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INTRODUCTION

The name is hero, anti-hero. You’re the most unexceptional character conceivable. In a world with magic. With dragons. Evil creatures. How do YOU expect to survive?!
Donjonfeist is the low fantasy role playing game. In Donjonfeist you play an adventurer constrained to explore the dark alleys and forgotten corners of the fantasy universe in a quest for survival and a way to pay his wine jug. Pick your axe, sword or mace, prepare your spells or potions, sharpen your tongue and come show them who is the less unfortunate of them all.
The present book is directed at both players and Game Masters. Here you can find the rules that will allow you to become an adventurer in the Donjonfeist universe. Yet, to be able to start a game you need the complementary materials that are specifically directed at the Game Master. By whatever name they are called, be it modules, scenarions, campaigns or whatever, these are the storytelling devices that the players will happily reduce to shreads throught the irresponsible behaviour of their characters.
At the core of Donjonfeist is the GlovEngine, a role playing game system designed for allowing the players to turn their source of inspiration into a game with minimal effort and maximum usage of the original, non-gaming materials. If you are the Game Master (GM from now on) just find anything that you think would teach the Player Characters (PCs for the next of the present booklet) a good lesson and throw it at them.

Special thanks for RPGnet (http://www.rpg.net) for hosting my GlovEngine column and games at (http://www.rpg.net/news+reviews/collists/glove.html) including the present gamebook. I also must thank Chad Underkoffler for allowing me to use two of his characters (Kaadior Viadi and Pauline Macready Lang). These were presented in his RPGnet column "Let Me Tell You About My Character…" Both are copyright 2002 of Chad Underkoffler and are used here with permission of the author. Check out Chad's work at RPGnet (http://www.rpg.net/news+reviews/collists/letmetellyou.html) and at Atomic Sock Monkey Press (http://www.atomicsockmonkey.com).
A FOR ADVENTURER
PLAYER AND NON-PLAYER CHARACTERS
Linus had been impressed by that woman. Housewives, beggars, maids, servants, all would flock to her asking for alms. She attented to each one with a good word here, sound advice there, a minor gift of the god once in a while. Linus had seen plenty of these wandering monks around, but she was good.
Get a well stuffed pizza, pick a big glass of the pinkest sangria you can mix, roll your trusted dice and let’s game. You are an adventurer, a bold adventurer, a second to none adventurer, a determined to adventure adventurer – that, or to continue begging for public charity in the filthy streets of your hometown. So, what sets you apart from the countless rascals that aspire to follow on your adventurous toes?
HOW TO CREATE A CHARACTER

To have a character to play all you need is its description, but how do you get it? There are several alternative processes for that purpose.
Pick a pre-generated character
The easiest way to define a character is just by picking one from any suitable source. The source can be a book, a movie, a work of art, whatever you fancy. All it needs is to provide a representation of the character and his history. For instance, you can find at the end of this booklet a list of pre-generated characters for you to play, but you could also just pick a fictional character like Frodo from Tolkien’s The Hobbit or the Grey Mouser from Fritz Leiber’s short stories or even Shrek from the movies of the same name. Get you source and past the description of the character into a blank Character Record (you can find one at the end of this booklet). For instance, you can refer to the next link,

 http://www.rpg.net/news+reviews/columns/letmetellyou20nov02.html 

where you will find Kaadior Viadi described in the next terms:
“The year Kaadior began studying with the druids, the orcs came again, as they did every five years or so. They were easily beaten off, like so many times before. However, the year after that, they swarmed again -- an event with no precedent. A second time, the men of the territory repulsed them, perhaps not as handily. In the third year of Kaadior's apprenticeship, the orcs struck silently and without warning, in many small, fast groups rather than a single large force. Throughout the territory, the orcs slaughtered whole homesteads with their swords; burned entire villages with their torches; and felled all the sacred groves with their axes. Whole communities were erased from the map by their depredations. Only a fraction of the human population got away safely. Soon, however, there would be no safety, as the warbands of orcs pooled into a true army, one closer to civilization than ever before.
All of the Viadis died in the attacks, except for Kaadior, his older brother Keth, his younger sister Aryna, and his Uncle Socheth. The Viadis made their way to the ducal seat, following groups of other refugees. Socheth enlisted with the Duke's men-at-arms, mostly to provide for his niece Aryna. Keth disappeared somewhere inside the winding streets of the city. Kaadior wished only to quench the burning rage he felt for the orcs.
Unwilling to root himself in one place and simply wait for the beasts to come (like his Uncle Socheth), Kaadior turned to the mercenary companies the Duke hired to harry the orcs. He signed up with one -- the Nighthawks -- as a scout, trading on the woodlore gained from his family traditions and his druidic instruction. Already a dab hand at archery, he learned to fight with fist, sword, and spear during his time with the Nighthawks.
His outwardly easygoing nature conceals the hard oak underneath. Patient, thoughtful, and determined, he never complains, preferring to suffer in silence. He refuses to ride, and instead lopes along like a deer, easily keeping up with horsemen for long distances. Kaadior's druidic training, remarkable endurance, and hatred of orcs impress even his hard-bitten comrades, and have made his renown as a superior scout.” (Kaadior Viadi is the creation of Chad Underkoffler for his RPG.net column ‘Let Me Tell You About My Character’, published November 20, 2002)

Past this text into a Character Record and there you have a character you can play with Donjonfeist.

We just suggest that you be careful when using widely known personalities as your pre-generated characters (like Frodo, the Grey Mouser or Shrek). Because they are widely known your fellow players will have some expectations about how they should be played and that may limit your freedom. Using less know personalities for inspiration may be a better choice, that or working the pre-generated character only as a starting point for character creation. But that leads us to…
Create from scratch
What if you have a clear idea about the character you want to play, even without referring to any particular source of inspiration? Just write it down and that’s it, you have your character. All you need to do is to describe him and narrate his past deeds as you see fit by retaining whatever you consider relevant, be it his personal traits (physical, mental, moral traits, etc.), his education, social standing, past history, belongings, etc. It’s your character so you can do as you please (under the limits set by the GM, of course).

Harold wants to play a Satyr. “A Satyr?”, says the GM. “Indeed”, says Harold, “I always liked to play artistic characters”. “He is a rebel”, he adds, “a Robin Hood-like rebel”.
After careful consideration Harold finishes his Satyr:
“Linus is an urban Satyr. His family has been into arts for generations. They are part of a theatre and music troup that delights audiences around big and small places with their lively performances. Linus usually dances, sings and plays the flute. In theatre he is appreciated for his swashbuckling performances. He developped a stage sword fighting style that is very realistic. It is common for even the most hardened sword masters to think that he will actually kill the villain at the end of a play. Usually Linus dresses a green corset and a brown bonnet with several feathers. He always carries around his rapier.”

“His stage rapier”, points the GM, “he has no money to buy a real one.”

“As you like it”, replies Harold. “Other than his rapier he carries his dagger and his flute. It’s a metalic flute that turns into a blowgun when needed. The feathers in his bonnet are the darts for the gun flute.”
“Did I say Linus is a good dancer? He likes to dance out of any compromising situation. He is really good at it.”

“Of course, he can do the usual magical tricks so common among Satyr artists”, to which the GM ads that it will be restricted to simple magical sensory illusions and communication spells that deal with emotions.

After some more interaction between Harold and the GM Linus got to its final shape:

Linus is an urban Satyr. His family has been into arts for generations. They are part of a theatre and music troup that delights audiences around big and small places with their lively performances.

Linus usually dances, sings and plays the flute. In theatre he is appreciated for his swashbuckling performances. He developped a stage sword fighting style that is very realistic. It is common for even the most hardened sword masters to think that he will actually kill the villain at the end of a play.

Usually Linus dresses a green corset and a brown bonnet with several feathers. He always carries around his stage rapier as if it was a real one (until the day when he will be able to afford a true blade). Other than his rapier he carries his dagger and his flute. It’s a metalic flute that turns into a blowgun when needed. The feathers in his bonnet are the darts for the gun flute.
Linus is a good dancer. In fact, he likes to dance out of any compromising situation. He is really good at it.
He also can do the usual magical tricks so common among Satyr artists, simple magical sensory illusions and communication spells that deal with emotions.

In his middle age, he has grown potbellyed and prone to sarcasm and cynicism. Unfortunately to him, if we may say so, since that lead the leader of the troup where he worked to ditch Linus for good.
The point is, when creating the character you should be sure to cover some basic sets of data. Things like:

Give your character a physical description. Take attention to the different senses: the way he looks, how he smells, how he feels to touch. Does the character have some outstanding traits like superior force or dexterity? Does he carry any particular disease? Things like these should also be considered.
Linus is a Satyr which defines the way he looks. Implicit is also the fact that he will be particularly addroit when compared to other humans like minotaurs, humanoids or dwarves. Since nothing is said, we may consider that Linus is a fairly average Satyr.
Give your character a personality. What are his feelings, beliefs, interests, noticeable traits of character, goals? Does he have any compulsions like addiction or strong biases? Ask yourself this type of questions.
Once more, being a Satyr Linus is a fairly individualistic character when compared with more gregarious humans like elves or hobbits. Notice that he is an aesthete, a true apreciator of art.

Give your character a history and context. Where was he born, what were his studies/apprenticeship, where has he been, to whom did and does he relate.

We know that Linus “is an urban Satyr. His family has been into arts for generations. They are part of a theatre and music troup that delights audiences around big and small places with their lively performances.”

Based on the previous points consider which is the first impression your character makes when he meets someone for the first time. Define how much of his traits can be perceived in a normal interaction (like the way he looks and speaks) and how much is not easily perceived (he may have a non-perceptible disease, a twisted personality, a secret he doesn’t want to remember or doesn’t want people to know about).

When people see Linus they see a Satyr dressed in a green corset and a brown feathered bonnet in his head, a rapier and a dagger to each side. What they don’t realize is that the rapier is only waluable for stage or training purposes. Neither do they know that the feathers are actually darts to be blown with his flute.
Give your character any relevant abilities, things he is particularly good at or where he underperforms consistently.

Our Satyr dances, sings and plays the flute. In theatre he is appreciated for his realistic stylisation of swashbuckling. He is a good dancer, a skill that he turns into artistic escape abilities when needed. Furthermore, he can do the simple magical sensory illusions and communication spells that deal with emotions so common among Satyr artists.
Provid your character with suitable equipment. He does not just walk around nude, he dresses and carries with him whatever stuff he fancies and owns.

Linus dresses a green corset and a brown bonnet with several feathers. He always carries around his (stage) rapier, his dagger and his metalic flute. The flute doubles as a blowgun to shoot the dart feathers in his bonnet.
Listen to your GM. He has to validate your character description.

Notice how the GM limited the magic tricks that Linus is able to perform.

Rework-it until you feel satisfied. You can go back and forth through the previous steps, each feeding on the others, until you have the final picture of your character.

Notice that this is just a suggestion. You are not constrained to follow these guidelines. You may expand on it, change it or just ignore it.
A combination of the above
You are always free to combine the previous character creation methods. You may pick a character from a source or a pre-defined character and modify it by eliminating traits you don’t like and introducing traits he lacks. You can pick these traits from other characters or create them from scratch. All permutations are possible.

Some operations you may consider to change a pre-defined character are to:

· Shift to synonyms / antonyms. Pick a dictionary and change the adjectives in the source to synonyms or antonyms.

Chad’s Kaadior is qualifyed as “Patient, thoughtful, and determined”. We can change ‘patient’ into the synonym ‘perseverant’; ‘toughtful’ into the antonym ‘careless’; and ‘determined’ into ‘stubborn’ a synonym that conveys a different meaning.
· Eliminate part of the description. Just drop what you don’t like in the original character.

For instance, a character based on Linus may not have the skill to use a blowgun at all.
· Introduce new aspects absent from the description of the character you use for inspiration.

Once more using Linus as inspiration, an alternative Satyr may have been enslaved for several years.

· Combine aspects from different characters.

The alternative Satyr based on Linus might have “signed up with one -- the Nighthawks -- as a scout” where he would have “learned to fight with fist, sword, and spear”.
By combining these and similar operations you can frame the character you have in mind or develop as you go if you don’t have a clear idea before hand.

Anna liked Chad’s Kaadior Viadi but he doesn’t want to use it as such, instead he prefers to toy with it. Besides, the GM has some setting limitations that don’t go well with Kaadior. Based on their interaction they come out with the next:

GM: “There are no orcs on the part of the world from where your character comes. And what about a new name?”

Anna: “Ok, let’s change it then.”

“The year Kaadior Nahla Contreyras began studying with the druids Monks of Lares, the orcs swamp ratmen came again, as they did every five years or so.”

Anna: “This thing of the swamp ratmen coming each five years just adds nada. Let’s cut it short: The year Nahla Contreyras began studying with the Monks of Lares, the swamp ratmen came again, as they did every five years or so. They were easily beaten off, like so many times before. However, the year after that, they swarmed again -- an event with no precedent. A second time, the men of the territory repulsed them, perhaps not as handily. In the third year of Kaadior's apprenticeship, the orcs struck silently and without warning, in many small, fast groups rather than a single large force. Throughout the territory, the orcs swamp ratmen slaughtered whole homesteads with their shortswords; burned entire villages with their torches; and felled all the sacred groves with their axes. Whole communities were erased from the map by their depredations. Only a fraction of the human population got away safely. Soon, however, there would be no safety, as the warbands of orcs swamp ratmen pooled into a true army, one closer to civilization than ever before.”
Anna: “This looks a lot better. I’ll also have Nahla becaming a monk of Lares after the attack of the swamp ratmen. Let me recap…”

GM: “Wait. You must also change ‘human’ into ‘humanoid’. Remember that in this game ‘human’ refers to all intelligent and emotional beings. ‘Humanoid’ is the equivalent of the human species in the real world.”
Anna: “Ok. Nahla Contreyras was around 15 years old when the swamp ratmen came and struck silently and without warning. Throughout the territory they slaughtered whole homesteads with their shortswords; burned entire villages with their torches; and felled all the sacred groves with their axes. Whole communities were erased from the map by their depredations. Only a fraction of the humanoid population got away safely.”

Anna: “Notice that I also cuted out the survival of any Nahla’s relatives. Neither do I want her to become a scout, so she will just turn into a wandering Monk of Lares. Let’s look at her personality now: His outwardly easygoing nature conceals the hard oak underneath. Patient, thoughtful, and determined, he never complains, preferring to suffer in silence. He refuses to ride, and instead lopes along like a deer, easily keeping up with horsemen for long distances. Kaadior's druidic training, remarkable endurance, and hatred of orcs impress even his hard-bitten comrades, and have made his renown as a superior scout.”

Anna: “It’s a she, not a he, and let’s cut that first sentence, and the third one as well. The last needs some reworking to: His outwardly easygoing nature conceals the hard oak underneath. Patient, thoughtful, and determined, she never complains, preferring to suffer in silence. He refuses to ride, and instead lopes along like a deer, easily keeping up with horsemen for long distances. Kaadior's druidic Nahla’s Monk training, remarkable endurance, and hatred fear of orcs swamp ratmen impress even his her hard-bitten comrades, and have made his renown as a superior scout.”

Anna: “I’ve been looking at Chad’s other characters at RPGnet and there’s something in Pauline Macready Lang that I liked, more precisely that thing about… Also known as Laying on of Hands, the Touch is a fairly common huckleberry talent. A person with the Touch can close wounds, join broken bones, grab hold and shuck off the sickness from another, perform painless and bloodless surgery with their fingers, ease fears, remove (or bestow) pain, and can physically touch ghosts and astral beings. People with the Touch are usually sought out and honored.” (check Pauline’s description at http://www.rpg.net/news+reviews/columns/letmetellyou19dec02.html).
GM: “Yes, a divine power like that suits Lares’ monks well. In any case drop the bit about touching ghosts and astral beings, and the last sentence as well – the one about being sought out and honored. Notice that this is a divine power that requires the support of the faithful, tough. On the other hand, it may be reverted into a destructive power to be used against those that offend Lares or attack his faithful.”
Anna: “Great! Here is the final description of Nahla Contreyras:”
Nahla Contreyras was around 15 years old when the swamp ratmen came and struck silently and without warning. Throughout the territory they slaughtered whole homesteads with their shortswords; burned entire villages with their torches; and felled all the sacred groves with their axes. Only a fraction of the humanoid population got away safely. Nahla was one of the few survivors. Soon enough she was adopted by a Lares monk and eventually she became a dedicated follower of the household god, forever trying to recover what had been wipped out of her future. Whitin three years Nahla become a full fledged monk of Lares. That was two years ago.
Patient, thoughtful, and determined, she never complains, preferring to suffer in silence. Nahla’s survival skills, remarkable endurance and fear of swamp ratmen impress even her hard-bitten comrades. That and the fact that she got from Lares the Touch, the power to Lay Hands.

Note: A person with the Touch can close wounds, join broken bones, grab hold and shuck off the sickness from another, perform painless and bloodless surgery with their fingers, ease fears, and remove (or bestow) pain. Lares Touch may be reverted into a destructive power to be used against those that offend the god or attack his faithful.
OTHER ISSUES ABOUT CHARACTER CREATION
Whatever the method of character creation of your choice, keep in mind that the character record only provides the boundaries within which you can give free rain to your creativity. Here are some additional guidelines that will help you in framing a character that you will enjoy to impersonate.

Alternative character description techniques
You are basically free to use the descriptive method that better suits your taste:
· Textual description. Basically you write down a text with the description of the character. This is the method we have been following before.
· List of traits. In this case you make a list of the important aspects of the character.

· Images. If you feel more inspired by images than by text just pick or draw a portrait of your character.
· Any combination of the above or any other possibility you may consider.

Limits for character creation
How long or how detailed should be your description? There’s no limit to it. Just keep in mind that you are not going through the character creation process just for its own sake, creating a character is not an end in itself. You are creating the character to roleplay it afterwards. What’s in the description are things that should have an impact in his future life.
What if the different PCs have similar descriptions? For a start, the players should present their characters to each other by reading the respective descriptions aloud, allowing the other players to read the character sheet, showing their drawings, etc. (Of course, if your character has some secret trait this should not be disclosed to the other players.)
If the players realize that they have similar characters and they consider this to be a problem they need to rework their descriptions (if all the characters are cadets graduating from the Navy Academy the chances that there is a good deal of overlap are higher than if they are the passengers of steam boat, for instance). The procedure is the same as the one detailed above to create a new character based on a pre-existing character, actually.

Finally, the ultimate judge of what is acceptable or not is the GM. Be sure to work a character description that he is ready to accept.

A good character is not necessarily a perfect character
The fact that there are no limits for character creation does not mean that you can make your character second to none at everything. Remember that there is so much a person can learn or do in a life time. You have to be able to explain how and when the character acquired his abilities or stuff in such a way that there are no contradictions in terms of his personal history. You should also consider both the good and the negative aspects of life. In fact, playing an underperformer may be as enjoying and playing a top ranker. Many of the most interesting fictional characters are far from being the number one in their respective worlds and a good deal of what makes them so interesting is the way they overcome their limitations. Just think about characters like Frodo in the Lord of the Rings or Elric of Melnibone in Stormbringer.
Bernie, the last player of the group, finishes his character:

Running-Snot Syllva is a humanoid kid around 13 years old. Skinny and somewhat undergrown, always hunger-bitten, he just tries to survive in the slums of Port Brun-Ka by begging, doing menial works and stealing whatever comes to his arms’ length. Keen eyed and with a sharp ear, he was able to survive on his own due to his wits, innocent look and brisk addroitness.
Syllva is usually seen roaming around with one of the many troups of little punks that roam the back alleys of Port Brun-Ka. He is valued by his fellows less for his fighting prowess – he can hardly be considered an asset in the usual fights between gangs – than for his wits.
Dressed in rags he owns nothing of value. He was dropped in the city when he was 8 by an uncle too eager to have one less mouth to feed. He can’t even name his place of origin.

Where are the formal traits?
If you played other role playing games in the past you may be asking where are the formalized traits, the ones you can use as mechanics for game procedures. The answer is short: There is nothing like that in Donjonfeist. That does not mean that there are no game mechanics, it only means these don’t require formalization of traits, as you will see in latter sections of this game book.

So, if you ask yourself what in game terms means that “Lares Touch may be reverted into a destructive power to be used against those that offend the god” all you need to know is that it means exactly that. There is no pre-defined trait or ability to which that expression needs to me retrofited. And don’t try to fathom what pre-ordained ‘skills’ may cover Linus swashbuckling performances. There are none.
What about character advancement
Sure enough, the character is not static he changes through time as a result of his actions and the events that impact his life. Yet, just as there is no set list of character traits there is no set meter for character advancement. A character evolves through the events of his life and the markings these leave in his description. Just record the changes at the end of the game session.
You have a character but how do you put him in action? That’s what we will cover in this and the next sections.

We will use Linus, Nahla and Syllva to illustrate the rules presented in the following sections. Let’s recall their descriptions for easier reference:

Linus is an urban Satyr. His family has been into arts for generations. They are part of a theatre and music troup that delights audiences around big and small places with their lively performances.

Linus usually dances, sings and plays the flute. In theatre he is appreciated for his swashbuckling performances. He developped a stage sword fighting style that is very realistic. It is common for even the most hardened sword masters to think that he will actually kill the villain at the end of a play.

Usually Linus dresses a green corset and a brown bonnet with several feathers. He always carries around his stage rapier as if it was a real one (until the day when he will be able to afford a true blade). Other than his rapier he carries his dagger and his flute. It’s a metalic flute that turns into a blowgun when needed. The feathers in his bonnet are the darts for the gun flute.

Linus is a good dancer. In fact, he likes to dance out of any compromising situation. He is really good at it.

He also can do the usual magical tricks so common among Satyr artists, simple magical sensory illusions and communication spells that deal with emotions.

In his middle age, he has grown potbellyed and prone to sarcasm and cynicism. Unfortunately to him, if we may say so, since that lead the leader of the troup where he worked to ditch Linus for good.

Today Linus is pennyless and homeless. He is in the back alleys of  Port Brun-Ka getting ready to sleep under the porch of an house.

Nahla Contreyras was around 15 years old when the swamp ratmen came and struck silently and without warning. Throughout the territory they slaughtered whole homesteads with their shortswords; burned entire villages with their torches; and felled all the sacred groves with their axes. Only a fraction of the humanoid population got away safely. Nahla was one of the few survivors. Soon enough she was adopted by a Lares monk and eventually she became a dedicated follower of the household god, forever trying to recover what had been wipped out of her future. Whitin three years Nahla become a full fledged monk of Lares. That was two years ago.

Patient, thoughtful, and determined, she never complains, preferring to suffer in silence. Nahla’s survival skills, remarkable endurance and hatred of swamp ratmen impress even her hard-bitten comrades. That and the fact that she got from Lares the Touch, the power to Lay Hands. (A person with the Touch can close wounds, join broken bones, grab hold and shuck off the sickness from another, perform painless and bloodless surgery with their fingers, ease fears, and remove or bestow pain. Lares Touch may be reverted into a destructive power to be used against those that offend the god or attack his faithful.)
Nahla is currently in Port Brun-Ka, living on the alms of the destitute to which she provides the blessings of Lares. As it fits a monk of this god, she will spend the night sleeping under the stars in some back alley.

Running-Snot Syllva is a humanoid kid around 13 years old. Skinny and somewhat undergrown, always hunger-bitten, he just tries to survive in the slums of Port Brun-Ka by begging, doing menial works and stealing whatever comes to his arms’ length. Keen eyed and with a sharp ear, he was able to survive on his own due to his wits, innocent look and brisk addroitness.

Syllva is usually seen roaming around with one of the many troups of little punks that roam the back alleys of Port Brun-Ka. He is valued by his fellows less for his fighting prowess – he can hardly be considered an asset in the usual fights between gangs – than for his wits.

Dressed in rags he owns nothing of value. He was dropped in the city when he was 8 by an uncle too eager to have one less mouth to feed. He can’t even name his place of origin.

The GM provides the departing point into the game:
Linus, the Satyr, prepares to sleep under a porch of a back alley at Port Brun-Ka. Suddenly there’s noise close by. Apparently some local punks are arassing another homeless fellow. Usually Linus would not interfere but he realizes that the victim is a certain Lares monk female he had seen that morning in a street close by. This realization changed his mind.

Linus had been impressed by that woman. Housewives, beggars, maids, servants, all would flock to her asking for alms. She attented to each one with a good word here, sound advice there, a minor gift of the god once in a while. Linus had seen plenty of these wandering monks around, but she was good.

Not that Linus had interest in minor prodigies and calls for faith. No, what really impressed him was something else. Each person that approached the monk would give something before leaving, a copper coin, a pair of apples, some worn shoes, whatever. When one is homeless and jobless those things start to matter. Most of the time the monk would hardly keep possession of those gifts before offering it to the next beggar in the line. Now, if there’s something that Linus can spot at first sight is a pot of gold and that monk was just one waiting to be picked up and properly nurtured. Hellas, more pressing issues had taken him to some other corner of Port Brun-Ka.

Fate takes away and fate gives back. This was Linus opportunity.

TRANSIENT JOYS, CERTAIN MISFORTUNE
HARDSHIPS AND BOONS OF A DONJONFEIST AVENTURER’S LIFE

“Look at yourself Linus. Fat, old, drunk, ugly, you are pathetic! Your prime is long gone, your acting is awful. On stage you take yourself for a hero when you are no more than a buffoon. And not even a good one at that. There’s no place for you in this group. Out!”
There are many situations when the character may be subject to hardships with enduring consequences as the outcome of actions or unintended events. Let’s understand how hardships work in general and next look at the countless different hardships that may shower on your character.
HOW HARDSHIPS BRING MISERY TO AN ADVENTURER’S LIFE

In an ideal world the life of an adventurer would be a succession of pleasant and enjoyable moments. This is not an ideal world. Nature, other people and supernatural powers, all seem to be plotting to make your life miserable. You are lucky if you can experience an occasional instant of relief. Needless to say, this will usually be possible at the expense of some knave even more pathetic than yourself. By default your character is free from hardships. Of course, this may only mean that he is so used to sufferings and bad turns that he finds solace in occasions that for any other person would seem desperate.
There are many types of hardships but these are broken up into different categories including physical hardships such as wounds or hillnesses, mental hardships like madness or prostration, emotional hardships as when the character suffers a nervous breakdown or moves straight to death due to his foolish fearlessness, or social hardships that dictate the character’s reputation or subject him to the cores of a working life. These will be developped in the next subsections.
Hardships have two possible consequences, shock and damage.

Shock refers to the immediate impact on action that results from the hardship. Shock is usually transient and the character can recover by himself after some time. The effects of shock are:
· Knock off shock: The character faints and can’t act until the end of the current game situation.
· Major shock: The character interrupts and cannot finish an action he is performing when he suffers the shock. Furthermore, for the next three actions he suffers a decreasing handicap that starts at 3h*.

· Minor shock: The character interrupts and cannot finish the action he is performing at the time he suffers the shock.
More serious is the damaging consequence of a hardship. Damage also affects action but unlike shock it needs proper measures for the character to recover. Its severity is gauged in the next terms:

· Extreme: The character is disabled and can’t perform actions that require the abilities that he lost.
· Sizable: The character is handicapped*. He can act but he is penalized by 2h to his actions.
· Minimal: The hardship only brings a small nuisance with no impact on the character’s action.

The relationship between shock and damage is dependent on the nature and cause of the hardship:
· Shock only. These causes only shock, they don’t damage.

· Damage only. These causes only damage, they don’t shock.

· Equal damage and shock. These causes generate both damage and shock at the same level.

· Dominant shock. These causes generate shock as their primary impact. They may also damage but a level bellow shock.

· Dominant damage. These causes generate damage as their primary impact. They may also shock but a level bellow damage.

Another thing to consider is the scope of the hardship:

· General: The hardship has impact in all actions.
· Partial: The hardship only affects some capabilities of the character and the actions that require the usage of those capabilities.
Most hardships are originated on an action or event that impacts on the character. After that there’s a shorter or longer period when the hardship may stay stable, change to worst, or disapear.

Getting worst. If the character is repetedly submited to a hardship before recovering from the previous iterations he may worsen his condition. 
Recovering from hardships. Depending on the nature of the hardship the character may be able to recover from it. This may only require some time and rest but it may also demand proper action or event the intervention of powers one usually prefers not to mess with.
There are situations when the hardship cannot be removed. If this happens the hardship becomes chronic (thus corresponding to a change to the character’s description). Most characters end learning how to live with a chronic hardship. With time they will not be distracted by it and they will develop ways to overcome its effects.
A particular hardship may let the character open to a hardship of a different nature. Say, if the character is injured by a poisoned arrow, he may suffer both the impact of the injury and of poisoning.
PHYSICAL HARDSHIPS
Physical hardships include injury due to wounds, sickness, poisoning, etc. Physical hardships can be general (like in the case of poisoning by an agent that enters the blood circulation) or local (as a wound to the left hand or an infection of one eye). If general they affect all actions on the part of the character while partial physical hardships may only affect actions involving the body of the part affected (or the handicap will be higher while using that body part).

Injury
Injury refers to wounds, bruises and other damage resulting from mechanical as the outcome of fighting, accidents, self-inflicted hardships or whatever. Injuries can vary in nature according to their source including cuts from slashing weapons or other sharp objects; concusions from smashing weapons, the impact from falls, constriction, etc.; perforations from piercing weapons and objects; and burning from fire, acids, extreme cold; etc. Look at these situations:

· Disabling: The character is incapacitated. He may be totally paralysed or in a coma when he falls from the top of a three stored building and breaks his neck, thus becoming completely dependent on the care by someone else; a thief has a hand shopped off by the executioner; a gambler is paralysed from waist down for not paying his gambling debts; a slave is blinded by his owner.
· Compromising: A maid has her tongue partially cut for her foul gossip; a courtisan is defigured by acid thrown at her by an angry wife.
· Annoying: A soldier looses a finger in a fight; a kid is bruised while escaping some wild dogs; a housewife cuts herself while preparing a fish.

There are many causes for injury among which the most importants are:

· Soft impact. Shock plus damage less two levels.
· Hard impact. Shock plus damage less one level.
· Shop. Shock and damage equal.
· Cut or slash. Damage plus shock less one level.
· Perfuration. Damage plus shock less two levels.
· Burn. Damage plus shock less one level.
Needless to say and depending on the nature of the injury, the hardship may be general and influence all actions (like in the case of total paralysis), or partial and affect only some specific activities (as when the thief has his hand shopped by the executioner).

Getting worst. If the character is repeteadly injured in the same body location the injuries may stack together into a more serious physical hardship.
Recovering from an injury requires time, rest and proper healing. If the healing process is not completed the injury may not heal or it may bring further complitactions like an increase on its severity or the possibility of other hardships like acquiring a sickness.
With rest and minimal care the injury will heal but it will leave permanent consequences. In order to completely recover from the handicap entailed by the injury the character needs proper treatment, medical, magical or other.
Injury can also be inflicted on objects and other things, instead of on living entities. …
Health hardships
The character may be intoxicated by substances like alcohol and or drugs. He may also be subject to poisoning. If this happens the character may be subject to hardships like the next:

· Disabling: The character is killed by the venom of a poisonous snake; the character passes out when he drinks a round too many.
· Compromising: The character has diminished control of his actions when he ingests a powerful drug; a well placed stroke by the torturer overwhelms the convict with pain.

· Annoying: The character feels the sensations generated by the intoxicating substance but it does not affect his action.

There are many hardships that affect health. The most importants are:

· Intoxication.

· Poisoning.

· Sickness.
The relationship between shock and damage varies with the health-affecting hardship.
Notice that sickness is not restricted to living creatures alone. It can also affect objects. Think about a rotten apple or wood under a termite attack.
Deprivation
Deprivation covers physical harships that result from a loss of something that is needed to keep the character going on. Deprivation can be caused by many causes such as:

· Fatigue. The character needs to rest.
· Extreme cold or heat.

· Starvation and thirst.

Multiple physical hardships
A character may suffer simultaneously several different types of physical hardships. For instance, if the character suffers a wound and the tool used to harm him is contaminated by poison or a disease agent, the character may be contaminated and suffer the effects of that poison or disease, even in the case of an unimportant wound like a small cut. When this happens the different hardships should be handled in separate.

MENTAL HARDSHIPS

Mental hardships relate to everything wrong that can happen to your character personality and mental abilities. It is broken up into intellectual, emotional and perceptive hardships.
Intellectual hardships
Emotional hardships
Perceptive hardships
SOCIAL HARDSHIPS

THE UNLIKELY BOONS AN ADVENTURER MAY SNATCH OUT OF HIS FATE
Tip: At this stage you may want to refine your character’s description by specifying his handicaps and boons.
…
LET’S GET TO BUSINESS
THE BASICS OF ACTION RESOLUTION

“Leave the poor woman alone or I’ll kick your hasses so badly you will not sit for a week!”
Whenever you face a situation where your character has to act you need to specify the terms for his action. This is done in four steps: For a start the player must define the character’s goals; since the character may not be able to reach his objectives, the player also must configure alternative results other than the intended goal; the ability of the character to achieve his aims is dependent on personal and external constrains that define his odds; finally, the player can access how well his character performed and decide on the final result for his action.

At the end of the previous section we left Nahla in a rather awkward situation. Fortunately for her there was a friendly soul nearby…

“Let’s scare the kids off and start of a profitable busin… ahum, spiritual relation with this most interesting monk”, says Harold, thus defining an objective for Linus’ action.

So far so good but how to do it? Harold considers several possible courses of action and decides to settle on the next: “Linus closes on the kids hand proeminently on his rapier pommel, and shouts ‘Leave the poor woman alone or I’ll kick your hasses so badly you will not sit for a week!’ ”

GM: “In other words, you want to scare them out without really starting a fight, correct?”

Harold: “Yes, that’s it.”

GM: “Ok take a not of your goal, then: Linus shouts ‘Leave the poor woman or I’ll kick your hasses so badly you will not shit for a week!’ to scare the kids away without a fight.”

Harold: “Time to check the odds of scaring the kids off. I’m bigger, older and have surprise on my side. And I’ll play the scary Satyr swordsman really well. And a poor lit night always blows things out of proportion.”

GM: “Yes, you are the bigger guy and that menacing rapier is scary since they have nothing else than a couple of sticks. Furthermore the kids were only up for a honest, simple and fast assault on an isolated monk, they were not looking for a real fight. And you are able to play out your swordsman roll well enough. On the other hand you are one and they are three. Still, on the overall you have the edge of the situation.”

GM: “It’s time to sum up the description of the action.”

Harold: “Casting himself against the moonlight, Linus shouts ‘Leave the poor woman or I’ll kick your hasses so badly you will not shit for a week!’ while he menacingly waves his rapier at the boys, edging on his size, older age and the effect of surprise, intent on scaring the kids away from the female monk.”

GM: “Good. All that’s left is to define the final result. If things go as Linus planned the kids will run away in fear. What if things don’t happen as Linus expects?”, continues the GM, “Give me alternative outcomes.”

Harold: “Well, Linus may be successful only in part, I mean, it may happen that part of the kids run away and part of them stay and confront Linus.”

GM: “That’s fine as a partial success. The boldest kid will face Linus while the other two run away. It may also happen that the kids don’t know what to do and just stay there undecided. If things go wrong they will just turn their attention to Linus and gang up on him.”

Harold: “On the other hand, things can go exactly as Linus expects or they can even exceed his expectations. Maybe in the rush to escape bold Linus action the punks will drop their valuable bag of gold coins…”

GM: “Who says they have a bag of gold coins? Let’s just say that if they are really impressed with Linus they will excuse themselves with the monk, make a donation to her and will be very careful in not crossing your Satyr’s path in the future.”

GM: “This gives the alternative outcomes for the situation:

· Splendid – The kids excuse themselves with the monk, make a donation to her and will be very careful in not crossing your Satyr’s path in the future.

· Spot-on – Linus shouts ‘Leave the poor woman or I’ll kick your hasses so badly you will not shit for a week!’ to scare the kids away without a fight.

· Modest – The boldest kid will face Linus while the other two run away.

· Failure – The kids don’t know what to do and just stay there undecided.

· Disaster – The kids turn their attention to Linus and gang up on him.”

Harold: “Sure! [rolls dice] Splendid result!”

GM: “The kids are frightned. They bable some escuses, help the woman up, give her a Copper and, with a ‘Sorry Misser’ run away as fast as they can.”
ACTION RESOLUTION STEP BY STEP

Establishing the character’s goal, the odds of success, refining the action description, and deciding on the final result are the four steps in action resolution.

Before we proceed let’s establish the set up for the deeper presentation of action resolution:

The youth gone, Linus offers his protection to Nahla. For a moment the helpless monk does not know what’s worst, being robbed by a couple of street punks or the seedy and devious friendlyness of the weird Satyr.

That was weeks ago and is now half forgotten. She got used to Linus and its strange but seemingly sincere dedication to the cult of Lares. Truth be told that since then she faced no more umplesant encounters and the intervention of her “accolite” – as her new convert likes to be called – makes the contact with the faithful a lot more orderly and expedient, even if she can’t avoid a sense of uneasiness each time he fends off a beggar too poor to “contribute to the services of the god”, as Linus puts it.

Suddently there’s an outcry in the market square close by. A boy comes running, followed by a shouting old hobbit woman and a growing crowd. When he tries to jump past Linus the Satyr knocks him down and kicks him to the middle of a pile of empty boxes. Lightning fast the Satyr turns and starts yelling “he went that way, he went that way!”, pointing to a narrow passage just a couple of paces away from where the kid layed motionless. The hobbit and some iddle bystanders followed the lead while most people returned to their usual occupations.

Start with your goal
The goal is what you expect to achieve with your action and how you plan to do it. Whenever your character has to take action, just note down his objective and the process he will set in motion to realize that objective.

Syllva steals the purse of an old hobbit woman but he is not able to do it unnoticed. When she cries for help the boy’s only aim is to run for safety. This is his goal from that moment on.
There are no fixed rules on how to frame a goal. It may be as grandiose as assaulting the Temple of Joyaz, the god of wealth, or as mundane as picking the less spoilt fish in Robal’s week-old catch. The goal is what mobilizes your energies at each moment. On the other hand, there can be a hierarchy of goals if to achieve your ultimate aim you break it up into minor objectives.
Syllva knows that his best hope of escape is to get into the maze of the slums’ back alleys. If he gots into it he will be able to outrun anyone that comes on his heels. Yet, he first needs to get into it so that’s his immediate goal.
In most game situations you may assume that the character is able to do what he wants. In such cases he only needs to state his goal and that’s it, he has done it. These are called automatic actions.
Syllva hardly noticed the way ahead, he just rushed opposite the chaos he left behind after pilfering the purse of that old hobbit woman. A narrow passage to his right seemed too tempting to be missed when a strong hand picked him by his arm and send him flying to a pile of old boxes and smelling junk before dropping more of the boxes over him. The  stranger yelled higher than Syllva’s hearthbeets, “he went that way, he went that way!”

As you can see, the GM treated the attempt to escape on the part of the boy Syllva and the attempt to conceal him by Linus as automatic actions: Things happen as they are narrated.
On the other hand, there are plenty of occasions when the end result cannot be antecipated for sure. You should focus your attention in the concrete action the character is to perform. Stating your ultimate goal is fine but action resolution is about the steps that allow you to fulfil it. What you must look at is your immediate objective in the situation at hand.

Syllva lays beneath a pile of old boxes while his pursuers move into the narrow passage and his mysterious saviour waits for things to calm down.

Bernie: “Syllva’s first and only thought is, ‘I need to hide the purse, now!’ He wants to conceal it so that he will not be caught red handed. Later he can recover it, when things calm down.”
GM: “You hit the ground and all you can think about is a place to hide the purse. Fast thinking, no? It may not be that easy to, though.”
Get your odds
The course of action is not dependent on your will alone. There is a large set of factors that may interfere with it. These factors can be personal and relate to your character’s description, or external and pertain to aspects of the circumstances around him.

What factors determine the odds for Syllva hiding the purse he pilfered? Let’s look at his character’s description first and next deal with the situational factors.
We know that Syllva is distinghished by his ‘brisk addroitness’. We also know that ‘stealing whatever comes to his arms’ length’ has been one of his strategies for survival in the years he has lived in Port Brun-Ka. This will certainly increase his odds of hidding effectively the purse.

On the other hand, Syllva is laying on the ground with several boxes over him. And he is hard pressed to hide the purse. These situational factors reduce his odds of success in his task.
Both the personal and external factors may contribute to or work against the fulfilment of the intended result. In the first case we call them edges while in the later case we call them handicaps. This means that in each game situation we need to determine the personal and external edges and handicaps, and know how they balance. For that purpose sum all the edges; also sum all the handicaps; next deduct the later from the former; thus you get your final odds which can be an edge, neutral (if bonus and penalties cancel each out) or a handicap. The final odds give you a rough idea of how well you may perform in the action: the higher the edges, the better your chances; the higher the handicap, the most likely you face a disaster.

Syllva’s ‘brisk addroitness’ and experience in ‘stealing whatever comes to his arms’ length’ provide two edges to his attempt. On the other hand, the fact that he is in an awkward position and has to act fast handicaps it. So we have two edges and two handicaps that cancel each other.
Syllva’s odds are neutral.
Edges and handicaps can vary in their magnitude:

· Minimal
1 edge; 1 handicap.
· Sizable
2 or 3 edge; 2 or 3 handicap.
· Extreme
4 or 5 edge; 4 or 5 handicap.
Notating your odds. For simplicity of reference we suggest the next notation for the personal and external factors and for the final odds (where n means the quantitative value of the factors or the odds):

· Personal or external edges are notated as ne.

· Personal or external handicaps are notated as nh.

· If the final odds are an edge they are notated as nE.

· If the final odds are a handicap they are notated as nH.

· If the balance of edges and handicaps is null we consider that the final odds are Neutral.
Let’s reframe Syllva’s odds according to this notation:

· Edges: ‘brisk addroitness’ + experience in ‘stealing whatever comes to his arms’ length’ = 2e.

· Handicaps: he is in an awkward position + he has to act fast = 2h. 

· Final odds = 2e – 2h = Neutral odds.

Your final odds correspond to the probable result in the next terms:

	Final odds
	Probable result

	>= 5E
	Superb

	2E– 4E
	Solid

	1H – 1E
	Modest

	4H – 2H
	Failure

	=< 5H
	Disaster


Refine and describe your intended action
By combining your goal and the factors that determine the odds you can finalize the description of the action. For that purpose you should start by considering the impact of the action:

· It can change the current state of affairs in terms of bringing a hardship or a boon to someone or something.

· Alternatively it can aim at keeping the current state of affairs by precluding an incoming harship or boon that would change the state of affairs.

· It may be directed at changing the odds of an action or event by providing an edge or a handicap.

“Syllva’s first and only thought is, ‘I need to hide the purse, now!’ He wants to conceal it so that he will not be caught red handed. Later he can recover it, when things calm down.” By hidding the purse Syllva hopes that it will not be found by anyone searching for it. The goal of the action – to hide the purse – is to create a difficulty for another action – searching for it. In other words, the goal is to place a handicap in any attempted search.

GM: “Bernie, by hidding the purse Syllva wants to handicap any attempt at searching for it. The dimension of the handicap will depend on the level of success achieved by Syllva, from Minimal to Extreme.”
When framing the description of the action you should adjust it to the probable result:
· Probable superb result: Describe your overall objective in terms of a Extreme hardship/boon or edge/handicap;

· Probable solid result: Frame your description in terms of a Sizable hardship/boon or edge/handicap;

· Probable modest (or worse) result: Describe the action in terms of a Minimal hardship/boon or edge/handicap.
GM: “Syllva’s odds are neutral so his action probably will bring a modest result. How would you describe it, Bernie?”

Bernie: “Syllva slips the purse into his under-rags. Is that ok?”

GM: “Good. It means he will not be caught red-handed holding the purse but at the same time he hides it in the place most likely to be searched first: himself.”
Bernie: “The moment Syllva falls to the ground and while he listens to the events close by his first and only thought is, ‘I need to hide the purse, now!’ not be caught red handed with it. Without loosing a moment he slips the purse into his underrags.”
Bernie: “Just out of curiosity, what if the probable result was better than modest?”

GM: “In that case… we may consider that if the probabilities were for a solid result he would be able to conceal the purse in a hole in the wall by covering it with some rags laying near by. For a superb result… he could throw the purse to a pile of fool-smelling dung some paces away.”
Bernie: “I suppose that if Syllva threw the purse strongly it would sink deep inside the dung…”

If several characters are acting at the same time the GM should have their players refining all their actions at this stage. If their actions interact, the GM may be lead to frame an unifying narration of the events.

Check your final result
So far so good, but how do we reach a conclusion on the exact result of the action? There are basically two ways to go about it: Predictable high fantasy or the thrill of low fantasy. You see, in high fantasy you have heroes in shiny armour that always win in the end. For the high fantasy hero the result of the action is what the odds dictate, no more, no less. If you are playing a high fantasy hero all you have to do is to refer to the column High fantasy arithmetic in the table below (you guessed it, your probable result is your final result). Select the row that corresponds to your final odds and check the final result in the Result column.

But you are not playing a high fantasy hero. Wake up, this is Donjonfeist, the low fantasy rpg. No, for you there’s no chance to control the forces of the universe, just the opposite, you can never know what they have in store for you. Call it fate or chance or accident, whatever the term you choose, your life depends on things you can’t understand, you could as well leave it to dice. Wait! That’s exactly what you are supposed to do. To decide on the final result pick a number of 10-sided dice or d10 equal to the value of your odds plus one (this is the Base Die or BD, the die you roll when the odds are neutral) roll it, and retain a die according to the nature of the odds:

· Neutral odds

roll 1d10, the BD; record the value you rolled with that die.

· Edging odds

roll xd10 = BD + nE; take notice of the highest value rolled.

· Handicaping odds
roll xd10 = BD + nH; keep the lowest value rolled.

The concrete result for your action is decided by comparing the value you got from your dice roll with the values in the Low fantasy roll column in the table next page. The Result column identifies which of the alternative results is fulfilled.

	Result
	Odds

	
	Low fantasy roll
	High fantasy arithmetic

	Superb
	10
	>= 5E

	Solid
	8 – 9
	2E– 4E

	Modest
	4 – 7
	1H – 1E

	Failure
	2 - 3
	4H – 2H

	Disaster
	1
	=< 5H


Had Syllva been born into the house of some righteous count and been educated for the cores of a wandering knight he would work out his actions according to the flat and colourless certainties of the high fantasy arithmetic. In such a case he would know for sure that the only place to hide a purse would be in his underpants (thus providing volume for what would be lacking there).
Hellas, that’s not the case. Instead Syllva is more at home with the Low fantasy roll so Bernie picks 1d10 (the BD since the odds are neutral), rolls it and gets a 4.

Bernie: “There it is: Syllva slips the purse into his under-rags.”
What if the value rolled differs from the intended action? In that case the players need to adjust the description of the action according to the final result.

Bernie: “Rats. At least Syllva is spared from digging the dung to recover the purse.”

GM: “Well, he was only a step away from failing the concealment attempt. Had you rolled a 2 or a 3 and he would be there, holding the purse, unable to decide what to do with it.”

Bernie: “I guess you’re right, at least there is be the minimal handicap of 1h applied to whoever attempts to search for the purse. And I don’t even want to think what a 1 would mean.”

GM: “Oh, he would fumble with the purse until it opens and the content spreads around. Doing a lot of noise in the process.”
True, your affected high fantasy hero usually handles things as per High fantasy arithmetic while low fantasy grunts tend to have their dice falling down on their heads, yet things may not necessarily work this way. For a start, the High fantasy arithmetic means that there’s one less step in action resolution. Even a knave of the ilk of your character may realize the occasional advantages of not rolling the dice, thus safely he may keep the High fantasy arithmetic in his bag of resources. Likewise even the most precious knight may have a little too much of his apple juice and boldly opt for a Low fantasy roll.
Of course, a decision on whether you want to behave like a knight (just kidding, don’t take it seriously) or act like the raskal you are has to be taken upfront when you frame your goal, not at the time you calculate your odds.
If only things were this simple. The hard truth is that in most occasions you will face situations a lot more complex than the one described before. Let’s consider the possibilities.

Before we proceed let’s see what happened to Syllva:

The persecutors of the little thief gone and the crowd dispersed, Linus picks the boy by an arm and forces him to sit. “Give it to me”, says Linus in a tone that would freeze the blood of a Minotaur. Trembling, Syllva whispers, “what, sir?” Linus grows on the boy, “the purse, the money purse you snatched from that midget hag.” “The purse, sir? Which purse?”, faintly repplies the yougster. “Playing hard, hey?” and Linus starts searching the kid for the purse. It doesn’t take long before he snatches it out of his hunder rags.

Linus smilles plesantly at the sight of six silvers and some assorted less interesting coins. “By my word, you almost did it little punk. But you have to learn that old hobbits are hard to get.” Juggling with the purse he adds, “this pays your freedom and integrity, no need to thank.”
Suddenly there’s a spark, “I know you, you were with that band of little miscreants that attempted to rob Siss Nahla there a fortnight ago!”

For a moment Linus considers the kid and a though starts working between his short, twisted horns: “Tell me pawn of a thug, what’s your name?”

CONFLICTS

Life is hard and what makes it harder is the fact that there’s someone after you, heck, the whole world is after you. Whatever you do, there will be someone or something trying to undo it. And the only thing that can be taken for granted is that there’s no single soul that is not scheming to make your due even worst than what it already is, forcing you to mobilize all your energies to counter turns that life brings at every moment. In other words, existance is a permanent conflict.

In a conflict the action of the character – the primary action – faces an opposition directed at making it fail – the counteraction. Of course, it may be the opposite and in that case it is the character that attempts to protect from a third party’s wicked action with a suitable counteraction.
Conflicts follow the four steps presented for simple actions but with some adaptations.

Like in the case of a simple action, we start by ascertaining the goals but in a conflict we need to d it for both parties in such terms that we have two conflicting goals: the goal for the primary action and the goal for the counteraction. For that purpose the character performing the primary action describes his goal first.
“Syllva, uh?”, utters Linus while he absently wonders, “an accolite needs a servant… and the little punk has potential… it might be worth a try.” For a moment the Satyr envisions the boy serving him, carrying his stuff, milking out the faithful and doing countless other cores, “the boy seems to be smart and addroit, he just needs proper training and guidance. A father, he needs someone to take care of him like a father.”
Harold: “Linus decides to keep Syllva as his servant and handboy.”

“What?”, says Bernie, “w…”

“Wait”, interrupts the GM, “let Harold finish explaining Linus intentions. Ok, Linus wants to keep the boy Syllva as his servant but how does he do it? The boy may not be happy about the idea.”

Harold, looking mokingly at Bernie: “He needs convincing, yea? A stick and carrot approach will certainly work. The stick is that if the kid does not accept the idea Linus will turn him into the constables. The carrot is that he will find shelter, protection and bread if he stays with Linus.”

GM: “That’s the idea, now describe me the action.”

Harold: “Linus grows menacingly to Syllva and says, ‘Look little punk, you need to mend your ways. I’ll give you one opportunity, one only, not more. You’ll stay with me and I’ll teach you how to grow into a Lares fearing, honest citizen of Port Brun-Ka. You fail me and I’ll make sure you find your rightful place in jail or the slaves’ market. You serve me well and you get shelter, food and a good life serving Lares. Word of Linus his accolite.’ ”

Once we know what the character performing the primary action intends to do it’s time for the character attempting to counter it to define his goal. This is simply to ensure that the primary action fails.

Bernie: “Who said Syllva wants to become a servant of that bloody Satyr? The bastard just stole my hard won purse!”

Once we know the primary action’s goal and that there’s a counteraction opposing it we need to define the alternatives. Thse are framed from the intentions of the person performing the primary action.

GM: “We have seen what Linus intends to achieve. If his action is successful Syllva will accept becoming his servant. That is the spot-on result for the action. Now we need to frame the alternatives.” After some moments of heated interaction between Harold and Bernie mediated by the GM the players come out with the next:
· Splendid: Syllva realizes the advantages of the deal and most willingly accepts to serve Linus.

· Spot-on: Linus says ‘Look little punk, you need to mend your ways. I’ll give you one opportunity, one only, not more. You’ll stay with me and I’ll teach you how to grow into a Lares fearing, honest citizen of Port Brun-Ka. You fail me and I’ll make sure you find your rightful place in jail or the slaves’ market. You serve me well and you get shelter, food and a good life serving Lares. Word of Linus his accolite.’ Syllva accepts to become Linus’ servant but the Satyr cannot figure out how faithfully he will serve him.
· Modest: Syllva refuses to serve Linus but he agrees to become his partner: ‘I’ll be with you and the gal there but I’ll be on my own and I want my share of the profits.’
· Failure: Syllva flatly refuses to serve Linus no matter what he may try to convince him.

· Disaster: Syllva just says nothing, swiftly picks the money bag from Linus’ hands and jumps out of his sight.

The third step is, of course, to determine the odds for both of the participants in the conflict.

Example

What is specific about conflicts is the way the counteraction impacts the primary action. This is sorted out at the moment of determining the performance of both characters. Basically the primary action is handled normally according to the rules presented before with the added complication that the counteraction may work as an extra penalty depending on its level of success:

· Superb. The counteraction makes it really hard for the primary action to succeed. 5h to the primary action.

· Spot-on. The counteraction is a sizable added difficulty to the primary action. 3h to the primary action.

· Modest. The counteraction results in a minor difficulty to the primary action. 1h to the primary action.
· Failure. The counteraction is ineffective and has no impact on the primary action.

· Disaster. The counteraction actually contributes to the success of the primary action. 1e for the primary action.

Of course, a gentleman will roll his odds when determining the result of his counteraction, just as in the case of an independent action or a primary action.

Example

Once you have determined the impact of the counteraction on the primary action the player performing the latter can carry on with the determination of the actual performance of his character.

Example

Just as in a simple action, if intentions are not fulfilled in a single iteration of the action resolution process the players may continue with further attempts.

Example

UNINTENDED EVENTS

Not everything that happens is due to the wilful action of a gentleman, there are many situations where the characters are subject to events behind their power.

Example

Handling events

Uncontrollable events are handled in a way similar to actions. The difference is that they don’t require a goal. All you need to do is to consider the alternative results that may come out of the event, the odds that affect it and to decide on the final result according to the odds.

Let us look at the alternative results first. These have to do with the way the unintended event will change the existing situation:

· Critical. The event produces an extreme result, most likely irreversible.

· Major. The event produces a medium intensity result that requires proper action to be reverted.

· Minor. The event produces a short intensity, short term result that reverts on itself without the need for external action.

· Unimportant. The event does not produce its result. Instead it brings some momentary side effect.

· Null. The event changes nothing.

Example

· Critical:


· Major:


· Minor:


· Unimportant:


· Null:


Like for an action we need to sort out the odds that determine the likelihood of reaching a particular result from the event. We work this out in a similar way by looking for personal and situational edges and handicaps. Notice only that these are seen from the perspective of the event, not from the perspective of the character that is subject to it. 

Example

The final result is determined in standard terms by either rolling the dice or picking it from the Accountant’s Arithmetic column.

Example

Comparing the results of events to the results of actions

Both actions and events may produce similar results. For instance, a gentleman may be injured when hit by a falling tree in a day of tempest, but he may also be wounded by the treacherous blow of a thug. The main difference is that an action can produce disastrous consequences for the person performing it, something that has no equivalent in the case of an event. Because of this, we can work out the next correspondences between the results of actions and events:

	ACTION
	(
	EVENT

	Superb
	(
	Critical

	Spot-on
	(
	Major

	Modest
	(
	Minor

	Failure
	(
	Unimportant, null

	Disaster
	(
	-


Keep in mind that this relates to doing the action or the happening of the event. It does not relate to being subject to the action or event.

SOME ADDED COMPLICATIONS
The basic outline for action resolution presented so far may require some added complications in specific situations. Let’s look at some of these.

Multiple iterations
Sometimes an iteration of the action resolution process is not enough for the characters to either fulfil their intentions or abandon the same. In that case they may need to repeat the process, maybe with changes in terms of redefined objectives or intervening factors.

Example
When the action goes through several iterations of action resolution a failure implies added difficulties in subsequent attempts (1h for each failure). A disaster leads the character to abandon his current intentions.

Example
Working together
What if several gentlemen decide to join their strengths to handle a particular situation? When this happens they determine their shared goal by defining a common objective and the tasks that each character will perform in order to bring to fruition that objective. Once the goal is set they can work on the alternate results. While the goal and the alternatives are common to all of them the odds are assessed independently.
The critical issue about collaboration concerns the determination of the final result. There are basically two possibilities:

First, it may be the case that the success of each gentleman does not depend on the action of the others. In this case you only assess the performance of the character with the highest odds.
Example
If the performance of the different gentlemen is mutually dependent, in order to achieve the final result the performance of the collective will be based on the performance of the character with the lowest odds. The collective action will be as good as his performance.
From actor to subject
So far we have been considering the situation where the gentleman is performing an action. What if he is the subject of the action from another party? If this happens things are worked out exactly in the way described before: One person performs his action having the gentleman has his subject. If the action is successful the gentleman will endure the consequences entailed in the result.

A HELPING HAND

Sometimes a character may be doing an action and get a helping hand from someone else. Say, he is lifting a trunk and another character gives him a hand. Help works in similar terms to a conflict but the impact of the helping action is positive, not negative:
· Superb. Help provides a substantial contribution to the primary action, 5e.

· Spot-on. Help provides a major contribution to the primary action, 3e.

· Modest. Help provides a minor contribution to the primary action, 1e.
· Failure. Help is ineffective and has no impact on the primary action.

· Disaster. The helping hand actually is prejudicial to the success of the primary action, 1h.

Example

ADVANCED COOPERATION

We have seen in the previous section that the characters may cooperate in order to achieve a common goal. Here we review the rules for cooperation in order for it to reflect the performance of all people involved in the cooperative effort.
The starting point is to define the overall goal and, based on that, the alternative results that may come out of it.

Example

The next stage is to break up that overall goal and alternatives into individual goals and their corresponding individual alternatives.

Example

The odds are then determined for each individual participating in the collaborative effort.

Example

Each of the participants determines his result. The overall result will be a factor of the results for each participant.

Example

CHAINED ACTIONS

Some times it’s better to break up an ambitious goal into more modest but easier to perform actions in such a way that the overall result will be dependent on the success in the component actions.

Example

To achieve the overall goal in a chain of actions the characters have to be successful at the all different stages. Failure at a step in the chain puts the whole into a halt.
MULTIPLE GOALS
What if a gentleman wants to achieve several independent goals that could be done independently with a single action? A gentleman can do anything he fancies provided he has the resources to do it, so there’s nothing stopping him in trying to pursue two goals at the same time.
Example

When pursuing two or more goals you need to state which is your primary goal. This is the most important outcome you want to achieve. Next you define the alternative results in terms of the interplay between the two goals:

· Superb. You are spot-on both goals.

· Spot-on. You are spot-on your primary goal but fail the secondary goal.
· Modest. You are spot-on your secondary goal but fail the primary goal.
· Failure. You are unable to fulfil both of your goals.

· Disaster. A disastrous consequence comes out on what concerns your primary goal.

Example

The odds for actions with multiple goals are determined in standard terms.
Example

The final result is also accessed in standard terms.

Example

Notice that what was described above is how to handle two goals at the same time. Sometimes it is convenient to handle those goals in separation, one at each time. Another possibility is to revise one goal after achieving the other.

Example

COMPETITIONS

In a competition both characters attempt similar actions, each one trying to perform better than his adversary. Competitions are handled as two separate simple actions or as a succession of simple actions with similar goals. The character that performs better or the one that is able to fulfil the goal first wins in the competition.

Example

Since in a competition each party is trying to out-do the other, we don’t need to describe different alternatives. All we need to know is whether the character performs superbly, spot-on, modestly, etc.

Example

The odds are defined in standard terms for each party.

Example

Finally, each party computes his final result. The one with the best performance wins the argument. If they have equal performances there’s no winner: Either they abandon the competition or carry on in another competitive round.

Example

DEALING WITH HARDSHIPS
If the character is just trying to stabilize the injury with urgent measures the alternatives are:

· Superb. The wounded stabilizes and the injury is reduced by one level of magnitude.

· Spot-on. The injury is stabilized. If there’s bleeding it stops bleeding, a broken bone is straighten and correctly wrapped, etc. The wounded can be moved.

· Modest. The wound is cleaned and is stable for as long as the wounded is not moved. If he moves the wound may re-open and get worst.

· Failure.  The attempt to stabilize the injury fails.

· Disaster. The attempt at stabilizing the injury fails and even worsens it by a level of magnitude.

Note that stabilization only ensures that things don’t get worst. It does not lead to recovery in the long run.

Example
On the other hand, the alternatives for recovering from injury by proper medical care are:

· Superb. The injury is properly treated. The character completely recovers.

· Spot-on. The injury is properly treated. The magnitude of the injury is reduced by two levels immediately and will recover completely after some time.

· Modest. The treatment is partially successful. The magnitude of the injury is reduced by one level. Additional treatment may be needed to improve to completely cure the wound.

· Failure. The attempt to treat the injury fails.

· Disaster. The attempt to treat the injury fails and even makes it worse by a level of magnitude.

Treatment may require time depending on the nature of the injury.

++++

On the other hand, there may be an action by another gentleman directed at recovering the gentleman from the shock. In this case the attempt should be handled a counteraction, including the framing of the alternative results that may come out of it:

· Superb. The subject completely recovers from the shock as if nothing happened.

· Spot-on. The subject partially recovers from the shock. Reduce the degree of the shock by two levels.

· Modest. The subject partially recovers from the shock. Reduce the degree of the shock by one level.

· Failure. The subject keeps in the same situation as before.

· Disaster. The subject goes into a deeper shock than before.

Example
The odds are determined normally.

Example
FINAL WORDS ON ACTION RESOLUTION
Sometimes it may be hard to decide on how to handle a particular situation since it may be configured in any of several possible ways.

Example

How to handle such a situation? It all depends to your tastes, the importance you assign to the situation and how fun it may turn out in play. Ultimately it’s your choice.
Example

In any case, we suggest that you choose the simplest way to handle the situation if it has no big impact in the whole game, and reserve the more complex and demanding options to critical moments in the events.

Example










































































































* On handicaps see below page XX.
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