVeS..........cccceeeiiiieeieieanes 77
[1I.C: Silence, Dusknoir, and Uncertainty...........ccccoeeeeeeeeeeeeecnnnnnnn. 94
[11.D: DUNGEON TTACKS .....uttteiiiieie e eeinrne e 99

iv



[11.D.1: Treeshroud FOreSt.......coou e, Q9

H1.D.2: Hidden Land..........coooooeiiiiiiiiiiie e 104

[V, CONCLUSION. ...ttt er e e e e e e e e e ees 112
BIBLIOGRAPHY ..ttt ee e et e e ee e e e eneeeeaaeees 115
APPENDIX A. TRACKS INRESCUE TEAM......oiiiiii e 117
APPENDIX B. TRACKS INEXPLORERS ... e 119



LIST OF FIGURES

Page
Figure 1. Table of Functions of Music in Media...............ccovvvivieeei e 6
Figure 2. Division of Tracks iRESCUE T@AM...........uuuuuuuiiiiii i e e e e e e e eeens 18
Figure 3. Plot Diagram dRESCUE TEAIM ... ......c.uuuuriiriiiirireeiiiiibeiereee e e eeeeeeeeeeeeeeeees 20
Figure 4. Uses of Rescue and Team MOLIVES..........coooviiiiiiiicce e 26
Figure 5. Uses of Fugitive and Truth MOIVES.............cccoeeiiiimmmiiecce e 35

Figure 6. Table Out l.i.ni.ng..ASky.. Toweb®so Fo

Figure 7. Division of Tracks iBEXPIOrerS.........cccceviieiiieeeiiiiiieeei e 66
Figure 8. Plot Diagram EXPIOIErS.........ccooiiiiiiiiiiiiiiieeee e e eesaannaes 68
Figure 9. Tracks Featuring Time Gear and Sacrifice Matives...............coeeveeeeunnne 78

vi



Example 1. Team Motive frolRescue Teain n

LIST OF EXAMPLES

Page

APok ®ma.n...S.g.u.a.r.mo

Example 2. Rescue Motive froORESCUE TEAML........cvviiiiiiiieiiiiiieeeeee e 15

Example 3.OHT oni c

Exampl

Exampl

Example 6a. The Fugitive Motive irkEonian

e

e

4 .

5.

Ending

Truncated

Moti ves

Example 6b. The Truth Motive in C Aeolian

Exampl
Exampl
Exampl
Exampl
Exampl
Exampl
Exampl
Exampl

Exampl

e

7.

8.

9.

10.

11a.

11b.

12a.

12b.

13.

Fugitive
Fugitive

Fugitive

Truth Mot i v-8..i.n...

St

=]

The Mai

The Mai

and Tr-18}).h....Mo.t..i..v..875
a rintm. I683Y.1..h.....M.0.1..i..v.B8s

Mo t {12).e.....i...

n

n

Mel2).a.d.i..e.s.....o. ...

Me | eld)i..e.s.....o.f......

=]

A.Ra.y.g.u.a.dda

bR .

ATi-3.y....Wo.0.d.s..0.....(..mm....... 2, 55

Vii

Used-22)n...ATi.me...af.30Reuni

i n

i n

n..h.Snawd2Refug

Bat

Mt . F-4)e.e.z.e...0..A.Sec.t.l.o.B0 ( mm.

Mt . F r28)e.z.e.....0.....B....S.e.c.t..i...a.BO ( mm.

Bl

Bl

T€)a.m..Mo.t.i.v.e..i.n2Mml ntro

-1}

t



Example 14. Opening V-a&mp..i.n.. dAMt.... B.l.&6z eo ( m
Example 15. Cadenti al Prd9®..e.s.s.i.a.n...i.B7 A Mt .
Example 16. Ost..nhat.i...l l.n...Ai.Mt.....Bl.a.z.e.0.58
Example 17. Osti.nat.o..i.n..8Sky..T.owe.r.a.60

Exampl e 18a. I ntr oduc-13).0.n..0.f....ASky..T6lwer 0 (

Example 18b. B Secti &n..of. . . ASky..T.owe.blo ( mm
Example 19. Team and Rescue Me.i.v.es.Z7li n fAEX

Example 20. Stepwise Des.cent. . i.n. . iEXpPd or at

Example 21. The Guild Mot i vl8)..l.n..A.Ex.p3 or at i

Example 22a. Rescue Motive in F MiXAIRN..........oooviiiiiieeee 74
Example 22b. Exploration Mot2)v.e..i.n. @Expl or
Exampl e 23a. Endi ng..Me.as.ur.es..of.. . AIli.79 eo

Example 23b. Ending Measwur.es..of. AEX@BY or ati

Example 24. The Exploration MIG}.i.v.e..i6n 0 Wig
Example 25. The Time Gear MOtV .........cccveeiiiiiiiiecceeeeeeeeeeeeeeeeeee e d D
Example 26. Sacrifice Motive and HarmonizatianS..............cccoevvveeeeeeee e e e 80
Example 27. Time Gear Motive and Harmonizations...............ccceeeeveeeereeeevciiineennn, 81

Exampl e 28. Sacrifice Motivel2).n..iT.hBlough t

viii



Example 29. Sacrifice Mot-82ye...i.n..ATeBpor al
Example 30. fMfMbdbempohalNOoT ona.d..i.z.e.d....Ha.r.m®/ni es

Example 31. Motives in ADi9a.l.g.ad.s.Ei.§&ht to
Example 32. Time Gear il1l6)..A.T.emp.o.r.al...%0wer 0

Example 33. A Lydian i-#4)..ATr.ees.hr.oudl0OlFor est

=]

Example34. ALy di an i n Tr eesdr.oud...Eor.es.t.i01 ( mm.

=]

Example35.BLy di an i n Tr ees Bt.owud..Far.es.t.02 ( mm.
Example 36. Rapid Harmonic Ch-8M.g.es.l0h ATr e
Example 37. Ostinat 09).i.n...AHi.dden..Lanod ( mm.
Example 38. ResolutiontosB n A Hi dden 46.n.d.o...(.mm....J01G&

Example 39. Transition Betwe<®2..Sec.tl0®ns in

Example 40. Descendingsth Pr ogr essi on i n -ZBH.i.d.d.e.hlOLando



i n

CHAPTER |

INTRODUCTION

As vi dedogamdashose inteadldthtaver gclowhdi a@n
mplexity, so has their music. The greate
rthed a fledgling discipline studying au

bject tends to focus omrds@tah figra ditelpd aiynt er

their nadis bORgee @l emeon st he former i s pi
teractivity is what sets games apart fro
me codapaeeenps s t o create most b &t pchhhoyiecaens c

dtaonsfadagprimedtot dedisof ocus on thea abil it
si caldspurcond ladt ar swmly g anmdNairmtad i avet isdadmugd.i es
hol ars such as Simon WoothandriZgchsWbéal g
me music 3Whaftilimsmhmeike agch tehlaetmednotnsbi nes

mepl ay and story. ©Osebs$emnmidesngl ovedhlegef @

Eli zabetGr ae dhiansa st udi ¢éengtdaptinel addng an her

fiModul ar Structur e aQelntFwrnyc t\Viodne6 MG aEeerd Me s2iles tYal e
University, 2014).

Some of these games center around making music

one ofotmamtyi @l activities.

%°O0ne example of such schofMar@ bDypynami ¢ nL&Na&psd: LMu®
nnovations and t he D®3mekcetyn dIbugge rE aMady i MD isH reong.ni n

Vi deo Games:, Setdbyindd. IBl,awi |l |l iam Gi bbons, and Nei
Routl edge,9.20hdbughl this essay deals with the rela

f

ilm music specifically, film music scholarship i :

1



Chunshdk®mon MystemwphoBPengeaoamdtrack i s intec

story.

ThRok ®Mpat ery glaumegseomnwhi ch debuted in 20

Rescue Team tciatlust eed faf Ssbeor itehse wi dRO W ®mamr cess

fran,chd sfemameldi pei marily at childr®n but el

ke moPRsak @mohtelheiss, seel eaBds@marot abl e game

syst’emMystery ,tDuengprelosmyer controls a Pok®mon

gamepl ay i sndc eanrteearse dc aalrloeud dungeons. Dungeo

and as a result, their | ayout, enemies, an

me t he dungeon i s e xdsluocrhe da s atlhteh otuygphe sc eorf

items thatutndahnbehe dungeomrs tanyd tihtes smumeb esrv

Mén.e i nteractslvietsy iinnntave ggaamerg t he rando

th threats thaManyyode®megr actdrdnngdd. adul

gui ckl pvfewliMyisnt teln ¢ glaumegse dbrecause of their 1

st or iPeosk ebyan d atallegbror at e art and ani mati on

nema aanddthbaetersophisticated musi c. | f

of f | there is a c¢clear demarcation bet ween

the game with the sound on reveals that mu

i nvadeg arcdnivret «eut scenes (and vice versa),

‘Pok ®moen hai ghl y i #t &lel icgemtt uarismavli th a variety o
electricity, etc.) and physical superpower s.
SThere are fNMyvset etriyt bEmREact ¢ €Te@®@p | ¢ 2O0T ) ,
Adverstgqu@ao Gaxteosf Il Mi2t0OVL 2P upamdMy st €O ABwvmepe am e
Squwals released exclusively in Japan by downl oad ¢
other four titles, so it is fmabtniotflte ni.ctotntse deereide d

2



and story Myememy glhunedsdeocanr e uni que in this
Il i ke t hMesrefi raoafn cthhhese, tend to use different
el emeMyst yl Dytnlge olml endi ng p rienspeonftio ainnc ot nnien gmi
to a full understanding of the story; with
not be made clear to the player. These con
pl aby eexperience of the games.

The muMyisct eorfy albwrughedosn wi t h moti ves, sil e
for a vaposeetsy, odaé npuoehkxk wmeie Bnce. Recurring n
accompany | argetstaoasy ocameagnidea@oicrognph axmavraiys
rhythmic transformations and someti mes com
heard in connection with tghaemepplloatrye @ detaasingo
in a blending oPrglamegdcdyramduasbaaryuncert a

some key stcremelks tSlhbane accompf@muyn geokddeosm gar

Q
—

€ used btoot hree pernevsiernotn mehhegf atda® mgalnlgeasn t
c har éafceteeldismrgsng t heir sduhgesoh) advwielt ur @e mon:
how tehesnents ie@acnhteherptayi on of the gan
this kind of compositional apEer ma csh gtna wa rcd

ef femgltadgeeres i ngs about the game.

%O0n the comments of theSY¥owTRBEuRmdea ef Feamhe tr
(<https:// www. youtube.com/ waBe&tpwsked EvhWBPOrvRrezO>, 20|
audi o, 1:54, accessMdngudbomhhmgmRibd 8¢a me hies us@repi
the Soundtrack and the St oy ofniet sofs omyp efrafveocrtiltye, Nit
gameséoHVesr senti ments about the fitting soundtrack

3



|.A: LiteratureReview

I.LA.1: Theories of Film and Early Video Game Music

My st ery GDucnigneeoomat i ¢ ypuksmademeanaed by tra
bear similarities to film music. James Buh
functionsiMafsi musinctihe EvBLU@l eg Sodnbdeuvmeke
deschi d&e ftuncti onsndfexmulsaicndamoWedsmeai f or
tracks fal/l i Thei t heategatiegoraesGnatoati v
through motifs, phrases, or cues), emoti on
referenti al (providi matt reiad@ireet ¢ hmg ii ¢ an
bagpi pe music tTheiinmrv ke aSc atllsaond)e.vi ews t he
di egeti-di agdt nonmusic. Diegetic music i s m
uni verse and t husacpeerrcse pdiwledgleet ibeyo mbuhsei cc hiasr o
t he audience. Boit eng ati ieag ed u i @ nadrtam @wuusgehd wint hy
games the role of film watchamdMysantienrsyt e ad
Dungepeci fical ldy,efdieecgest iconssaourbut e tho it s
emotions and reactidoimmy Caaeatembsof be abf &tan
di scussesiPien shiias i ees ang’Hliec ak pNai mat homw. i ndi
musi cal el ementtnsodeifofinst ¢t buds @echh oad etPlsg chtoa b b |

theme or the crluaawcwhemg. sbunk afFsohdescribe

James Buhler anfMuBaxi d nNé¢ hme E@ioBwvi md) Brod nMu g iac k
Film and Vi sual Me ceida : GA armet iHcaarlp eQv e(rNveiwveSWor k: Co

5Stan ilRem&kyasi ve MoisBaewahd Namd aMi ®ing i n FHi8Om and
193.



that | eitmotifs can have: | eitmotifs affec
influencesionr opet e | e it neomoi tfi osnisn coer aa ccthiac
become tied to it.

Al t hobowyhst er y glaumege @h yl dietamautrief s f or spe
characters or objects (witamehesdierataml e ex
Chapt)egr tlhlelpt don many motives thaitare uté&ed
gamesThesego fnmoegre vehe orameondednif ¢ elrne ntth its avways,.
Mystery Ghohgees serve an i mportant purpose
make between tracks. The idea of tonal wuni
Lerner discuiMae@d oDpynbhmecesalapsnity as a f e
musi c pase skeendn si ncd 9astQ 61 Beoabskte yta m®bunegar | y
Mari obBtthsbeing earlygamesr thoriiefcloy poiraad @
of music in video games and indicates how
musi cmailfliyedi and compleexx |tat eyt wWwer musiLeroaer vi
evolved from previous traditions of film a
new medium began to t akémischhkeepyesowidie as e oo de
earglaynes by Ni n$wemaro Maud eldoBmmtsi.vi ¢ associ at

pat of its mi®Supalr Maoamdowneifakyswge Pé oneer s i n

Ler MiMar,i o' s Dy olaomikce ylwekapnsge | eased f orSuprecades in
Mari ofBroshe Nintendo Entertainment System in 198

YMi ¢ kmeoyu sGanc,oncept that has its origins in film
synchr onmazwamewitt hon screen.

5



these of musi c haend a unbiad/,dtasnbdn e vg Ildy oi mgfalmeen
t olfl.ow
I.LA.2: Theories of the Functions of Video Game Music
As video games have gained their own id
ways to interpret the various functions of
t he medi um.c hTowaoa rssu cahraen dS i Znaocnh Wwhoads e nét y pol o gi

along with Buhddar eapdemieqnureed eli n

Fl LM VI DE@A ME S
Buhl er/ N|Wood Whal en
Emoti onNarrative Draw the Pl ay

Gamepl ay

Narrat.i

Expand the Wo

ReferenAmbi ent
Evelnrti gger ed

Figure 1. Tableof Functions of Music in Media

Il n hi dHiagh i 88iemes aWodordesses the form and fu
music, showing how film musdeosgobmesapbhinp
how video game music diff emropforsem tthat dfhe
three typesambigamemmescc(usually -accompan
triggered episodes (short fphbeactioonpsoual

music for noninteracHelwe cautbsecseneise (chtaaray t

Si mon Mo@d, Scores: Making SendeowfndMuasnidc Mursd cVi
Film and Vi3d®smd. Medi a

6



ty
t e
sc
t o

r e

pical composition of each of these types
nd to have music closaebyofekbeatesegnthbhrdnl m
reen events, while ambient musi cauids ooft e
accomparmgcttihen o | iBy &g aeme pal nady . it ei motne yoefr

ferengenakembbinpbaosidbeo® et emtggered epi sodes

ambient amdéctklseir emoti onal WModsElnnar nat vee:

fu

w it

nchte coamwoster acks with ani remoitdeon adarmasncdri e n
hin esememtys ed fl iR ha yngglra@Mh al en uses case st
ow how video game music that reflects wh
dwme player®iinke Whed,game.suggests that v
nctions; wunl i ke Wocoadb, | ehiosnIfyu ntcot inounssi ca rteh a
mepl ay. The functions of @aeeenpcooawr argues itch e
ayer to move forward in the game through
e wor |l d by provi darnega snucri ccalhlsfRpuydr revaiiltt lsi o
ows, the fenmempbhywmast inoanr riast i ve functi on
uméyeermo i and ref dhentliadlt e otiainicg n @lne me n
| thrékuonét WoodBubs ewelhndaNau mayéenentamd r
nctions. @otanofi Whiaé¢ @aecspaaanrdri aatgi wehe wor |
ans presentéogro@lt(lsg d mamradtadrn emc d wr & diien gvo

ayer to move into gaomal Aiyngrnawiretmicema!| &t hg

2Zach WiPdlaggn Al ong: An Appr dOd&Gamet 64 Viddesgame Mus.i
November 2004)er attes2@d7 Nowketmbp: // www. gamestudi e
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to the player why the player needdsi nthoe enga
My stery glaumegsgornf or i nstaneepléayaevhaatraarc t(earn dwi
extension) that pPak®@®motnhgeantd s asgeoggl i pgompt
pl ayer to go on missions to resc!éwhaPlo&kn®mon
demonstrates how differtmmngi dalpessppidc gaemes
thei ofgoal sssutpamc Marrd loi 8y oen sound effects
of mimokuesyi ng that i s appropriate for a cart
narrative experienckecaHeehkemenbsasttanebehow
certain emotions in conjunction with assoc
di fferent | ights daepeanrdp aisgc eme it héh imMues i nco stth
Mystery Ghhusgeohfhal |l sanegblryesnbd ambient mu
musi c, some tracks posseddequsadlagyemiensy of bo
experience in that the |ink between gamepl
game f eel it lee whioé ec o mart ehrey & lhtaenr mmant iaarbib et
noninteracti seqgaredtciest eractive

I.A.3: Adaptive Audio and Musical Composition

Music for cutscenes can either consi st

soundtracks, or audi o t Isatactiiadhuwreisn (a ctcloeg dg
his fiResady zing Groundbrodakn vwgnAGaet iene sMeKis

howa@ alfaddpti dceanaurdeisoul t i n a md'Weani @Bmel 8nv«

BThe method by which the pl er learns of her gc
di al ogue with a character, a ok or video source
i ntrtomdwc movie that establishes the setting, or th

YTim vaniR@edlien,ng Gr oundbroe &k iomgVMaatatpd i Rep MMS icc

8



di

scusses GGhow pautp Inaiygelru s pwdie@et tma | d,lyasnugceh ¢ o u

asshen the tempo and harmonic rhythm of a t

en

My
ac
ch
h a
re

t h

no

w h

emy, atnsd tshuagtg easd di msge nebloeemeé @ d sga m&e mihght
re enjoyable experiences. He al so admit s
d explains how it is not always feasible
me, especially i f skelpveduaostonmeeadm. wd
all enges that such audi o poses, van Geel
ese barriers have been overcome and ends
chetypes usedt audmtaaneso mputl @ro,bewh al | ow a
sic to be composed during gamepl ay.

Whi ldapai ve audiNMy sitse rayb,sonmreyldecameimt s o f

s tDeurnygsonu n dgirmwlkan es a me @f dtuhneg egoannse, t h e
companyi ng tr ackveshafnuretsh eassu aalo lipyg catybeer mgnow i

anges | nostthget aosh@ad a ce mdywys toar y ,tDluensggee ocnh an g e

ppen at a fixed time compared to games f
al time to d&keissi dms etihdep| &yasre, md he mus
e chétatateers

Mystery pDuwemsgenass iinsatmarc&k or | ess fixed
ninteractive scenefvalhwahenf ithed pilmaytehmi &

at tob, dbheeanly optionsivereltreadgpeanes o

i ve
Ashgate,-12R20

nteractiwv Audi o ,i nedca measr eam dCdNlelwi rvee d(nAl:der shot ,
8), 93



single newslteagaygtiiBbumepeaon he only game i n whi
considered | iGmaenar SKdaumelmeC€Co lbloiokks ci t@&as Koj i
bekbhowamposer, as saying that he views eac|
composi tiinodni,viwlibtan ngr paks o¥fSdarme dfsrigenmdovor
compositionBhé obe gamdegoifersZerleduase musi cal el
games i n, tchoen msée@tissgt’®hky game i arhiena eafi es
Ti mes di s cusbsye dWhitAhleedns.pbtvs how nmasyi cbad | ei t n
di fficult to notice in one trac@abdtd®fr 0mi
ent énedfuf e hte fpodrayter .
I.A.4: Sound and Silence

All of theaefbcebt$eusmedirien nwitd ex pgea mea ¢
pl ayet urmsshéde sound off, which is common
ot her Apse onpelnet.i o mey st eefrgyeggaumd s alr,@ whoirctha b
changes thelwgerthat atks to them. On porta
entirely contained wi ©hihnanadns ,o btjheec ts pheealkde ris
cl oser @®GBoearpl ayhaeam son whem o lafirdg @ mehme r ge s

tel edsi sipesdkdeirtsi.onal | vy, poetiabbebgamkeayadeoct

hoenmy, and many players playing them in publi

“oji HKmRaidmt,ing an I nter opbpee bPussealebdantsthpe
DevelsopGkonference, San Franci Same( B30Q@h)d, A@Aint ¢ati od
the History, TdhfeoViyde e nG@a e aMu d(ic@ma nabnrdi dSgoeu:n dM IDle sH rgen
2008¥1.90

%Jason Mhamatic Unity Acr wZ€si asWVidébo GameMBsi kert
Per f or2nmdalnlc,e no. 2 (July) , <htctce:s/slewww.asnauta.ryni29, 201
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meani ngnbobfréygamey GPBPuhgeon moments are ofte
|l ine between player and character in a sim

|.B: Overview ofthe Music of Mystery Dungeon

My case study wil/|l i NMy sider y sRuf gesgn t w
Rescuead@xam é'Taesr gmunsnbl s @i tthy pWosodof vi ©
gameusi c: tracks t Hmatacactcicons amiyt hai mpltalyeergam
ambient, and music that accompanies nonint

gener al Mytsytpeersy @D umugseiocn di ffer to accommodat

purposeent Ambacks, which are mostly used f
rhythmic and repetitive. Tracks carrying n.
rhythmically unstable and often feature di
di f f erwenecne tbheet t wo types of music, there is

RescueandBxaoamdreamrsa ngteroamcks t hat use motives
narratsveBotrlmcdgames al so fmasucepdownigedes b
enviroameomphni mebtasegamapldapwwpairnrait of
c har decmmoetrisons when the d-bagedh,i sesuvhtvenged
gameplhay | naspspootfatsetsor y.

This thesis will devote onghapter to the music of eachnga. Withineach of

these chapters, | will analyze musical motives and individual tracks that blur the line

2RescuewaTse armre | eas eBll mes RevsacniRe ¢ TR cu€oflTedaime

purposes of this paper, they wil!/l be Exphbedras o
was r el eas eHx plso rtemasnBEad fi Il ®irsme s ,ionf 2D0a0r7k niens sJapan and
North America. lans 2r0e0E9e, p lsae dtehAisrl b tthiBtklge gwa mes s har e

musi cSkaydds fifty new tracks f o3kh.pwiiloln atlh esrteofrarees s
Sky
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between gameplay and stody main point is to show howhis blurring of functions
affects the pl ayer 6bwillalsodisarsshovathedusemfcilencé t h e
affects the meaning of some [RebkcudTeamseg a me 6 s
t wo motives t ha turirgihggamef Both mativky retubrieflyrine o
Explorersfor the same purpose, linking the two games. (Apart from the usesef the

adventure themesiowever, the games shditde musical materiaf?) In Rescue Team

both motives are heardihreet r ac ks at t h easwedasénghéclasieggi nni nc
credis music, bracketing the game. Both motives as heard lvetianing tracksire in

an energetic compound quadrupieterand G Mixolydian. They both incorporate large
intervallic leaps that musically portray a character bounding or confidently striding
forward.Example 1shows the Team motive, which appears both in tlhednttory

musi c and t he @raa®ekémon8oearet r al t own

Exampl e lot iTeeRd sMourei APo&kmM®mo n oSquar e

In the introductory music, only the first twoeasures are heard, as part of transitional

material, so it may nanitially sound like a motiveHowever, its later appearance in

?Rescuéds Teamumdtrack was ¢ cEmppd soerckurtsy t A arepkosvedds y o ¢ h

y the returning Arata |iyoshi and the new compos:¢
akamur a;i chnd Skaent o, with a sixth composer Yoshihi
omposition of StkiyeAlttrhaoawkjsh alpipympaseh iitm t he credits me
ecause his musi cEwpkaduemrss, anmoral tlerkeed yf drhat he wa
he amemposition, as he doely atoer v mhenege denv etnh @ sc |
hose glimescamposi ti ons or motives.)
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fiPokémon Squaddas likely to be vaguely familiar to ghplayer, resulting in a déja
entendweffect.

Example 2transcribeshe second motive, Rescue, which is first heard on the
gamebs title screen but is also part of th
pl ace of pr omi ne n cRescue Jeadl hefResaue motivtelise me 0 f or
performedforte and with bass instruments that double the melody over three octaves, in

contrast to the quieter and more contraial music that precedés

)

™

e
e

] i ¢
T
e

Example 20tRecsRdsomiMe Team

These motives together form a significa
Their use in the ending credits specifically serves to remind the player of all that they
have accomplished over the course of the game. The way in whicarthaged in the
creditsadditionallyintimates that the game is not o¥@Althoughprominent in the
g a me 0 s thenRescuecand Team motiae not the only motives usealconvey
important informationThe game is full of musical elements that, when used in
unexpected contexts, combined with one another, or alteaadhange the way the

scenes featuring them are interpretedhgyplayer. The flexibilityof these elements

2 will discuss the implications of the presence
thoroughly in Chapter 11.
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underscorgboth games witla degree of subtlety that contributes to tlagipeal and

longevity among fan&

'n Chapters Il and 111, 1 occasionally referenc
ganmde s acakks stuppport my arguments abdexpehieemnenpact of

16



CHAPTER Il

THE MUSIC OFRESCUE TEAM

In this chapter, | wildiscuss the music of ttieescue Teanthe first of the
Mystery Dungeogames to be released. | will begin by providing an overview of the
gameds soundtrack. Foll owing this overview
pl ot and connect some of the gamedmntracks
go into detail about the gameds musical el
gameds four most common motives: the adven
briefly in Chapter), and therefuge® motives Fugitive and Trutf.In discussing these
motives, | will introduce the tracks that use these motivesapkhintheir relevance to
the plot.l will also highlight differences in harmonic accompaniment, rhythm, or melodic
intervals that may occun two tracks featuring the same motivevill continue with a
discussion the use of silence as a narrative tool within the game and conclude with an
analysis of three specific dungeon tracks, highlighting their referential and narrative
gualities.In all these analyseswill discuss the effects that the aforementioned uses of
audoh e on t he pl athegade oceasionalycitigane 6 o € o mment s
showhow t he connections | make i n my anal yse

gameds. musi c

*The names used for all the motives discussed i
vari et-ggi wdn fraammes, but there is no generally accerg
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Rescue Tearrontains 73 tracks as well as a variety of sound eféeatsshort

tracks %% nto

fanfaresFigure2di vi des t he gameds
Track type # of tracks | % of entire soundtrack
Plot 21 28.8%
Dungeon 21 28.8%
Optional 20 27.4%
Other 11 15%
Total 73 100%

Figure 2. Division of Tracks in Rescue Team

Plot tracks are thoglat play during cinematic catenes as well as during certain boss

battles?’ After the game is finishedhese cutscenes become unavailable, and thus the

tracksare not encountered againlessthe player chooses to st&dm the beginning

erasing her progress within the gams a result, plot tracks, unlike the other types,

occur a finite number of timeis each playing of the gant& Dungeon tracks are those

which play exclusivly duringdungeons; there are #iingeon tracks iRescue Team

although two of them are inaccessible until after the game has been completed. Optional

tracks are those associated with specific areas accessible to the player but not mandatory
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to finish the game; their purpose has to do with an optional element eptan will

not be discussin The A Ot her 6o category encompasses a
cleanly fall into one of the above categories. These include overworld tracks, introductory
music,triumphant tracks that follow missioredmusic that acampanies certain

random events that may befall tlayer during a dungeon journ&As a rule, tracks

loop: the three exceptiomscludet wo t racks from the gameds be
ATitle, 0 and one tcheaetdidcc smeamri, e /@.Td mMe widk IR
primarily onplot and dungeon tracks, pott r ac ks provi de most of t
and dungeon tracks an@ique amondrack types in that thetypically have both

referenti al and narrative qualities, givin
musical framework.

Il.LA: Plot Overview

Upon starting the game for the first time, the player is asked to complete a
personality test. Thistestisuse t o deci de which Pok®mon char
will be, out ofseveral possibilities. After the test is complete, the player chooses another
Pokémon character to be the partner character. The avatar anddp#ranberoed are
the two central chacters of thestory, and the only characters who are involved in every
dungeon experience up until the game is compléigdire 3 diagams the main story of

the game, with the first appearances of tracks given in word balloons.

During the game, the player can add other Pok®r

wi |l der ness arueeast rtahcakts ,h abvuet usniingqce no part of the g

Pok®mon, the player may never hear these tracks.
T he riawver wloirkely comes from early games, where

overhead vi ew. I'n moreemesdeonggaemeal hubuswahsé$yout
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When the game proper starts, the player witnesses a noninteractive cutscene in
which the avatar isvoken up by the partner in an unfamiliar forest. Upon awakening, the
avatar discovers that she has amnesia and the only things that she can remember are her
name and the fact that she is supposed to be a human, not a Pék&noe. av at ar 6 s
as a Pokéwn in an unfamiliar locale conflicts with hienowledge of herselforming the
central goal of the gandeshe desires to find out how and why this has happened to her.
The game is roughly divided into three astisown inFigure 3. In the first act, the avar
and partner decide to form a rescue team with the goal of helping Pokémon who are
suffering from the increasing amount of natural disasters affecting their area. In the
course of their rescue work, they come into contact witlati@gonist Gengar arnils
team, who desire world domination and whom the characters must battle. At the end of
the act, the avatar, through talking with the psychic Xatu, discoverthératis some
connection between her transformation and the natural disasters. Xatu dxplaens
that if the disasters are ngtbpped, they will soon bring complete destruction to the
world. Gengar overhears this, unbeknownst to the heroes, and suggests (in a statement
heard only by the player) that he will use thiswiedge for nefariousysposesin the
second act, Gengar riles up the townspeople against the heroes and convinces them that
killing the avatar will stop the natural disasters and save the world. Believing his words,
the townspeople chase the heroes out of town, and theyreee to go on the run as

fugitives. The Afugitive arc, 0 as it is ca

' n IResloueanBxagrmaorheer spl ayer can choose the gender

chosen to use female pronouns, in part because t h
i n paaitl ittoatfea easi er reading since all but one of
mal e.
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After fleeing through four dungeons, the hefbes well as some of their pursuers, who

catch up to the heroes at the end offtheth durgeon they flee through, Mt. Fre€ze

meet with a mythical Pokémon named Ninetales tells them that the avatar is not
responsi ble for the natural disasters. Vin
account proving that the heroes are not making up the story, the heroes return home and

are able to resume their rescue work.

In the third act, the heroes encounter escalating threats as the natural disasters
continue to worsen. After several missions where the heroes try to stop the effects of the
disasters, Xatu alerts the townspeople that a meteor is hurtling toward the earttarut
be stopped if they can convince the dragon Rayquaza to destroy it. The heroes take up the
challenge of traversing the Sky Tower to reach Raygudmaday before they leava,
spirit comes to the avatar, revealing that the avatar was turned inl@mén by herself
and other unknown forces to save the world from the meteor. She staiefRthajuaza
stops the meteor, it will bigme for the avatar to return to the human woflde
following day, the heroes make their way up Sky TowethAttop they meet Rayquaza,
who mi sunderstands the reason for their ar
climax. After defeating him, they make him understand that they need his help, and he
destroys the meteor and saves the wéitdlowing thesuaessfuldestruction of the
meteor, the spirit comes to the avatar and prepares her to return to the humaiheorld.
game ends with the avatar turning into a ball of light and disappearing over the horizon,

leaving a distraught partner and townspeoplerizei f t er t he avatar o6s di
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the credits roll, but the pastedits scene features the avatar returning to the Pokémon
world and reuniting with the partner.

The common thread running through the game is the idea that the heroes
consistently helfokémon suffering from natural disasters. Their rescue work permeates
many of their explorations (Act Two notwithstanding) and turns out to be the ultimate
reason why the avatar was transformed into a Pokémon. Associated with the rescue work
of the heroearethetwo adventuranotives, Rescue and Teawhich were briefly
discussed in Chapter |

[1.B: Modality in Mystery Dungeon

The music oMystery Dungeonthough it regularly makes use of diatonic pitch
class collectiongjoes not embody the characteristics common to music classified as
6t o W4 pragréssions and cadences are uncommonpargdtriadic harmonies are
rare.Some tracks use natatonic ptch-class collections, such as the whtiee or
octatonicscales, as well as rtures of multiple types. In mosases, the tondc if
presend and modality must be determined by criteria other than those that are used for
traditonally tonal music. In ordeo define tonic opitch centerl mostly follow the
guidelines outlined by Joseph Straus in his biotdoduction to PosfTonal Theory*
Although it is usually easy to identify tipgch centeof a melodic passage or harmonic
accompaniment, some tradksMystery Dungeoifeature conflicts between tipéch

centerand mode implied by the melody atimbse ofaccompaniment. One such track is

| Bt radsc tlTiooml|lt drhkoetg. ( New Yor k: W W
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ASky TowerExample BB(pve1). Inithis track, a melody is initially presented

in B Dorian, and iteccompaniment features an oscillation between A major and B minor
triads over a B pedal, also suggesting B as a central pitch class. Later in the track, a slight
variation on the same melody appears, transposed down a fourth from its initial B Dorian
appeaance into F Dorian. The oscillating accompaniment, on the other hand, is

transposed down a fifth and the pedal is removed, giving tli#oFan melody an

accompaniment implying D Lydiailthough the harmonic accompaniment aiby

assimilates the melodyhenconflicts such as these oc8uas it does in the later track

ATr ees hr o uEtplofers whech feadures anmelody implying Geolian

assimilated into the A Lydian accompanini@&in some cases iMystery Dungeonsuch

as with ASky tToo wheorn oor It hceh ocoosnef | i ct bet ween
and the four tracks iBxplorersthat present the Sacrifice motive (showrrigure 9 on

p. 78 andExample 28on p. &) are the only tracks where | honor this conflict. In all five

cases, theeason is because the melody that is part of the tonal conflict appears elsewhere
in a different setting, givingmpanmeda Anati v
actively contradicts.

I.C: Recurring Motives

[I.C.1: Rescue and Team Motives
Upon beginning the game, the player views an introductory cinematic movie that
|l eads i nto the title screen. The opening m

while the titl e scr élthoughstheynaredwo sgparateitracds by

B¥There is no offithal gthrivescekisn.g Tohfe ntarnaecsk sf ohrave be
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inthegameds programming, the Alntroo track | e
only a twesecond pause between them, so | will analyze them as one whole. Both tracks

begin in the same mode (G Mixolydian) and have the same meter type and tempo.
Example 3transcribpes he | ast three measures o#% the il
Bz-F progression, an otbnicending.Theopeni ng of ATitl ed suppli

after the brief pause, tyirtge two trackgogether.

i &
| | | —2 o T b‘E-
Lo A | \F 7"
; EF | I
[ i [ i & | I -_— !
L-;-‘ 2
é=: ‘12 t L] I } L] T I I y X
Vi [ %] | ™/ h b g ™7 M, | A t‘ - | M, t‘ A I | P
¥ ‘Ddl-' ‘\_l ;\t\l'w— ‘\-1 ;i»\‘ il- il-\ ;It\—il .I il-\ ;i\ G‘ .I
b - ) b —

Exampl eTo.i t@IEh nitdrf mm:1 07)

Collectively, the two tracks present both of the ResaukTeam motives, which
are heard in several other tracks during the game. In this sense, the opening music
functions as a sort of overture. The lilting datike tune in compound quadruple meter
sets the mood for an exciting and fun adventure througimmiliar world. The title
screenmusit Al nt r o0 and d thidsisderdesan enmotmgakfunttienrin that its
purpose is to excite and energize the player in preparation for ganmieiglane 4 shows

how the Rescue and Team motives are used ifthe bpening tracks.

pulled fromdaha, gheprcefl myarakisterrdei sre ptahhatt e tracks,
names of the files containing the tracks @&are not

from the names given to them in a YouTube playl i st
<https:// www. youtube.com/ watch?v=CEzO01lxcel Tw&l i st:

fBespidmecerssed June 18, 2018).
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Rescue, part of Team
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Dynamics

Soft

Loud

Soft

Tonic and mode

G major/Mixolydian

Ending Pause following = Modulation to and None; the track loopg
F-major triad cadence in C
major/Mixolydian
Notes On the firsttme = This music This track serves as
playing through  accompanies the background music
the game, the gameds t it whilethe player

playercannot skip
Alntro. o
subsequent
playthroughsshe
can skip the

Al nt r oby
pressing a button
beginningwith
ATitle. O

advance past the title
screen, the player nee
to press a button. The
game will not respond
to a button input for
about 10 seconds,
enough time for the
player to heamore
thanfour measures of
the Rescue motive but
not the Team motive o
ending cadence.

chooses how she
wishes to engage
with the game.
Depending on how
long she takes to
press a buttorshe
may hear the whole
track, or not hear any
of the Team motie.

Figure 4. Uses of Rescue and Team Motives

The Rescue antieam motives themselves are showkxamples land2 (pp. 1415).

Rescue s

t ands

out i n t

h e

mus i

cal

placement at the beginning of tlrack and its contrast with the preceding material,

featuring loud brass and strings moving in octaves. Team, on the other hand, is played in

Al ntroo

due to

a sol

by

o
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again immediately after the player progregsast the title screen to the main menu
screen. Though the menu musicbés soft and
with the title sceen music, the motives are immediately recognifakte menu music

simply alternates between thewthout adding any new ones. The Team motive

especially stands out here because the menu music marks the first time it is heard in its

entirety.Example 4transcribeghe two measures @l nt r o6 i n whi ch t he
appears.
5
Q - - - . - | F‘
oy e i e s o be-
ANV | ] ! ] | :
D))
e = _ e _ ”
o £ o £ o f e o £
o) — — - 2 i i
] o o o i
|

i i i i ~

Example 4. Trunciafil endo( Danaén) 5Mot i v e

The motive appears during a phr ammongnd i s

as a resultit is not very prominentVhen it appears later in the menu music, it is
complete and occupies a more central position in the musical texture.

The next time these motives are heard in the game is when the heroes go to
Pokémon Square for the first timehieh occurs shortly into Act One (ség&y. 3on p.
20). Pokémon Square is the village center, a place where the player spends a lot of her
time when not exploring dungeons. The Pokémon Square music is also in a compound

guadruple meter and uses quasdmghth patterns frequently in the accompaniment,
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giving it a dancdike qualityas well Using the Rescue and Team motives here cements

o
—

Pok®mon Square as a fAibase of operations
for a mission, she goes to Pokémomn&weg and hears its music, whose motives remind
her of the tasks the game has set before h
Squareds music serves multiple functions.
musical portrait of life in the village happy, lighthearted, and generally energétiand
simultaneously encourages the player to co
motives>* The motives are still in G, butim P o k ® mo n th& Bescaie neotive uses
F in place of F as part of itmelody. This change makes the formerly Mixolydian
melody lonian)ikely makingthe tracksound happier to the listenarchange that fits the
carefree nature of the villageThe first and last measures of the Rescue motive are
missing fromAPokémon Squaro The first masurecontains a leap between scale
degreedl and7. When the mode is G Mixolydian, this inter&abetween C andd-is a
perfect fourthjn lonianF is raised to F, resulting in a tritone. The first measunay
have been omitted to preserve the consonance of the thdtivther suggesting the
peaeful nature of Pokémon Square.

The Rescue and Team motives, as well as someleiseprominent motives
heard inthe game, return during tipa me 6 s e n deguergeaxparead thet s

ACr edi tThedtradk begimsla minute before the credits themselves scroll. The track

“WhalPhay @&l ong.

®According to at |l east ené heeteomi asnt mdyge Itiostbhen e
Mi xol ydi an mode, with a statistically significant
Temperl ey anfEmbapbnal TE€mnhnot at dMunssi co fP eDricaetpotniiocn : MoA
I nterdi scmadlOi,naroy, Bou+F:bd. 2013): 237
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starts as the avatardés spirit rises into t
what is physically happening to her. This partha track is slow, with long, sustained

harmonies and little rhythmic motion, which is surprising since many video game credits
track® and certainly the others in tlRRkémorfranchis@® usually begin energetically.

As the credits draw closer, the track ege up and rhythmic ostinatos provide a steady

pulse. When the credits finally begin, a variation on the Rescue motive serves as
transitional materi al into the main part o

Rescue and Team motiviesfull. Herethey are transposed ta Elixolydian and are

noticeably louder than the accompanying material. Rescue is also reharmonizedswhere
i n A itwas &oormpanied by a sustainedtoaimd i n APok®mon Square
harmonies lasting two measaeach, ifi Cr edi t s 0 indtead chaage averm i e s
measureRescue and Team are both repeated several times over the course of the credits
sequence.

In other video games, including the other entries irPileemorfranchise, credits
usuallyserve as a way of recapping an entire game, often making musical reference to
tracks within the game or using familiar motivesRiescue Teanthe use of the Reseu
and Team motives in fAiCreditso fulfills thi
other prominent set of motivé@ghe fugitive motved d o not appear . nCr ed
subverts expectations for video game music in that it does not end withigedefin

cadencedespite the fact that the credits themselves are fixed in [Ehigisteal,

®¥Some video games allow the player tMysstheamye t he
Dungdoes not.
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ACreditso | oops twice and then, shortly af
The expectedadenceappearsn the music accompanyirtbe unexpected postredits

scene, in which the avatar returns to thedpaén world and reunites with heartner.

The lack of cadence and looping of the credits ndus¥bich also results in further

repetitions of the Rescue andam motived bothf r ust rat es the pl ayer €
and intimatethattheg a me 6 s s e e miimvghichdthe avatar appears to return

to the human world, isnottheeadd t he pl ayethe@gameexperi ence o0

Example 5transcribes an excerpt froiinet track that accompanies the posdits

scene, ATi me of Reunion. O
Rescue
ijS“ AlE D G E (€) D CB C
/I S . 0 e
- . \I [ : -
tone : B . ’
o ' T T RTg TR L |7 PY] '75
% % L’ y

N
N

N

-y T -
1991 }\J__._ < J\\o=. - J\h._ m’__kl ¢
#Ln [_J [ _J [~kT ) -
ST BT &= T e e e 7 T mie T w vt:t":'-
ﬁ ﬁ /I /I /\ /I /I /I ) /\

Y ot = 9°f s 9o/ ——

— o F oo = P e e —

;’ y Lr y u bo

Exampl e 5.s eMdTiiinnese so fUORmmMN2 b &

As mentioned, this track is the onlthat ot her
hasa definite ending. Botadventurenot i ves appear in ATi me of
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are heavily altered. The first motive to app&aRescue in an incompleteria; the letter
names given above the staffi. 5 show pitches of Rescue transposed to start on A.
Despite the change in meter type from compound to simple, the first five pitches of the
motivestill occur on the beat, so theythm oft he mot i v e 0 seffdctivelyst me as
preserved. The motive begins on G, as usual, but its first interval is expanded from a fifth
to a sixth, transposing the rest of the motive up a step. The expected i@as ,cand the
next four notes (DCBCG)ccu in mm. 1718. The hythmic setting of these notes
changed as well to fit into a simple meter, although efetive durations of the notase
roughly preserved. Because all but the first note of the motive is transposed up a step, the
lastthree note presented are GB which lightly support a C loniaimterpretation of the
motive. This hearing is further strengthened when the Team motive enters in measure 19,
transposed up a fourth from it &x hopp.ear ance
14). The ending measures, not shown, contain a clear cadence in C, albeit Mixolydian.
The repeated notes in the original version of the Team motive are deleted in this setting.
Measure 21 is an elaboration of the third measure of the original motive, but time four
measure is absent; instead the presentation of the Team motive ends on the tonsc C and
followed by a cadential tag.

The Team motive is also syncopated in this appearance, which it has not been
before. In this simple meter setting, and with the Teartiv@not containing any
repeated pitcheshe motives lose thlilting feeling they possess in their prior settings
change fitting the solemn nature of the pastdits sceneCompared to previous settings

of the Rescue motive, the bdse accompanyig t he motive in ATi me
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di fferent. In ATitle, 0 the bass is static
accompanied by a repeatingM progression. In contrast, the bdisgi n A Ti me of
Reuniono accompanyi deghe ®acschordat altl lostead,in ot i ncl
outlinesadescending third from F to D (which is followed by C after the Rescue motive
concludes)Overall, the alterations to the motives in this track give them a softer and
calmer feeling than theprevious iterationsThe harmonic changes accompanying the
motives aranorefrequent(one harmony per measu@mpared to the rate of harmonic
change used in pvious iterations of the motivegsulting in a feeling of tentativeness.
ATi me of Rmpames thaerseenatitacfeatures the emotionally stirring moment
of the avatar and partnerdéds reunion, but s
sign that more gameplay will come; the subdued nature of the motives fits the scene
better than the posvful and lilting versions of the motives heard before. Indeed, multiple
players report being very touched by this scéne.

Both ATi me of Reuni ono aTheRedgtueimotieie 0 end
ATi me of Reuniono begi nsirroongtheGnoemehtfron®e t r ac
toCinfi Ti tMystery ®ungeors far from the first game to uselationshipsuch as
these between tracks; as Neil Lerner discusses, early Nintendo gamesBankeas
KongandSuper Mario Brosuse a common key fonariety of related musical cué$.

Unlike the games Lerner discussklystery Dungeonoes not stick solely to one key; its

'Some comments on 4@rliYoa TaufboceRaipdioard f or
(<https:// www. yout ubeTA>00md dmiBelsp voskel fInber 21, 20
audi o, O0:55, accesédglend nloutn ea s2hBa me2d 1t80 s anydbtyhdaet i cr
il asonoLradleygod, ob filkko cttecadr4s0 7 7 .

B er fivarr® oDynamidc Musapsin Vi2ddeo Games
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tracks use a wider palette of lsgynodes, and scale typ&ame motives appear in
multiple tonicsand modesluringthe game. It istsking, then, that despite the chromatic
nature ofMystery Dungeods soundtrack, the opening and
clear cadencesdicating the same tonic.
[I.C.2: Fugitive and Truth Motives

Most of the game uses the Rescueand Tmamt i ves t o represent
rescue work and their eventual quest to sa
second aé& the soecalled fugitive ard the heroes are unable to continue their rescue
work and their priorities shift to keeping themselviegeaas they flee from angry
townspeople. The heroes are unable to return to Pokémon Square, and the adventure
motives no |l onger accompany the heroesd6 tr
known ag~ugitive and Truth, are thdlominant motives durgnthis act. My names for
these two motives are meant to represent the slightly different connotations each motive
carries. The Fugitive motive, shown in its basic forrexample 63 serves specifically
as a musical representation of the fugitive ard,ranre generally represergsodbyes
and leaving familiar situain® and peoplé for the unknownlt is divided into two
subphrases, each 4 measures long, which ahesleotence structureéghe Truth motive,
transcribed irExample 6h is mostly used at thand of the third act, when the heroes
| earn about the avatarodés role in saving th

name reflects this Atrutho about the avat a
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1 + 1+ 2 sentence 1 + 1 + 2 sentence

Example 6a. ©OhevEBugmi &ve M

Exampl e TohutdhTiMe in C Aeol i an

Figure 5listsall tracks in which at least four measures of the motives appear
with the tracksd first appear a%Toefirsttrack st e d
to feature them is entitled ARun Away, 0 wh
(seeFig. 3on p.20). On the day before the heroes flee, they are approached by another
rescue team led by a wise psychic named Alakazam. Alakazam g@edrhisnembers
initially prepare to attack the heroes, but then decide to grant them mercy, allowing them
the chance to flee Rémon Square the following dayje tellst hem t hat t hey mu
unt il [they] wuncover the tralddytdo tshug gaewdt ar
in the natural disasters quest than he is revedlingfollowing morning, when the

heroes are prepared to leave, they thinrkc k t o Al akazamdés words,

the moment of this fl ashdyack that HARun Awa

¥T he ftnfatcekoenanthai ns some statements of the first
such a smal/l amount of the motive is used, isnd be
mor e pr ominemt@Alf tlzedinent my di scussi odnsi maldudéd eirtefiom e
5.
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AcC TTwO ACTTHREE
Track title Run Away Snow Rayquaza Parting
Refugees Battle
Motives used | Fugitive, Truth | Fugitive Truth Fugitive, Truth
Tonics and E-flat lonian, | D-flat lonian |G D lonian,
modes C Aeolian Dorian/Aeolian| B Dorian

(respectively)

(respectively)

Corresponding
plot events

When the
heroes are
about to leave
Pokémon
Square, and
again when
Ninetales
proclaims the
avatar o
innocence

In the second
half of Act
Two, as the
heroes trek
through a
snowy
wasteland and
prepare to
meet Ninetales

When the
heroes fight
Rayquaza at
the climax of
Act Three

When the
avatar is
saying her
goodbyes to
the partner
after the
heroes defeat
Rayquaza

Even after the flashback, the music continues to play, growing in intensity,la®tihheo e s 0

friends

bittersweet mood of the scene in which the heroes say goodbye to their friends. The

musi C

t hem.

a player might expect considering the circumstances surrounding the heroes at this point.
At the end of the fugitive argyhen the heroes meet Ninetales on the top of Mt. Freeze
and learn thathe avatardid not cause the natural disastersjghtidl partner embraces

the avatar, overjoyed and full of emotion at the knowledge that his friend is not a bad

The

Figure 5. Uses of Fugitive and Truth Motives

come to

accompanies t

iRun

wi sh t

he

Awayo t
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Pokémon. Th@ ar t ner 6s emoti onal outburst is set
tracko6s u-sstablishied Fuditiee mativd récalle arc, but the Truth motive,
which has not been heard as often, still does not hasbwaous connotation at this
point. It is only later, when it appears more often in conjunction with the natural disaster
guest, that it gains meaning.

Thesecond r ack to feature both motives 1 s ¢c:
t he avatarés goodbyes as she | eaves the pa
events of this scene, the use of the Fugitive motive, a motive formerly associated with the
h e r oeéugeé journey, might seem out of place. Despite its seeming irrelevance, the use
of the Fugitive motive in this track nonetheless meaningful in two ways. Fiitst
emphasi zes the scenebds similarity &€806the b
friends bid them farewell as they leaRekémon Squar&econd, it results inmirror
acrossActs Two and Three. ABigure 5 shows, Act Twastarts withone track featuring
both moives andcontainsa laterone featuring kgitive. Act Threest art s wi t h A Ra
Battl e, 0 womenwikied mthissasenmtuand t hen AParting, O
containsboth motivesThe first track of Act Two and the last trackAct Three,
respectively, are thenly tracks to present both motives, bracketimg acts.

Example 7transcribes he moti ves and accompanying m
Both notivesareeight measurel®ng*° Fugitive can be divided into two foumeasure

phrases, both of which are 1+1+2 sentence structures (shdammple 6aon p. 34).

Although Fugitive and Truth aigeparate motiveshey are harmonized similarly.

O ARun AWawth only takes up seven measures, but
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Example 7. FugitivaRumdolanymtl8) Mot i ves

Thefirst two measures of the Fugitive motive featangsing progression fromz&o Bz,
which is seen again in the first two measurethefTruth motive. Although their settings
diverge harmonically in their respectitrard measures, the GIElyad on beat 4 of m. 5

mirrors the C minor harmony in m. 13.
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Example 8i s a

transcription

of

a half step t® major and B Dorian, respectiveBoth motives andheir

accompaniments are alteredcomparisonto i r

Fugitive motive

appearances i
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Exampl e

tranBpased downg , 0

w I

8 . Fugi ti v éParnta{ nfg.u3t3h Mot i ves

The entrance of the Fugitive motive is displaced by an eighth note, an effect first heard in

t

part

h e

earl i er

of t he

track

1+1+2

ASnow Refugees. o |

sentence
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notably, the harmonic accompaniment to Fugitivetisalr ed i n fAParti ngo t «
stepwise ascent over three measures instead of two, mirroring the accompaniment to the
Truth motive dnt WiRng ®AlWwaymothg,e ttlhoegget her .
accompani ments to both Fugitive and Truth
Away, 0 Fugitive is accompanied by arpeggio
bass; in APartingo both motives ar#gchaccomp
that changes every measure.

The Truth motive in APartingod is also ¢
A Run Alnsatnansposed down a half step to B; this new tangtill the relative
minor of the Fugitive motivebut the mode used is Doriaasther than AeoliariThe
change in mode stems from an alteration tditkehalf of the motive: eacimstance of
1-5in the first three measili s AdPfarfi Rumm , Awavy d
other intervals remaining the sanhemm. 1314 of A Run Away, 0 the s
the first four pitches arg-1-3-2, with a half step betweeéhand2 stemming from the
tracko6s Adnonmi 2Z2n8 noofd efi P a r t embpitchés are insteadescple i v a |
degreed-5-7-6. Using a half step betwe&mand6 results in the raise@ characteristic of
the Dorian modeBoth tracks end with-5-4-3-2-1. In A Ru n  Afigargbegins dni s
the second pitcbf m. 151 n fi P a Ibegins nmgtlte sacdnd pitch of mad3@measure
later compared td Ru n  && wrad4is additionallyextended four beats. The result is

that the second half of tmeotivei s t hree measures i n ARun Awe

These extended rwalic pitches accommodate the slower harmonic rhythm of the second
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half of the motive in AParting, o6 which fea

opposed to one harmony per measure in ARuUN
In addition to changes in harmonic rhythm, the harmohiesnselves are altered

in the version offruthpr esent ed MeasurdgsRlh3 t o h g Run Awayo o

Aeolianprogressiorending with a minor i; thparallelmm. 25270 f fAPar ti ngo al

present an Aeoliaprogressionalthough the i chord is in ft inversion and is extended

to a minor seventh chord. The two tracks diverge further followingptioigressionin

both tracks, the fourth measure of the motive outlingssaending arpeggiated triad

Due to the swapping dfand5, the twomelodic triad§ while both majod contain

differentscaledegree: i n ARun Awayo the R&lm4gy featur

accompanied b in the bass toreatea VvV harmonyji n A Partingo i6f i s me

4, andl over a4 bas® a root positionV chord. The fourth measure of the mot&ehe

end of the first haff is harmonized in both tracks by ¥Although both tracks use the

same harmony in this measure, the material that follows it diffessdoes the harmonic

rhythm, as discussedlar | i er . Starting with the fourth

the motive is harmonizedith VI’-v’-IV, whereadn fi P a r tt is magnonized with V}

VII-VI. A'i chord would be expecteit t h e e n dofotiolv VIiy &eatingan n g 0

Aeolian cadace.Despite thdrequencyof VI-VII progressions over the course of the

accompaniment to the motive, a root positioAWI-i progressiorat the end of a phrase

never occurs-ollowing the unexpected VI at the end of thegse, an oscillation

between VI(G major) and D majan first inversion spans several measures and

transitions back tlaniart Altleough theaTcuth instivetearlg ni ng i n
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suggests B as a tonic and the stepwise descent to tonic has a strong air of finality, the
harmonic acompaniment is more evasive and less conclusive. This is reflective of the
scene that dPar titheqvatardeavestme patnerte return tavthee r e
human worl d. As mentioned in the discussio
the game, as the avatar eventually returns to the Pokémon world. Just as the use of the
adventure motives andthelaak a cadence i n fCretardsottos 0 f or ¢
does theevasionof the Aeolian cadenden A Partfngsdbrwhesht he pl a
expectations anslerves as a subtle clue that ¢fane is not over yet despite the seeming

finality oftheavatat s di sappearance.

ARun Awayo and fAPartingo are the only t
However, ag-igure 5 (p. 35) shows, other tracks in the game contain one of the two. The
first of these that the pl ayer icwpldyd exper.i
approximately midway through the fugitive arc Fag. 3on p.20 makes clear). This

track is so called because it plays as the heroes are walking through an icy wasteland, and

it shares seval musical elements with an iteemeddungeon the hees traverse during

this time, Frosty Fore$ti Snow Refugeeso primarily uses s

prominently an instrument that sounds like a glockenspiel, whose high pitch and light

timbre calls to mind icicles. The first seven and a half measures consist of oscillations of

~

Ez minor 7" and Fminor 7" harmonie$?Wh er eas i n fARun Awayo har

Y4t is common in videwmeas mer plaei abdead ithiaseif eg t
t he mesdifyh e mendh,t-tehre me d ¢ .

A bazesntlrs on the second measure of each Fm7 h
this chord progression would 2mé &a#@MBs By that the o
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on the beat of the following measure, 1in 0

harmony lasts two measuré&ample9s hows t he entrance of the

Dz, in measure 8.

Exampl @i @ .iovteiuvi n o w R edf(nuny. elels
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