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359 A dd HEOI'®E ST <71 v BT AS(1985-) AlE=o] A
AL «HH vt B H A >(Super Mario Bros., 1985; ZUlo]&= 19894
TS S719 @2k A dEE AR 2 23 o 20239 SHiE L%
o ot e B E A QY >(Super Mario Bros. Wonder, 2003)5& Zd|o]3ttt.

e | E AGSHA HFE SAR R FAo]A sk th4l RHEHo g HI

HES 75 o 2ASe "R adee &7 skl ole AYelA
Fold FRE $35t de AF ol Edloloprt el A=l
E715E 7. & Edoloe &8 v FAVF =W, &0l =7
Al AAl= ALY 2ot s A€, HHR AY' or SHEH= &
FHE o83 Ade ARz 1970l 7H8 AY &1 54T olH=
5080] "3, oAl AYe Tt 22 Hol JAE 7K shel £33tz

2T D AYof st A ARl AFE 19909t FHF K AEIIHZES
(StarCraft, 1998)9] 337 A AZ=AL, AL 84, M2 AUES]
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THERAA, ARYACIA So] 8 FARE HFojFh 19999 HiRF 7]
(Matthew Belinkie)x= “H|t]Q AY¥22}l: ¢ o]} olo]ExL] A o] ofr} gh=
2ol ARG AYD ZoF A+ BRAES FASHAULY AYY ete A+
= AR} 2T ool A EEste] tafgt SHAIZEY] AT E @’Z}Hm‘:}

Z7] Y AU A= I 24S FAA 734 ‘mol oA e
E&A4'(ludology; &°l& %oh= E}‘ﬂ‘ﬂ ‘—_‘T—'—F,—Z: (ludus]elA &)<t EH'G“"
ot ZHlzz ZHEsto] AMArE S F= WEEEA (narratology)?] F 5
o8 FEEYoHY, 2000EH o]+ %i 45—7‘401—’ HebAol AR HeE

Ak AY9 QE]QE HAEHog dAsls ‘FL298F (Ludomusicology)
< 2o AFsh= AS dol A7 "Aeld, x5 AY AAA
=9 AoAES F5t, Ald2Y 74 7 949 =, UigfEE A
%, Ed°]o19] $3d(performativity) <ﬂ] FEIIT Fegobske 20109
o Boot F¥ S FEsto] 11 99 S on, SUidA:
A7 1A ZoF A2 FA] 5= 53l 7}71_}5] a7fEo] gk 28y s &
StA oA FrFefehZ ofds] FAH ALY 55T AF EoF Az R
A& %o, ofo] et sh&Z Al wle RESit

2 A= A7F ZEY19 WY 717F B9t 25T B A5 E34d
Jele ALY <28 89 $>(Animal Crossing: New Horizons, ©|
o KEEE>) SdolA MAFo g wr)= AHA 580 tet 740 RR
g AIZE Gl 20209 3€¥ EA1E <EEe>2 olfFQl T3 AHFAN
3L, ArEjete] HEo] AlgtE EHololE2 AlY WY M&Foly Ao FX4]

o]
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2) Matthew Belinkie, “Video Game Music: Not Just Kid Stuff,” Videogame
Music Archive, Dec. 15, 1999, https://www.vgmusic.com/information/vgpa
per.html [2025d 2¢¥ 19 %

3) TAtolH AJAke] mlEf: QIE|HE|E AEER;(1997)2] A=A} A HF|o](Janet Mur-
ray, 1946-)= Bt 2 AU AAF tiA|gte 7129 A9 AAFAolA oetsk= W
HEZ X AE(narratologist)Q] BHd, TAIO|HEAE ;(1997)9] AR} o AHl QA E
(Bspen Aarseth, 1965-)+= 7]&9] W20 & 7PHA_Ql vt AlY HIAES Edsk=
AL E7/Fssltta vkt 252 X AE(Jludologist)O|t}. Gonzalo Frasca, “Ludo-
logists Love Stories, Too: Notes from a Debate that Never Took Place,”
Proceedings of DiGRA 2003 Conference, 2003, http://www.ludology.org/
articles/Frasca_LevelUp2003.pdf [2025¢ 2¢¥ 19 A&l
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A ol9H R4 52 B UYL BAT. <EEESE Ao Suo] 2
Heret A E +3ste ‘A AY (cozy game)2 &, E&o]oE0A AA Y]
245 59 Ao A9 AEF AN Hojd & = TS AlFTAThY Al
Adol= i Folut a7k 5 ARHEQ AY ARRER oty JFH FH
£ Q335l= ZAEY DIY(Do It Yourself) 29F A2 & S0|22 Q450
ZE] At
A= 7 7K A7 BEE 2F5AL, old] mE AT FAE QAR
ok AA|, =9 ARtRojAE FEgoste] 34 1y 712 ES i
of s sHeoll gt olsiE wrett: v FrZosto] TRkt MRt
FAE Edste ohedl TE EE UHES ZESHA] XSk, AT 8
AFES AFAY FA weto] wet AUEJASE Witk 4, =29 F
oA = KEEw>9] 29 Fdo] A7t AA vA= 9 245 ©S
Fed|, o] BN Fraotsto] 2o LS H g7 Heks 2o o2
7teA LA Aol FEHATE TAE AHTAH. ol wEt =2 F
o] tha EYE ZF S A4 EEW <<E%€-—> AFst7]ofl A

SHE BOEL 012
el adolE Byela, B o 7} A 2z iLlH A Age Bz
o ot A7 7ke] TelE Sasty, A Lokst A7 Eakulel HHe s
e, $4 ATE A% 72 AREA Fa% 9TS T AL A A7
Wom WAL wge A U goks Bal A& kel AF A4S 1
sigon, Adgere Arsto] Lot BAL 2rjeigict

4) ‘T AY' L IrHo R R o] ng), W2 Q) AH, geolal EETF W2
ALoR HolxH, «HFE>»2 IA AYY ‘oz &3t Kelly Boudreau,
“Beyond Aesthetics: Players, Player-Characters and Interactivity-as-Demand
in Cozy Games,” Replay. The Polish Journal of Game Studies 12/1 (2024), 11.
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22 4](Guillaume Laroche)?] ZZAEA A2 ALEUEY,7) T1&= <A
ttol > (The Legend of Zelda, 1986)2] 29+ A Eslo] EA45191, 7
deto] AlZto] Agof wet 7]&f] AHE AXH ogA NP=AE &
ottt o]&58] 24 2&E(Roger Moseley)s $52283](Society for
Ethnomusicology) A PALY] ‘= #i=9} Fr291s5t9] &4 (Rock Band
and the Birth of Ludomusicology)?|8t= WHHOA ‘BEr-gofstolgl= &
o & ARSI, “HESH 9 FEZosto] =2 A Wol oo tigt T

= HFFETH, U= 2ol Al Ed019] & FEEA olsfiE = Heol T
Aol ok 1 Agste Edolof, 27t HAtold, ZrIY, AFA 59
Fa2rgo] FE51rh8)

o Lot sAE2 A 95t 73 5ofe), AHSetst, 529
Sk F3F 4 TV A+, A d Ay A, 7|eAl ARRE AF, o]
4 5 Rt HHES #85t AT HRE S gtk 2P TE
AFE AY <71E 3|2 >(Guitar Hero, 2005)% &8, Hlo]A HA 5

5) Karen Collins, Playing with Sound: A Theory of Interacting with Sound and
Music in Video Games (Cambridge, Massachusetts: MIT Press, 2013), 3.

6) Roger Moseley, “Playing Games with Music (and Vice Versa): Ludomusicol-
ogical. Perspectives on Guitar Hero and Rock Band,” in Taking It to the
Bridge: Music as Performance, eds. Nicholas Cook and Richard Pettengill
(Ann Arbor: University of Michigan Press, 2013), 283.

7) Juan Pablo Fernandez-Cortés and Karen M. Cook, “Ludomusicology: Nor-
malizing the Study of Video Game Music,” Journal of Sound and Music in
Games 2/4 (2021), 13.

8) Moseley, “Playing Games with Music (and Vice Versa),” 283.
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ARg3E 2lE ARG <FWMES(Rock Band, 2007)°4 Zdojoiz} A=} <l
o] A9t FoAgstn A5 ThEolUls WHAlo] 7|E 7] dAFet HEXA]
B2 AL, oS0l ZoF W&} of 4] Ao 713 FF2 F-ot
At vt e A AEFS} 47|19 FARE HEAQL 479 HoE A
=9 #89 7HsdE B AAAR AR AYJNAY &

oF =L old Adg], ojux9 57|3= £3} 3=z (multisensoric) 7
AAgst=d], A ZFA(Karen Colling)e °l& “25-2F 57

3} (kinesonic synchresis)Zl= 7Hgo 2 AysiH, A4 A&7t &9
oloj9] P} YHH AdZH H422E&H 84US ARSI 10 EYH
SHH|(Trevor S. Harvey)x= 2210l 7Mdd4d ZHE A= go]zZ>»
(Second Life, 2003)1Do4] HAY oputela A AFARL} FFo] AATH
TAES B9 AFFoR AAAYES FEot= ARREAA 0| E(soundscapes)S
QEHE Ed| EA5t91,12 uta I¥&(Mark Grimshaw)s 7849
k29l ‘HBA (Run and Gun)13E ez EHolo7t S A
(acoustic ecology) €04 olH3gt WAoo g ZAo=AE Eslyt.19 E
2 J39 522 AY 2t eE AT HAEA(intertextuality)?] B oA
ok Aoz, AY HolA 71—% Sefol == A ohet dsht
FE 5 oE At #A ] SIS dgbiE RFEZoeto At F

P

—

9) Moseley, “Playing Games With Music (and Vice Versa),” 279-318.

10) ‘71444’ (kinesonic)ol# & U(kine-)T+ &F(sonic)d] FAdololH, A A
2'(synchresis)= 42|¢t ou]|x]7} FA|(syncrony)oll &(synthesis)=| o] TAYs}
= A& ¥ttt Collins, Playing with SOLmd 32.

11) 1]=2+9] FEH(Linden Lab)olA /L3t QAL go|lT > 20079 109 tighdl
oA AH|AE AlFgont 20009 119 SHE «AAE glo|Tyols 55
7F A2 A==, 20089 FE£Q1 EgolojEo] E89} H=gh Aoz 4]
o] AFH7I= sttt

12) Trevor S. Harvey, “Virtual Worlds: An Ethnomusicological Perspective,” in
The Oxford Handbook of Virtuality, ed. Mark Grimshaw (NY: Oxford Univ-
ersity Press, 2014), 378-391.

13) " ol F(gun) 22 4AY 7|2 AL FAZH F4L gof deg |
SPlt(run) AYS] FRE T,

14) Mark Grimshaw, T/Je Acoustic Ecology of the First-Person Shooter. The
Player Experience of Sound in the First-Person Shooter Computer Game
(Saarbriicken: VDM Verlag, 2008).
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chiel Kamp), @ AMZ(Tim Summers), "2 A2YYMark Sweeney)= A
Ao ATE AT Fo% A+ FHE SHol=s AS HHSIGL, digt
A%t A7 ‘Br3okst dF I1F (Ludomusicology Research Group)
= AHSIRI17) o]&2 20149 “Hu] HH AY 3o AHHA"(North
American Conference on Video Game Music; NACVGM)S ¥&E35}911,
AA7A] il {3 B0l e7b shetislE ZfFskal QUch18) o]of 2016
d A4 g3)Q AU A= 29 A 515" (Society for the Study of
Sound and Music in Games: SSSMG)E EHAIA L, 20204 sh&X] TAY
ARREQ} 8oF AL (Journal of Sound and Music in Games)E WZF5F
oh FE FE30ek2 Ju|et A¥Ql 5 AH|QlojH SHARE AfojolAE T4lo]
SRAE| T QI 19)

. 2rzotstel JES

Y2 AdelA Edolole &9 EFE 2AHMY e 5 Il A

15) Dana M. Plank, “Mario Paint Composer and Musical (Re)Play on YouTube,”
in Music Video Games. Performance, Politics, and Play, ed. Michael Austin
(New York: Bloomsbury, 2016), 43-82.

16) Karen Collins, “Game Sound: Reverberations,” Journal of Sound and Music
in Games 1/1 (2020), 101,

17) F2298t A+ 15 https://www.ludomusicology.org (20254 29 1Y€ <%,

18) 51l vt A o B https://nacvgm.org 20259 2¢¥ 19 HEL

19) Fernandez-Cortés and Cook, ‘Ludomusicology,” 16.
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o, of A thE 3L vhsold & Qlt} o7 ol 4
Joh= HElETolo] AU AE A2 HE BRI,
ARZEAAC| L] F5 FAAE AU}, EFolojet
B A (interactivity)o| Y H £Aof wel A gjo] o]F
P (nonlinearity)d Z2 vt AU E4LHL AU
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1. JJEYERE 2

ARGARZ WIS A1) A 02 ALY siAlsh= Alo] ofd, AAl FLE &
3 F2AEoh=s A2 ulshz RAEHE B2 Eo]o]o] Aen} o ut
o AEZ 0w WHIlohs AYZet AFolA 7P S5 1EEE 540
o200 J3tet TV HFol & 459 54 AR v, A Eeo]of
<= AY WolA AL wiFSet, B 59 48] oHES s53or {US
= 9% Ay FeZAT Fof 29| PR FUAY TAY ARRE: H]
g AU o4 ARZE HARRI9 HAL ol& & AANY] Uts(Game Sound:
An Introduction to the History, Theory and Practice of Video Game
Music and Sound Design, 2008) 2.2, A|Y A3t #AH A=, AU 7
A AolE, @AY AL, FA 5 ChRe 24E dioz AY AL
of eIt Aao] tsl AL, efle Aol Bad s AT B
¥ Sol#] Qo]5L Aolstgr} 21

2w f3eg Assa nHsel MEHAE 23719 A
5] i

= i Qg
209 B WAL, AP 2o JTS B} 4

g
el

T TEe)
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L o
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=) nlo

gl

20) % 7 olge] RaLt FAZL A2 QUG FIEE Aol g oulsit ol
9] “interactivity'& TR “LGTAEAY Z2 AHHEEG o7 AAHY W
Q5 T golt BHOZ 2L oJuE AU, AAE G, ANH Bl U
o) ARSI W, FAL UAY B0l Z&H BN A3 ABEHE HolF
Helct.

21) Karen Collins, Game Sound: An Introduction to the History Theory and
Practice of Video Game Music and Sound Design (Cambridge, Massachusetts:

MIT Press, 2008).
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= ‘interactive’ 2= /g0l £F ‘reactive’(¥F¥) & ‘adaptive’ (F-SF)
o} &= AS AL, & 0]019 ol A W Aol whet st
7V5% HE 488 x5t ‘Tholld] @Y Q' (dynamic audio)E A|QHsHS]
ok E¥40] BEW QIHIEE oyt AEEDY Xo|AH 5& 5 &
#lojojo] Z A&l A(input)oll ¥H-gdH= A2, ZFolo]of 93 ftd ¥

A3 Aot $40] olo] X ww AY) e Azt 2ukE Az,
Seololo] 4t o] 5 AY W cheret w7} o] Sesks 1HIA9 B

oz fHtEE Ao ¥hSole A8E ‘AH-3E 2t]Q (adaptive audio)Tl
@ o) £ BYoHe Tl 269 AY B4 FA0I 7O
ol ¥hgst= 9]' 7Hset AR, AYY] AAE EFlolo], 52 & K5O vt

o AT AN BT, <47 T LS APz BB
7t 2% _I_X](Kondo Koji, 1961-)= tholyjd] otje & 95 1) uf AY =g
olulet Wake gote MEE 52, 2) sl et Sobe Wslel Tlare 3

B PP 59, 3) B 842 A8 Fstel AY Bdoll 24
8 TIIE 5o 4§ Sord ALEE AU Foole) S0 ol
599 47h BAZAS BLrh) o3l thol g ore B9 7

T M N
20084 920 27] ARO|E B8 LEgoRl]A Qe e
RE S0 9% 8019 YAL AR GE A2 Roluh, ‘ol 2
o Hrh AHgEn oo’y got 4% BEHL. H29 Arden
oo 97 M2 AYS Yol B9, 28, B 94 5 o okl
A QEdE Bl HFolA v gl e sk Aoz S,
o2 © Y of& Hoko] F8 kolet njoty wepel Mxstel: Alwst bzt
£2 oojHrk.2) theRl 324 A 7Hl ATAEL A ge| By 7
7l e o sl g8 o2 §oig HYsIY ol 5

Ad-Lot A& 7lolE AAEL QAEHEH 2oL AJLoto] THZ 7HL4

A==l

22) Collins, Game Sound, 139-140.

23) Bill Kapralos, Holly Tessler and Karen Collins (eds.), The Oxford Hand-
book of Interactive Audio (Oxford: Oxford University Press, 2014); Lucy
Ann Harrison, Interactive Sound and Music Beyond Pressing Play (Wal-
tham, MA: Focal Press, 2025).
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O TR 497} @k the HolAE AY HolA wsksh g0k wEL
7143 Beis AEEel o) ok,

AR A9 7P & ojHR2 HHQ AYY HABAF oA HIEE=T,
o= 71]%101 Xl AR AP A o Fgojo]o] Heo] wpeh 2
gol A= EAS guigith vlAdEd2 AYY &rlE AHA7= A
4= Wi o2 398 APS Ak, EgololofAl &g Aol gt A
AH(authorship)& Foigtth= FolA ADS< AtolA S804 ="t
HE i-E-_E]E“a’OlUr oMIEE HAdst= HAl(cutscene)t Zo] Edo]o]9
22 Agto] gl AHolAE Al $21, £oll T4 AT F9o] AREEY,
EEO] dAOA St B4 Wygtoly EdlololY 3F, ¥4 ol =t
Aoz HAPAEL AUt el S WS J‘I—TLE}%EH, ol= A
SIALe] tret ofite] whet gt o] HE APE EEohs FolARE AR
T gdH, ARE YAoly, dist/Weo] Mot AE, 27F, Que mE e
o 5 TRt AFFEC] "o FYchs A97HA gttt ARAES WA
AQY FA Z=2 Soll wet Bagh ot FAlH 3t B A5k, o]
T olEgt AYY ¥go] weh ARRE Etv|EE BskA] A4

ALt HIYE AT ABHSS 55 4P 291 BEL PAL 5

=l =R o= T

L

ﬂJ

Z 2|9 A (vertical remixing)® ‘482 |A]#EA (horizontal resequencing)
O & o] Aiggit2d) ‘A U2 277t ool I of EY
(#Eo]o)) o2 Uiro] Ao wet EHO| P st WHOE, 7 EH
o] B2 AAY e AS S8 2= ¥ fA FUksHAY WA ¢
AL A& 501, & 1—a>9} Zo] EH]of Ho]A, EZ20] &7, E30]
TZ& irol Xt & A AR Al EFlS AL, 9F9] Aol wet E

for

24) 52 AL S0 ool (vertical layering), 4% 2 2AAEo]
A’ (vertical re-orchestration), &2 ‘HE|EZ (multi-track)e|gtil: &} &
JoA 2 7|HI #AHH BolE52 2 Michael Sweet, Writing Interactive
Music for Video Games: A Composer’s Guide (Upper Saddle River, NJ:
Addison-Wesley, 2015)5 w5ttt}
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a) 7M1 Holoj(additive layers)

‘ 3 5He \

‘ Edg: =3 ‘

‘ E]: Hlo] 2

b) 23 75t FHolol(interchangeable layers)

\ Ed2: AYEY 78 + AYEY Wo|x + =3 \

‘ Ed1: o] FAE g + 927 + G ‘

25) Richard Stevens and Dave Raybould, “Designing a Game for Music: Integ-
rated Design Approaches for Ludic Music and Interactivity,” in 7he Oxford
Handbook of Interactive Audio, 131.
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| JAFAE 7€ S A A AL EopollA= drEES &8
Az oz At AxFA AA (procedural generation)
9o, ‘HAA L9 (Procedural Music) ESF 235}
L9 (generative music)?|B1E E&+= o] 7|&L2 u]F
oy darEEo] wet AAIZEe R Walsta st
t} A9l AHREE 9= d7 A UZ(Hello Games)7}
Z 271OI>(No Man'’s Sky, 2016005 & 4 9
t BEE] S0l Tt 23 - WP EH=
=S oFZ AAgste] A & HAEL EHoHA wt
th27) Ay ozm HApA Foke BAF AR AU Fxo ®Egohe] oS
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3. 994 QALY ARe §3E

Hte AYe) AZA gact 344 a4 719 BAS BAT 5 Yk AEY
NdH £70) mae REgotste] 237188 A&2oz 1w & el
g0 AAb olRolA ZWstel Qiskect Aol AF AHSEE HAA

2'(diegesis)?t ‘HIHAIA A (non-diegesis)= 242 5% EEH7 5=
£ WA Ao} 25 ALEHAE S84 oy Fe2 ES 5
AA AEE FESE7] Y 221128 HH Q. AdoA o EN

pacs
fe e 4y
& o %0

26) Karen Collins, “An Introduction to Procedural Music in Video Games,”
Contemporary Music Review 28/1 (2009), 5-15.

27) Colin Joyce, “How One of 2016’s Most Talked-About Video Games Brought
Generative Music to the Masses,” Vice, Oct. 5, 2016, https://www.vice.
com/en/article/paul-weir-no-mans-sky-audio-generative-music-interview
(20254 29 19 H<%l.

28) Yst A B wet F g2 nE 3o oflES Ay 5= QA =9
o, SIE2 0|5 TR 22 NS ALttt & o, %% 0154 “”
& ool #AA £ UAAIALE HIOAA A9 FZte] FREE IE}"%Zﬂ’\l
2’ (metadiegesis), 732 AAILF 242l dAFto] gl 48 dAE ‘drE
AA L (extra-diegesis), FAA FSIAAH 5 J?l% | 29 W HX“’E A
gt Al EAEE A%t GAE 7159 wig 29o] A St ‘AuTAA|

2~’(ambidiegesis)7F Q1tt.
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R

5 2

ful

g7 HE =8 3VE 7IEEe PIER 85504 dojdy= AFd
wEf gEpR|s WAl Aot Zo] A e dHoR EE HAA
28 APl 7V AA & AARS] dRol7]o IEFTAAIA (intra-diegesis)©]
o, A AA ZAAS] 77} obd AdH ofolE, Hlw EAIE € 7B £A4
Elgo] A AAEZTAA A (extra-diegesis) = 5H] EFETE BIHAAIA
| /\ﬂl: At IA Qo] EFolojofA 2HS HWE #lF 2olu QH
o|A F¥Z-E IotstH, EFo]oj7t miA|e} 2 AE st AU £ |l
SR 28y &ete] A7 AY &l e "AA AL AY 33
Qtofl Al A&2]9] o] AAHAE, FAEHAE = AAEHHAA AL HA
= A BESHA goH, 754 F8L sl oz A wrt o

ojxtdz}l gt A ([sabella van Elferen)2 TAIAALL HIYAAIAZ A
27t EgtEE A2 SIEYA A A (half-diegesis)E AT 29) «Hlo] @
SR E>(Biohazard, 1996-) A8 R9] KHAHE o|E 4>(Resident Evil
4, 2005)°l4 Edoloj9] e = FH|7E A= “oRlot g AFE
SATE, ol FHtEE AAEZGHAA ALY Fok2 4] X3t 13y &
gojoj= AT 3o FA0 &=, &8l Aol FFE vA= A
< HAAAA X ETE A EPES EFIEE 4R St HHAAA
A Zofoltt. MHEH = AlY RN E8l= F4= AAISHA] EoHAIR
ojoji= HAA AL} BT AN A7} AtEl AAA & =
Sttt A3 o2 SstnAA A Zoh2 @AY 7MY A
FEg

2" Q@ 2A&(Kristine Jorgensen)S AlY oA AAEA gkoty
AA H /\} A& Aot A& Ao EWAYAAA (trans-diegesis)Zh=
Lo]& Aotsl=t], ol ‘YH A (external)@ ‘WHA (internal) F A2

3hg BRE30 ‘oA ERACAAL S AY Yol wEoiNE sejo}
Ao AuEA e £, Bdolort 2FE ALY 91X, A

29) Isabella van Elferen, “Un Forastero! Issues of Virtuality and Diegesis in
Videogame Music,” Music and the Moving Image 4/2 (2011), 30-39.

30) Kristine Jorgensen, “On Transdiegetic Sounds in Computer Games,” Nor-
thern Lights: Film & Media Studies Yearbook 5/1 (2007), 105-117.
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9, ;9] 274 5 Bdololo] B3] Yt u4 e st Aol U
58 EAAGANLY DANLH BHAA BEoAY AY AAL: Bt

3 1741 b gief ol Eli AeE7t Sotolt thAE B Selojole]
52 A A £OAA 2 Ade AFRACIA Befolojgt

L A%oltt E
ot 719 fre BAS —Ecﬂﬁ‘ﬂ w83, o5 Sof Zelojojo] TFol
2% 59 A0l AZH T,

¢ Al MG ool 25

ol & F=vEd PRz HEd 4 ok F 8249 Ade a9
&7 01019 FF Aol 7154 S848E FEst, AD 7 AAIA &
2|9k 33k Atolel MEAl BAE = Al FEA

AR HYL Ad ¥ 71E ARA WAl AHgE HdeEE
eds] A9 4 e 55T F2E 4 lon, ol T I MR
MdEo] Alk=aL Ak

4. FEZAZF FHA
20417] QIEHlo® Qg HHe] W2 I F& il 2= 5YE Xohe
e A (literacy)?] dE BEE st &8stk 591 HE e
A& BHAIZAL, HAE FEEAT, HolH ﬂEiEW wdo] SEHAA &

oFet 3t Md e SAF T 34 A (Jose P. Zagal)Z MY AYdS
ol QulE sk ofsfsks 58l Fr 2 E Al (ludoliteracy)?] 7Hd<
AT, o= AYY olsiE dol Aol @31 HAAE vl#Hor 4
Stal, olF A, B3 WEto|A sjAsks 58S ZTIITHID B 4
£ &3l EdlolofolA 71+ HAEE ATs= AL AYIA F8%3 7150l
g RFEYHYAE HFoR ¥ AN ‘RrZerd FEY
Al'(ludomusical literacy)g AIstd=dl, o= EHoloi7t F3s}, TV Al
B 59 Z3HY iETe] ASHAER ARE B AY & 299

j=
152 AEstal sfAste 585 4B =32 dE 01, AY Edolo= §

o

JN

jud

31) A REYEPAIE g5k 848 D AYS & 3l 58, 2 A9y B
H ulE olsfd 4= U= 5, 3) 71]%13 T = S 58Y A 7R Zsieith
José P. Zagal, Ludoliteracy. Defining, Understandmg and Supporting Games
Education (Pittsburgh, PA: ETC Press, 2010), 23.
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4 —’F@ 0}04 = BT # E‘ o itt. wt O“Tﬂ]fﬂ% T
2 ojojEo] AU AFHA 7MY AlAA] Heh H=4]
of 24 & A L& FHsIA

St H2dd AT =2 A(Juan Pablo Ferniandez-Cortés)= EE%Q.XJ
el Ao Qlo] Aol FRAEE &4 7HsAdd AE aEsior g 4
Z3E33) A& 501, 19859 7HE AlY &2 HHE AEEHIAHE A|A
#’'(Nintendo Entertainment System)ol] BAE AL L2 5719 AE&
7Hi=dl, o] F Al Adwt SA0l 52 5 AATE34 olo] w} §F Hd-2
£ olEHA & Sl FHE M s, UHA & A2 tied A
52 MESHAY e 2MZ 53 EAAHE FHH e Zo] HHA
oldt}. 1986¥ FUH|(Konami)Zt &A% «FW&HIH o> (Castelvania;, 4
HoAL ‘outyg sakEal o] AlRo g vl E3 EA% AR E S RS
A=, AYZFAR! Poison Mind 9] F(AE 1)), A ALt Al |14 @2
SHdA HlolAE, F WA @2 HE 168 H OfEHARE, UAY & T2
Eol7] aiks e AEEE AAAEUAH

32) Isabella van Elferen, “Analysing Game Musical Immersion: The ALI Model,”
in Ludomusicology: Approaches to Video Game Music, eds. Michiel Kamp,
Tim Summers and Mark Sweeney (Sheffield, UK: Equinox, 2016), 37.

33) Fernandez-Cortés, “Ludomusicology,” 13-35.

34) A= # “8]F 2A03"(Ricoh RP2A03)9] F AdL FPuHsuare wave)Ad], 15
shtes &etolt 238 THEo] Ho|AE WA v A] Aol Fato] AIH
A H(triangle wave)2] Al WA Ad2 SEHE W2 A4S U, 29| A7 Algt
Ao|gict. WA ASF vte= Y "R i B 57U tE 893S FHsk=
=] ’\]’%5]213’—, UV\]‘E]' A2 AA &g BES AT £ AU Fernandez-
Cortés, “Ludomusicology,” 23.
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IR 1) AY <FH&HYoE> ¥ Poison Mind' 9] A Al wi

by . — | |

b I T = | |

T ! = | = 4 |

iRz = i = =, . ]
& = &

% | ¢ = | ¢ = | ¢ .
T DS = = |
%4 )J rs )J I)J rs )J I)J s )J X ]
HEd gy wds 9 EEE S4cke dF 54U Ad
(Japanese Role-Playing Game; °]3} JRPG)9] &< ++2+= %2 <fo| vt
5 ABEFED)EE 4= 2=t SA1E A 3040] A <=2 ALAE>
(Dragon Quest, 1986) Al8]29] 3L 292 A, u}2, ‘%‘T’i‘, A4 5 gaet
Aol & 8719 Fo=E FAEI=H, ol JRPG A A2 3914 AA
o2 #33th JRPGE &9l e5E A= v E Edolojs AP AE
7F Y= ARIAE E8e 392 Eof Al & A9S A5k ujE #
o 4= St} o]t Rty E A= HH L Al ¥ Hol w&
2opolle HEHU=H, 942 250 1¥A= JRPGY F&& 55t of
S0 A& AY 2ot AEYT} vlgto] A&SHAEE 5HRich35) ol
gt ds Ry gEHIAAZF 3059 JIHo R EY, F3HE, 183
AAro 2 A A%hSS HoEth

V. <Z20HL =2 => ¢+

KEFE>9 ¥4 492 2o 594 AIHER SHUE HhAIA]

rlo

35) Tim Summers, ‘Mother/EarthBound Zero and the Power of the Naive
Aesthetic: No Crying Until the Ending,” in Music in the Role-Playing Game:
Heroes & Harmonies, eds. William Gibbons and Steven Reale (New York:
Routledge, 2019), 50-51.
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o= T Muzak), AIAECIA &8 HA= S48, HolddolEY

F, o= FUEY 54y T ode AKX LY A7HA] A E A
Q. 2o HAFdo A WA KEFE>9 71EAQ] R} A
& AHEIE S6 AYY S840 s A

=321
_,_
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= S @
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1. KBFE>9 A33 g4t

<KBE9 &> AYRE AY " o 1X] 7HAokEguchi Katsuya, 1965-)
7F dele At A2 JARES o 139 715 9 A= HolA YERS
LAY QAR AYE FHoE VYUY I A AU 7S @A
AZrE BUA, digtsta, 97 = 4 Atk= 2ol A Ydista 83 Ao
g AZ ALdsyT 1 224S AEY 5 Sl HHol St est
IRIP, TA0] HIE KFEY €39 dego|dsyrh. ot gt
KFEY £>& 20019 AXF & JdE 649 <FEY £>& AR
2 20059 FHE & ddx DS E {3 <=FHAe FEY &>
(Animal Crossing: Wild World), 2008d dHE Wii'E& 3t <E2o=2
=718 559 £>(Animal Crossing: City Folk), 2012¢d ‘Ud= 3DS'E
A5k «Fojuelg &9 4-‘-—>>(An1’ma/ Crossing’ New Leah& A 2020
Y JeElx /\%ﬂil‘ AT KHFE>S EAISHAT

KEESL>0 Zgojojrt BEE /\ﬂ % ‘A AY’ (sandbox game) 2
237 ?H} ofutEl7E Ado] olFsl Y& A, Y FY HY € SAE F
sf wkEE 7Hro] Y ABEE MAdst, =Zdolo] 7Y EH(Non-Player
Character; °Jst NPC)Ql & FHEE °IFAIA A< 7I&s) Witk &4

oloji= DIY 7H-E &0l A &S A stAY vk S AR bR

36) Edge Staff, “The Inside Story of Animal Crossing,” Edge, Aug. 29, 2008,
https://web.archive.org/web/20131017234121/http:/www.edge-online.com/
features/inside-story-animal-crossing/ [2025¥ 2€¥€ 1¥ H<l.

37) WIEHEA Aol o] ool5o0] A48 FAIE WEL WAL} o] )
oot AR B gol A5TA TS T+ Ut AY Sdo] B4 E= g2
g Uit
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e 7] 25¢ B3 eYE L7
o Ao et st BUwE
IlE <EEE>O] e HHE A FARGS ew_
AAA 240 Aot Aol fAle g oy 2 oloi%ﬂ e %
ot Hridc 39

KEFTE>9 A7} JFHL

=
A - ZAH AR FE =EdTh &
o
=
=83
=R

R rl

iAo A 2] ASHAEZR AfE U A
A AY oM 93} <mELTE>
(Midsommar, 2019)9] &8 FHES dA&sty, ofjydo)ld «AT} 25|29
FUFEES S AFsiY, 7k B9 FAU|TQ 7> HIHAES HH313]0]-
At} KHEESL ofo|E 7|3ALY] ulAE, AAE 7t 2 mA Bl
59 Fao] AFHor FEEHoH, AA| vlEsA] S0 HAETE 6}
9th-40 20209 & HIo|E(Joe Biden, 1942-)2 HjwgtEo] B2 olst A
ALE9 oHee S «EEE>o] HiolE A whEo] 3L 71
A A AY AFYELY] A5S AEsH3th4D 201949 AFHE 5
A9 ABA 240l Y(Joshua Wong, 1996-)2 AY &oll x4 +3&

38) KEEE> EF0]oIEL gdoz g HEZAN] a2 2Tl 80% o142 AY
o] ¥¢ BIE ‘3”‘”*]7}3\‘:]3— SHEHFRL, 7] 840 tiet A kst 7MY =9tk
FAA, FEG, o|Hol, Wolrtg FEO] &9 o] 8 Ao et AT, TeH=EHF
B RSS=2X]; 27/2 (2022), 76.

39) 7ﬂ |9 SR E+= o|=gt Hrlol| tish “EAZQI 847 g, op7|A7]sl Holil Ao

2 o XRIdl 1717} Qo' ‘o AY' o= He s ALEZ AY IAH

e -r]?l’ AL o2 ol E WohA] gl A&siA o]ojA| 1 ek Al vk

== r‘)rL 7ﬂ IHAYT, of 4218 1 AFolut st Ad g FA 9

HE7] (”Jr 54, 2020), 7.

Bl =N EE—’] <ol 54T LGAA L= TV,” TidA4A,, 20214 39 214,

https://www.mk.co.kr/news/business/9796128#none [2025d 2¥ 19 H)

Aug], “PE A BT FEY o A4S ARAT,” TAAHFL,, 20204

59 64, https //www.gamemeca.com/view.php?gid=1630254 (2025 2¥ 1¥

A& U7, EsHY =9 €914 YAl vlE g e |AE HY

FHA7]E 291, TolAlolE,, 20224 39 259, https://www.insight.co.kr/

news/275581#google_v1gnette [20259¢ 2¢¥ 14

Derrick Bryson Taylor and Aimee Ortiz, “Biden Campaign Courts the Ani-

mal Crossing Island Vote With Yard Signs,” New York Times, Sept. 1, 2020,

https://www.nytimes.com/2020/09/01/us/politics/biden-animal-crossing.

html?smid=url-share [2025¥ 2¥ 1¥ &l

40
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H9lx, “mE o] Aol Ay molk o] YEIUT BB &
£ Aol A4 Sk FolHoln Aze P Ae AT & 9

ot 7421 gyt

A" D <EE > W9 ‘C&C m&std 'y} Hiol& A

2. KEFE>9 ot &g

<KSE9 &> AR ARRE tdE TER} 7ER0|(Totaka Kazumi, 1967-)
= <EE5E>9 AYZ A o' FF9 o] A BE AR XIEA
E9717E 1WsIR A, BT A& Felle S-S A5 A6 =
P22 k) Ao & "ot 2w vt HH «2ZE5E>
9] AFEAA 0| ZE HHE Q] REJHE ZH= v 29, NPCE9 24, =]
B ZAEE o= Aojdaolge AF, A9 gt FHsl= A4S ot &
g 59 35 B9 F4Ht

2.1, 91y ute] A7k WF
<20 &> AzoA MUANAE W7 ot AUAAL FAT A7

42) B4, “TF ARIEC] TEY «olA AIYE oozt A, TALH7Ls, 202049
49 99, https://www.gamemeca.com/view.php?gid=1627977 [2025d 2¥ 1¥
A&l

43) Gab Ginsberg, “Inside ‘Animal Crossing’ Composer Kazumi Totaka's Meti-
culous Process,” Billboard, May 27, 2020, https://www.billboard.com/
culture/lifestyle/animal-crossing-composer-new-horizons-music-interview
-9390953/ 120259 29 1¥ H&.
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HE AAEAET, ol " AYSolA wAITEY vl ZotEe] S3 40|

U, KEFE>A o5 22 HHERl ‘Welcome Horizons' 2 8

wEuEe YAeeo RN AZHY Eepl szols ol 330] 48L
o O

“omy Hube vhe o3 Alke] A WEolHLYT
of WAIZE ool oW WeHlRE FASHY, S8 RIS T RN 3k
AgE7] WEAUT. o] So1g s =X
2 7P apde 24 el Be og g 2y et
o %
g

o
i
)
e
2o
o
o,
e

A 2ota HA o] & Aolek= A

BE ARFES] ol5)E AstlzlE HAo] Wi FagsUtt 44

‘Welcome Horizons 2] $4&2 EF420] o AF=HH, 9, of
F28 7]g, ofZYdd, Efeby|2 gisHr). ojwf shelolofjA] FEgt S-Zh
U gm|o] 7t 22 947]9] A2 ddf A9 ER71E BT FAl o F
A AL B3 LTS Foh 2 v 1-29 of2HA QR AJ&sto] A
y SAE AA vt 4ol A SR sH=E((E 2)), olnf 33 4l 430 ST}
H F175-3(V7susd)2 vlald &2 7HE AAY vldAde dedo. 3
O] mpA|Et HA] VsusdZ FAsH=T(W}TH32), ol2igt 43 F7F BHI-2 Bt
FTAE Bt vt 129 vt 240 FUsHA HAE™, AZT} o] &
A7 2 AYL AAY ¢=3He AZPYE FEgt 42 @AdE
1-13)7 EEEhEtd 14-25)9] & BES 24 utr]26-299014 AAF(Link)E
AX Fo] AFo R FEoprtH, F HA vhE FE2 AFF glo] HiE ¥EXA|
2 olojxith. FxRo 24L& WHE9 FAE o|F= THIE oA H3:
9] 2420 AbFEREW8-11), BHEY] S/ AolA ©3% ot
DAZE(@19-22) AIHY xS AYsted, M2 F 24 BF 9=

oF BtAA 3=@A L] A= E Fol 43S FARIT

gg

44) Ginsberg, “Inside ‘Animal Crossing’” [2025¢ 2€¥ 19 <&l
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Aol Wt P SAT oxy Huke A Af HES RE ol
sl A7ee] w7 otom ARt A7k gote] uh2sls 8713 o}
AZFQ1 @ 7-9A9= 112BPM, LA193t @4 1149 60BPMOE A4
o, vk dolut i 9k gl o9 Ahgo] 234 Wsle] AU e
29718 g4 2 A7 g Sote BE wEEAR viXE 238

o9 o g FYU AZtHoA FnHTh HAE = AAHY S48 olF
v 2ok th Alte] o & Holrt=d], dE &0 24 6A] 5589
AZ H&Eot] 64] 5880 AIRHES F2A =H ‘Welcome Horizons'
6:00 AM. & A2 FHsHA =9, & 74 AASe] &Y & 7:00 AM.
= 7 "t ol2gt F1o] Heks B A YAEA JEoRE A HH

(B 2) <BE2>0 4BH YN 7=

EH0: gvp * A 6:550 APl H&T B¢
Ed: 1 AM

su2 2 AM | [Ed0] ~ [Ea86] ~ [ 3anEd | - [Ea7] - [ sadsy | - [=a8] -

6: 6 AM.
707 AM.

m | (m
|

AIZHHE Fotoll= vt 249 o717 ARG EHAITE AdAMl = FRAY &

;S'ET'Z] dom, HA AEEL 7|90 = AeAo] FEHXt Hxes dF

= S 0ol ol HFARN IF AAE B30

Zqﬁ;q'oﬂﬂ] ﬂﬂ] /\H]E]‘jr vghe] fi@(Natalie Farrell)2 <25<%>9] vHe

A v 299 oA ZAd(easy-listening)o] WMe|stol| AejE EFoloix

oA dElolA Ed F& T2 83E wEo] ARl gt FeE Edes
=2 oAt

45) Natalie Farrell, “K. K. COVID-19: Temporality, Trauma, and the Animal
Crossing: New Horizons Soundtrack,” Journal of Sound and Music in Games
3/4 (2022), 1-28.
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o, BFA 2A7 28] Abol9] FHE Al AAY e BE 5 A=S
FEs Aol ZRATH 0= EEL 7h2n|9] et dddEn. Yy ujd
(Nathaniel Mitchell)> S24] &ete] M HHY} KHE5&>9 HEIS
Hlast=tl, 2o mhaE dubAel g AYGoA st Edolo7t AY
of Aol mt Sz FEyy, S4 FoFe WFESe 4 B2
AE Hubg Ze Folde FHE gD I3y <B2E E>A
EdoloolAl F 7HA WA S FHE S0l 875 H=dl, ARt
o AFgHE HEEY] 4% FxE= SHA 719s 875 E, 2]
€ =% &0l #5E Yoy fot A=H ”}5715 o= ﬂo]"’]’
2 B KEEFE>O] 5o AATT A=A A

A
=, Edelole2 aAte] 4ol wt HH o] MRS 5741% °}°ﬂ A X
St MFEFo] A717] migelth. AE &0, RAZ H&s= Edolos
'4:00 AM. 2 A8 24 X &+ 9o, Ridz

=13
S h=

o 01%% 12:00 P.M.’94 IRE B R 4 Sl ol
H A

EHNPE
Ul Jfat vde AAY A goto] Eefelolg 4 A A2s)
5 FHAAT D FUBAE <EBESOIA ATt A

FL 152 29T

2 WG 7MY AR @AY ARt FAs B27] e, AY &
73 goke Bdolol AU 4 AAY BRE ARE &0l EjHIetTh o]t
42 Weyoz olo) uPH SdoloiSoA @A A Felst, A
gt o705 AdHo] Atk PR FUe ol

46) Ginsberg, “Inside ‘Animal Crossing’” [2025¢ 2€¥ 19 <&l

47) Nathaniel Mitchell, “Variations on a Theme by K. K. Slider: Memory and
Play in Animal Crossing: New Horizons,” Society for Music Theory: Video-
cast Journal 9/4 (2023), https://vimeo.com/735899118 [20254{ 2¢¥ 1€ &%)

48) Mark Grimshaw, “A Step Back from Reality: Sound and Presence in Com-
puter Games and Other Worlds,” in The Cambridge Companion to Video
Game Music, eds. Melanie Fritsch and Tim Summers (Cambridge: Cam-
bridge University Press, 2021), 269-283.
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2.2. DIY ‘A4 d@=zt)

DIY 84% <HEE>9 HHOR, Edojoj= thafdt ofolde A A|zst
o] AL Tu|AY ASto] B3t 2 9t} 49) Ed] 4 W] o] L o]

olote] Qe HAL 7Hg & St DIY §oF BFOE, Eeololo]
S A28 g ARE R AN 234 AstEle] ABEE ol

ov9E 75at 4 ARUS Ssta Seojolt HAE Lot Ty
B3, 0hg Fulo] PR u) B2 A S B, ke FUSC Y =UE
wekch AH4lo] BHE A8 £ Hid), ol Thkst obrlge] g i)

A2, e 24oR0 o)x, AU Wsh 52 B9 WgEo] SHATt B
o gAEe 4 WS A4 ARsks Al A4lo] Fosh ket ol
W4 got, The A et 2of, AolH, Fh4] 52 ABH=H,50 o
3 IQIHQ) ABEAEAC] WAL BeololSo ot gl et FAHL
St o] e},

4 920 ANE H Sfolofe 3
o4 Esitole] g3z AT 4 9k (2w
2, 29 HPo| Lol AelF 1§ Al
uhtE A A Aolth A W §HE]
a7EEd, ©h 5-bo 4 eds 0
7} AW BB Aolth. 2L CPEE YU, 929 8¥
715 A2HE @ o] HYHES BejEglon], {EeEE & Shust &
o £EES §o} 7luEoich Aoz 4 Ww=de] FL 2o WA T
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Abstract

Understanding Ludomusicology and Analyzing the
Emotional Effects of Sound in Animal Crossing:
New Horizons

Shin, Dong Jin

This study pursues two primary objectives: to investigate the
historical and conceptual development of ludomusicology, and to
analyze how sound in Animal Crossing: New Horizons shapes player
experience and emotional immersion. Ludomusicology explores
video game sound, focusing on its interactive nature and the
performative aspects of player engagement. Unlike traditional
composition, video game music features a nonlinear structure that
responds dynamically to player actions. In Animal Crossing, sonic
elements—such as the opening theme and its hourly variations, DIY
town tunes, genre-spanning songs by a virtual musician, and
synthesized NPC voices—bridge the player's sense of reality with
the game world, deepening emotional immersion. In-game music
also strengthens social bonds, providing a sense of community,
especially during the COVID-19 pandemic. Ultimately, this study
argues that video game music holds significant meaning not only in
emotional immersion but also in educational and cultural contexts,

thereby underscoring the need for further research in ludomusicology.
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