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I WANT 1© LEARN...

...about the Dresdenverse: see Chapter 1 and
maybe Chapter 12 in Your Story and, well,
all of Our WoRLD.

...about specific people and critters in the
Dresdenverse: see Chapter 3 in Our WORLD.

...about the Mzwraatofivomsters: see Chapter 2
in Our WorLD, W2t Goes Bump

...about the game rules (like character creation,
how to play, how to run a game): well, that’s
pretty much the point of most of the chapters
in Your SToRry.

...the meaning of those words you keep using:
lucky for you, there’s a glossary at the end of
YouR STORY.

REMINDER: Keplace all real names in publication ras.

THE DRESDEN FIIES

Here are the casefiles, in chronological order:
¢ “Restoration of Faith”

“Welcome to the Jungle”

StorM FrRONT

Foor Moon

GRAVE PERIL

SumMER KNIGHT

DeaTrH Masks

BrLoop RiTESs

DEeap BeaT

“Something Borrowed”

ProveEnN GuirLTy

Waite Ni1GHT

“It's My Birthday, Too”

“Heorot”

SmarL Favor

Harry, you had his
2l out oF order
You had gty

Suled 4F’7‘5<

.
.
.
.
.
.
N SMall Faypr/
o i
.

.

o

.

.

o

L "game” |
Zvon Lhough The wo ‘
winner ard & ‘

fon implies &
lZfer; /ZP; are Affe/en%f%i(eﬂ \1
goal +o work %oﬂe%kz/r ‘o te ’ \
2 great story hs elicnéd (Js this |
sounds, youre all Wmﬂ fun, \
then you all win—even +things

\
Lidn't 90 +the way SR

WHAT IS A ROIEPIAYING GAME?

In a roleplaying game (or RPG), you and the rest of
the group imagine fictional scenarios and events, and
then play them out. Because this is the Dresdenverse,
these scenarios will involve solving or resolving
supernaturally-related crimes or problems in a city
of your choice—it could be your home town, it could
be some place you've never been.

Each player except for one controls a single player
character (or PC). You can think of the PCs as the
protagonists in a movie or novel—their actions and
decisions are primarily what drive events forward,
and you spend most of the time focusing on their
reactions to the things that happen during the game.
As a player, you get to say what your character says,
describe what your character does, and make deci-
sions for that character.

One player fulfills a different responsibility than
the others and is called the gamemaster, or GM for
short. As the GM, you have a variety of duties during
the game. You control all the characters the other
players don't control (called, boringly enough, non-
player characters or NPCs)—basically, everyone else
in the game world. Most importantly, you're respon-
sible for controlling the opposition to the PCs—
those individuals who create the crimes or problems
the other players are trying to resolve. You also act a
referee of sorts, calling for and judging the use of the
game rules when appropriate. Finally, you're respon-
sible for creating the initial situations that the PCs
will respond to during the game.

What makes this imagining fun is that you don't
decide on the outcomes of these scenarios before-
hand—there’s no script like there would be if you
were performing a play. Instead, the GM presents a
situation to the players, and the players react in the
moment by saying how the characters respond. You
use the game’s rules to help you decide how a partic-
ular event turns out, whether that’s the outcome of
a fight or the effects of a wizard’s sprell‘ You roll dice
to bring an element of chance and unpredictability
into the game—sometimes, despite your best efforts,
things head in unexpected directions. The actions
that the players take change the initial situation,
forcing the opposition to react or creating new prob-
lems for the players to deal with. This chain of action
and reaction continues until everything is resolved
to the group's satisfaction. Some scenarios can be
resolved in a single night; some may take multiple
sessions.

In that sense, you can look at this activity as a
kind of collaborative storytelling; by the time you're
done, the events of the game will look like a plot or
storyline, with the PCs as its stars.

That's pretty much all you need to know! It’s fun.
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HARRY'S WORLD

For most people, Chicago is Chicago, America is
America, and Earth is Earth—but there’s more
to the world than that.

Beneath the “normal” surface of the world
are things and people which most humans don't
know about, don't want to know about, and
will do their best to forget about if they ever
come anywhere near them. That dead body
with the odd toothmarks? Attacked by stray
dogs. The traces of thirty different infectious
diseases on this corpse? Statistical anomaly. The
Tyrannosaurus Rex skeleton from the museum
scattered in a thousand pieces on the college
lawn? Student prank.

People won't see things they don't want to see.
Most of the citizens of Chicago would laugh at
the idea of magic, even though Harry Dresden
has his number and occupation right in the
phone book. It's always possible for everyone,
from heroes to bystanders, to turn away and not
get involved. It’s often the easiest thing in the
world to do. You can choose between good and
evil, light and darkness, possibility and necessity,
taking action and going home to curl up with a
good book.

The world is weirder, more wonderful,
and more deadly than it seems. Some people
know this. There are people who know that
magic exists and know who to call when they
run into it. There are humans who have been
divinely blessed or diabolically cursed. There
are faeries—small, big, hugely ancient and terri-
fying. There are dragons, although these days it's
said they consider bearer bonds as well as gold
for their hoards.
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The Nevernever—the world of fae and
ghosts—is just on the other side of a veil from
normal life; courts of vampires divide the night
among them; the White Council of wizards
tries to protect the innocent and stop the misuse
of magic.

All of this is going on, right under our noses.

However, this is also a world where a single
person, in the right place, at the right time, can
do the right thing and save the people he cares
about.

Here in what we often like to call “the
Dresdenverse,” we can choose to be people who
see, who make our own paths, who do the right
thing, and take the responsibility for doing it.
Seen clearly, this world is full of light and dark-
ness, with all the shades of grey between.

Join us, if only in play. Because it's only a
book, a game, a roleplaying entertainment of
magic and monsters.

Isn't it?

You be the judge.

MAXIMS OF THE
DRESDENVERSE

There are certain themes that hold true in this
world which are noticeable enough that you
should take them under consideration. They can
be roughly summarized as follows.

MONSTERS HAVE NATURE,

MORTALS HAVE CHOICE
Almost all beings that could be considered
“monsters” are, one on one, far more powerful
than the average mortal. They have great
strength, implausible toughness, blinding speed,
and unnatural powers. What they don't have is
choice.

A monster’s nature is oriented towards
fulfilling its hungers. Vampires need emotion
or blood or death, loup-garoux need the hunt
and the kill, fae literally cannot step outside
their natures or break oaths. These entities have
power, but they don't have the option of saying
no. They are what theyre made to be—and
some things are simply made cruel, bloodthirsty,
or just plain evil.

On the other hand, mortals have options:
choice. That’s their great strength and their great
responsibility. Only animals and monsters can
truthfully say that they can't do anything else,
or that they can't be other than what they are.
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MoRrTALS—HUMANS—ALSO Have
THE ADVANTAGE oF NUMBERSs. Up
UNTIL VERNY RECENTI—\’I <ALLING
MORTAL Ar\JTH-ORI'I'IES INTo A
SUPERNATURAL SITUATION WAS
LIKE RADIOING IN AN AIRSTRIKE.
UNFORTUNATELY, IN THE course
ofF THE VampirReE WaR, somE oF
THE SUPERNATURAL “NATIoNS" sEEM
To HAVE &OTTEN HoLbd ofF THE
MY'STIcAL EQUIVALENTS ofF NUKES.

Every human being can make a decision about
what to do or not do, what to accept and what to
refuse, whether to kill or not kill.

That said, the situation is often grey and
not clear-cut. There are those few who are part
mortal and part monster: vampires who struggle
to fight their hungers and do the right thing;
werewolves who chose lycanthropy to get the
strength to defend their community; wizards
who accept help from dark sources, but hope to
restrain the urges that threaten to engulf them.
Choice is the overwhelming theme of these indi-
viduals’ lives. Will they retain their humanity
or will they become monsters? And is there
any way that those who are now monsters can
perhaps regain some degree of humanity, some
capacity for choice?

For. Thomas! sake, | hoPE so.

THINGS FAIL APART

The world is growing darker. Humans are
choosing the worse over the better, and the
monsters are cheering them on. There are trolls
under the bridges, vampires running busi-
nesses behind the velvet curtains, and ghosts
sucking the life from babies in maternity wards.
Organized crime is strong and getting stronger;
gunshots echo in the night; some policemen
take payoffs. Drug use is spreading; alcohol is an
answer rather than a stopgap; people lose them-
selves in their searches for pleasure, power, or
escape.

But there are those who stand against the
rising tide of shadow. Whether they are ordinary
humans, secretive wizards, individuals chosen by
supernatural powers, or people empowered by
some other means, they will not let the darkness
win. Perhaps all the more obvious against the
shabbiness of the world around them, perhaps
stained or marked by their own errors and

Harry's World

problems, they nevertheless hold their ground
and work to protect, to support, to rebuild. They
choose to use their power for others as well as
for themselves. These people exist, and they
haven't given in yet.

SCIENCE FAILS

The comforting rules of science and technology,
the certainty that a better computer or a bigger
gun will settle the problem—sorry, they don't
work round here. Wizards and some other
+mensters-cause nearby technology to malfunction
simply by their presence.

Monsters aren't reliably affected by the laws
of physics. They seem to treat them as “vague
guidelines” more than laws. They can fly, walk
through walls, tear apart steel doors, and deflect
bullets (or ignore them entirely). All the care-
fully acquired handguns, sniper rifles, flame-
throwers, computer security, and mobile phones
in the world may ultimately be useless if pitted
against the wrong sort of adversary.

Not only does technology not work around
the wizardly-inclined, nobody can really explain
why post-WWII technology doesn't work.
There aren't any convenient rules. No wizard
has yet attempted to catalogue his effects on
technology.

Last time Butters and | spoke, he was on about
something about Harry’s electromagnetic field
(I call it an aura) interfering with electron
spin and/or phase jumps in transistors and
other solid state electronics. (1 think that’s
what he said. Technology is just another flavor
of faith to me.)

Furthermore, no monster is going to publish
a list of ways that it can be hurt. However, others
can. The most recent example of such a tome,
Bram Stoker’s DracuLra, detailed most of the
significant ways in which a Black Court vampire
can be damaged or killed. The Black Court still

hasn't recovered.
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Lhis dovetails remarkably well with the note
above about people choosing not to see what's
going on around them. The scientists who might
be able to analyze data on monsters don't want
to know in the first place; then their instruments
go nuts, so they dismiss the cases of sponta-

neous combustion or bouncing bullets as statis-
tical anomalies. With regard to the supernatural,
science can't tell you what just happened, can't
explain why it happened, and can't stop it from
happening again.

Sure, Mr. or Ms. Sciencey-Science, your lab
is spotless, filled with the tools and gear of anal-
ysis, and you have spent years filling your head
with logic, knowledge, methods—but the spec-
imen before you refuses to make sense according
to everything you've been taught. Meanwhile,
it's very dark outside, something large is moving
around in the gloom, and your electric light has
started flickering. The monster is getting closer,
and you can’t do thing one about it—or even
understand what's going on.

However, this doesn’t mean that technology
can't be useful, if properly applied (and kept
away from wizards who can make it go pfft!).
Different creatures have different vulnerabil-
ities—a flamethrower or a water balloon filled
with holy water might be just the thing to even
the odds against a Black Court vampire. Even if
a bullet in the brainpan fails to take a monster
down, extreme applications of kinetic force
(such as a car at ramming speed or a crash-
landing satellite) tend to have some sort of effect.
Other tools of technology can be used to pass
information, archive data, set up perimeters, or
collect evidence. Some technology may be func-
tional in particular ways against particular types
of monster.

Assuming that a wizard doesn't accidentally
fuse them, of course.

BEIIEF IS POWER
Faith in itself is a form of power and a kind of
magic. Strong faith in good (or evil) can act as a
defense, an offense, a shield, or a guide, providing
many effects which people would normally
consider “magic.” This could include things like a
glimmer of light from a crucifix in the darkness,
burning a vampire’s hands as it grabs you, or a
sudden burst of more-than-mortal strength.

The exact details of the faith can vary.
Religious beliefs are the mainstay here: a stag-
gering number of people have faith in God (or
gods). Some people have strong faith in more
philosophical beliefs—for example, the funda-
mental purity and goodness of magic, Tibetan
mysticism, or even Communism.

The important thing is that if the person has
faith in something—true, sincere, pure faith—
then miracles can happen.

EFRECTIVE WORD HERE BEING
AN —WHLE MicHAEL) CHARITY)
AND FATHER. FoRTHILL HAVE THAT

KIND oF BELIEF IN THE &ooDNESS ofF
&ob AND THAT EVERY THING WILL

WORK OUT To SOME INEFFASLE
PLAN...| TUST cAN/T BUY IT- Not
WiTH WHAT I'VE SEEN HAPPEN.

For my part, | know that faith has
power. However, | am not allowed to
understand anything further than that,
by nature and by...other issues.
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MAGIC IS WHAT YOU ARE

You can't make magic do something that goes
against your fundamental nature. This works
on both the deliberate and the emotional levels.
An utterly kind, sincere person will not be able
to muster malicious hate and bitterness of a
level that would allow him to summon demons
or blast with hellfire—or, at least, not without
very significant provocation. Likewise, a vicious
and corrupt thanatologist practicing human
sacrifice isn't going to have healing magic at his
command—or, if he does, it may require blood
and pain to make it work and will probably be
more corrupting than simply leaving the open
wound to fester.

At least, that’s the theory. Practice has, once
again, shown things to be a lot fuzzier than the
clear-cut examples above. Again, it all comes
back to choice and to the complexity of the
mortal mind and soul. Even a kindly old grand-
mother has the seeds of hatred within her, and
even a cold-blooded gangster has moments of
tenderness and kindness.

Magic is an expression of the person who
brings it forth. It comes from their beliefs, their
morality, their feelings, their emotional connec-
tions, their way of seeing the world: in a word,
their soul.

See, boss, William gets it a lot more than you do.
SHuT up) Bos.

There’s a reason why the soulgaze is the ulti-
mate proof of sincerity between many wizards.
A soulgaze happens when two people (at least
one of them a wizard) make eye contact long
enough to look into each other’s souls and see
what they truly are. In that moment, a wizard
not only sees what a person is, but he also sees
what their magic is—it’s one and the same. For
instance, if you choose to practice black magic,
you dredge up the corrupt parts of yourself and
make them stronger. You are what you choose to
become, what you make yourself into. (Luckily,
if you're mortal, you also always have the power
to choose redemption after a slip.)

Whether it's faith or magic, all power comes
from the basic nature of the mortal or monster
who is using it. Evil brings forth evil, and good
brings forth good. We are what we do, and we
do what we are.

Harry's World

WHAT’'S OUT THERE?

Here’s a quick and dirty breakdown of the
mortals, “semi-mortals,” and monsters running
around out in the Dresdenverse. Keep your eyes
peeled, and you might recognize them.

(For further details on the political factions
and recent history of these groups, see Old
World Order, OW12. For more information on
the nature of each of these types of beings, see
What Goes Bump, OW26. For discussions of
specific individuals, see Who's Who, OW96.)

MORTALS

First, you have true mundane mortals. They
are unaware of the supernatural goings-on all
around them.

Then you have the clued-in, who have experi-
enced the weirdness up-close and personal, and
may know a bit about the various people and
critters involved in occult stuff. Clued-in groups
include some people of faith, law enforcement
officers who specialize in “black cat investiga-
tions, researchers who come across anomalous
(read: supernatural) evidence, and even some
members of organized crime.

Next are the minor talents. These are folks
who have a (usually limited) supernatural ability
of their own. Maybe they can cast a spell or two,
know some effective rituals, speak to the dead,
see the future, that sort of thing,

Sorcerers are more powerful magic-workers,
often tapping the power of cults surrounding
them to empower spells or rituals or to summon
demons. Sorcerers usually don’t have the
training, power, knowledge, or ethics of White
Council wizards. White Council members have
the tools and the talent, but they must abide
by certain Laws of Magic. Those who break
the Laws are known as warlocks. (Usually, the
White Council sends its Wardens to enforce the
Laws, but due to the current Vampire War, their
hands are a bit full.)

Lastly, there are necromancers who use the
power of death to do magic, like raising ghosts
and zombies and all other sorts of creepy busi-
ness. (Playing with death magic is a big no-no to
the White Council, by the way.)

You coulp
ZONSIDER.
NECR.OMANCER.S
To BE BI&GTIME
WARLOCKS .
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Hey, boss:

Pot. Kettle. Black.

Tangentially...
William, I'd
consider a “classic
werewolf” like
yourself and your
compatriots to

be minor talents,

based on free will.

Actually,
900G on at the MOMent, but what witk

“SEMI-MORTALS"
“Semi-mortals” are people who have a foot in
the mortal world and a foot in the supernat-
ural world. They retain some aspects of choice,
balanced against their nature (see above, page 10).
These include some types of werewolf, scions
of mortal-monster matings (such as change-
lings, which are part-human and part-faerie),
and the poor folks who have been half-turned—
or infected—Dby a vampire. (A large percentage
of the membership of the Fellowship of St.
Giles is composed of people infected and turned
halfway into a Red Court vampire.)

MONSTERS

The world is full of monsters. There are other
types of werewolves than those mentioned
above (four or five in total), and at least four
types of vampire (White Court, Red Court,
Black Court, and Jade Court), all with different
powers, hungers, and weaknesses. Then there
are ghouls, the hard-to-dispatch killer thugs of
the supernatural set.

Add to this the inhabitants of the Nevernever
who can by various means cross from there into
the mortal realm; these include a multitude of
faerie species, spirits, ghosts, and demons.

A couple dragons and gods are still kicking
around, but we don’t know much about them
other than they usually don't seem to get involved
in stuff and they are extremely powerful.

The Order of the Blackened Denarius is
composed of Fallen angels bound to thirty
silver coins, permitting them to possess mortal
hosts; they are extremely bad news. Apparently,
angels support the people of faith who wage war
against the Denarians.

Then there are Outsiders and Old Ones.
They want to consume reality. (We think.) We
don't have much information on them because
knowing anything about them is against the
White Council’s Laws of Magic.
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CURRENT SITUATION
The White Council and its allies (the Fellowship

of St. Giles, the Venatori Umbrorum, and some
mystical monasteries in the Far East) are fighting
the Vampire War against the Red Court. For
its part, the Red Court is using ghouls (and
Outsiders in the Nevernever) against the White
Council. It is also trying to bring the White
and Black—and possibly the Jade—Courts in
to help fight. The White Court is neutral (due
to infighting and a recent major setback), the
Black Court is very small, and the Jade Court is
very mysterious, so they haven't joined the Reds
quite yet.

The Summer Court and the Winter Court
of Faerie are locked in their traditional enmity,
though the violence has ramped up due to the
Vampire War. The Summer Court has offered
mild assistance to the White Council in the
course of the Vampire War, but both are only
indirectly involved.

A bunch of necromancers made a play for
godlike power a few years ago. Luckily, some of
the White Council’s Wardens stopped it.

The Denarians continue their millennia-long
rampage of evil and destruction, checked by
the Knights of the Cross. While the Denarians
aren't directly participating in the Vampire War,
they are taking advantage of it. The Knights
have aided the White Council on more than a
few occasions—and have taken heavy losses.

The first “pure vanilla” mortal has signed onto
the Unseelie Accords (see OW12), becoming the
first non-supernatural Freeholding Lord. It is
likely he will assist the White Council versus the
Red Court.

Then, there’s a mysterious faction out there—
alternately called the Black Council or the
Circle—that is apparently stirring up trouble
behind the scenes.

Most recently, a huge dust-up happened in
Chicago between the Knights of the Cross, the
Archive, representatives of the White Council,
and the Denarians. (There’s also evidence that
the Summer Court and Winter Court of Faerie
were involved.) Suffice to say, it wasn't pretty.

And that's what's going on at the moment.
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HERE'S THE DEAL

So, this game is built on a free core system
called Fate (www.faterpg.com). It seems a good
choice—flexible, dramatic, fairly popular, FREE.

Rather than reinvent the wheel, we figured
wed just modify the hell out of it for our
purposes.

Anyway, it's an RPG, and if you're reading
this, you probably already have at least a vague
idea of what that means. (If you don't, make sure

you read the introduction to this book.)
Onward!

THINGS YOU
SHOULD HAVE

In addition to these rules, you'll need a few
supplies to play the game. Here's a list of manda-
tory items, as well as some recommended ones.

You'll need:

¢ Four Fudge dice for each player and the
game master (GM). If you don't have
Fudge dice, see the retailer page at Grey
Ghost Games (www.fudgerpg.com) ot
your local or online RPG dice supplier
for a pack. (Or see “What Are Fudge
Dice?” on this page.)

¢ Some copies of the character and city
worksheets (found in the back of this
book or downloaded from our site at
www.dresdenfilesrpg.com) or at least blank
paper for taking notes during city and
character creation.

¢ Things to write with.

¢ Between two to six friends (the players).

You'll find useful:
¢ A set of poker chips or glass beads (to

use as fate points).

¢ Index cards to pass along information
during character creation, to make notes
on things that come up in play, and to
use in myriad other ways.

¢ Snacks.

idex tards are just trazy

usefdl at the game ‘able.

We end up using them Sor
all kinds of stu/s

DEAING
WITH TrE DICE

In this game, you use the dice quite a bit to figure
out what happens as you play. Whenever there’s
uncertainty regarding an outcome, you don't just
make up what happens—you use the dice to
bring that element of chance to how things are
going to turn out. The dice allow for unexpected
successes and interesting failures.

WHAT ARE
FUDGE DICE?

Fudge dice are six-sided dice that have different
markings from normal dice—instead of
numbers or dots, they have two sides marked
with a 8, two sides marked with a @, and two
sides that are blank (). If you find yourself
without Fudge dice or don’t want to purchase
them, you can roll 4 normal six-sided dice. Any
die showing a 1 or 2 is treated as -} any die
showing a 3 or 4 is treated as a @, and any die
showing a 5 or 6 is treated as &3.

| 2aN UseE picE | ALREADY H'A-VE_?
WELL, &@ocob THEN-

THE LADDER

Most things in the system are rated according to
the following ladder (when we say “the ladder”

throughout this book, this is what we mean):

THE LADDER
+8 Legendary
147 Epic

+6 Fantastic
+5 Superb
+4 Great

+3 Good

+2 Fair

+1 Average

0 Mediocre
-1 Poor

=2 Terrible

Usually, the adjectives are used to describe
things—someone might be a Good Driver or
Average Scholar. The adjectives and numbers are
interchangeable, so if you're more comfortable
with numbers, it is equally valid to say Drive: +3
or Scholarship: +1. For clarity, it might be
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best to use both, as in Good (+3) Drive or
Average (+1) Scholarship.

On this scale, Average represents the
minimum level of capability for someone who
does something regularly, but not exceptionally.
Most people are between Average and Good at
the things they do for a living—like Investigation
for a private eye—and are Mediocre at most
other things. It is only when they are driven to
excel that they surpass those limits.

Player characters (PCs) push the bound-
aries of what “normal” people are capable of
and, as such, they tend to be Great or Superb
at whatever their central passion is. Each PC is,
in a sense, the protagonist in his own story; this
means that the heroes of THe DrRESDEN FILES
RPG are genuinely exceptional individuals and
may well be recognized as such.

A-ww, THanks BiLLye [T's NicE
To KNow | AM EXcEPTIONAL,

ROILING THE DICE

You will roll four Fudge dice (abbreviated as
4dF) to generate a result between —4 and 4.
When reading the dice, a equals +1, a (-]
equals —1 and a @ (the blank side) equals 0.

Some example dice totals:

208 -2
oees
8088 o

The total of the dice is then added to an
appropriate skill to get a result. This result can
be referred to as the effort made, but sometimes
it's just “the result.”

Example: Harry Dresden is a Fair (+2)
athlete. He rolls the dice to jump over a low
wall and he rolls @B@EED (-1) for a total
result of +1. Checking the ladder, that’s an
Average (+1) effort.

ROILING BEYOND

THE LADDER

On occasion, you'll end up rolling for a high
or low skill, and getting a result that puts you
past the ladder—higher than Legendary (+8) or
lower than Terrible (—2). When that happens,
just use the number that you came up with. (If
you're feeling creative, come up with your own
adjective for this dramatic roll!) This happens a
little more often when you get bonuses due to
aspects, which you'll learn about on page 18.

The Basits

DIFFICULTY

When you roll for a result, you are trying to meet
or exceed a target value, which is the difficulty
for the roll. The difficulty indicates how hard
it is to do something. Difficulties are measured
on the same ladder as everything else. For
instance, it might be a Mediocre (+0) difficulty
to jumpstart a car, but a Good (+3) difficulty to
repair that same car after a serious breakdown.
Guidelines for setting difficulties are found in
Running the Game, page 310.

The difference between the difficulty and the
effort (the result of the roll) is the magnitude of
the effect, which is measured in shifts. Shifts are
used to determine the potency of a character’s
efforts and to govern the resolution of complex
actions. There’s no such thing as a negative
shift—any roll that does not reach the difficulty
is simply considered a failure (although failing
the roll by a great deal might influence how the
group describes the result).

Example: If Harry is rolling to jump over
that wall against a difficulty of Fair (+2)
and he rolls a Great (+4) result, he succeeds
by two, so he generates two shifts. If he rolls
Mediocre (+0), then he fails—he missed the
target of Fair by two (but he doesn’t generate
negative shifts). If he rolls exactly Fair (+2),
then he succeeds as well, but with no shifts.

WHAT'S ON YOUR
CHARACIER SEEET

A character sheet is composed of four basic
elements—your skills, your aspects, your
stunts, and your supernatural powers. These
represent your character’s resources for solving
problems, winning conflicts, and impacting the
story during the game.

Skills are a basic measure of what your char-
acter can do, covering things like perceptiveness,
physical prowess, social and mental capacity,
and professional training. Aspects are a set of
descriptive phrases that help you out (or make
things complicated!) when something that
happens in the story is particularly relevant to
your character. Stunts expand the function of
skills to cover a more specialized niche or allow
you to do better in a specific circumstance.
Powers cover a wide range of abilities outside
the reach of normal mortals and have numerous
benefits.

Think of
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SKIILS

Characters have skills, like Drive and Guns,
which are rated on the ladder (page 16). When
you roll the dice, you are usually rolling based on
your character’s skill.

Nearly every action that your character might
undertake is covered by his skills. If he doesn't
have a skill on his sheet, assume that it defaults
to Mediocre (+0).

Skills are covered in greater detail in their
own chapter, beginning on page 120.

ASPECTS

Characters also have a set of traits called aspects.
Aspects cover a wide range of elements and
should collectively paint a picture of who the
character is, what he’s connected to, and what's
important to him (in contrast to the “what he
can do” of skills). Aspects can be relationships,
beliefs, catchphrases, descriptors, items, or
pretty much anything else that paints a picture
of the character.

Some possible aspects include:

¢ To SErRVE AND ProTECT

SuUCKER FOR A PRETTY FACE

My GranDPA's TRUSTY SIX-SHOOTER
MonEgy-CoLorRED EvEs

Whauirte Councir Wi1ZARD

STUBBORN As A MULE

TRAINED BY TERA WEST

* 6 6 6 0 o

When one of your aspects applies to a situ-
ation, you can invoke the aspect to get a bonus
by spending a fate point (see below). In this
capacity, the aspect makes the character better at
whatever he’s doing, because the aspect in some
way applies to the situation (such as invoking
To ServE AND ProTECT when acting in the
interests of the Law).

An aspect can also gain you more fate points,
by bringing complications and troubling circum-
stances into your character’s life. Whenever your
character ends up in a situation where one of
his aspects could cause him trouble (such as
StuBBORN when hes trying to be diplomatic),
you can mention it to the GM in the same way
you mention an aspect that might help you.
Alternately, the GM may initiate this event
if one of your aspects seems particularly apt.
Either way, this is compelling an aspect, and it

nits your character’s choices in some way. If
the GM initiates or agrees to compel the aspect,
you may get one or more fate points, depending
on how it plays out.

Aspects are a much bigger topic than we can
get into in this overview. For a lot of groups,
aspects make up the core of the game. We go
into more detail on invoking and compelling,
along with what makes a good aspect, in Aspects,
starting on page 98.

As for fate points, we'll talk more about those
shortly.

MORTAL STUNTS

Stunts are the special tricks your character has
up his sleeves which allow him to stretch or
break the skill rules. Typically, they either give
a bonus to a specific use of a skill or broaden
a skill to encompass some other way of using
it. Some help you take a hit in a fight or other
things like that.

Stunts have very specific uses and rules,
which are detailed more fully in Mortal Stunts,
starting on page 146. Though not all characters
will have stunts, many will.
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Example: John Marcone has the Trick Shot
Artist stunt. This means that when he’s taking
a trick shot at something (not a person), like
shooting the rope holding a chandelier, he

receives a +2 bonus on his roll.

SUPERNATURAL
POWERS

Powers are a lot like stunts, in that they help
characters stretch or break the rules. But they go
beyond how to use a skill and into using your
supernatural nature. Anything a mortal can't just
do, even with a lot of training—wield magic, lift
with inhuman strength or run with inhuman
speed, recover from damage that would cripple
a mortal, etc.—is due to a power.

Like stunts, powers have very specific uses
and rules, which are detailed more fully in
Supernatural Powers, starting on page 158. All
supernatural characters have powers—that’s
what makes them supernatural.

Example: Thomas Raith gains many powers
as a White Court vampire, such as Incite
Emotion. This allows Thomas to rouse strong
feelings of lust in a target, even from a distance.

FATE POINTS

The other, and potentially most important,
resource that you have during a game is a
currency called fate points (FP). Fate points
are central to the function of the game system;
they are basically a measure of how much power
you have to influence the story in favor of your
character. When you spend fate points, you take
a little bit of control over the game, either by
giving your character bonuses when you feel he
needs them, or by taking over a small part of the
story. To earn fate points, you allow your char-
acter’s aspects to create complications for him.

Each player begins the first session of the
game with a number of fate points equal to his
character’s refresh level (page 68). You'll refill your
total number of fate points back to that level
each time a refresh occurs (page 20). Fate points
are best represented by some non-edible token,
such as glass beads or poker chips. (Previous
experiments with small edible candies have left
players strapped for points!)
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You may, at any point, spend a fate point to
gain a bonus, invoke an aspect, make a declara-
tion, or fuel a stunt.

Gain a Bonus: A fate point can be spent to add
1 to any roll of the dice or to improve any effort
(such as an attack or defense) by 1. In practice,
this is the least potent way to use a fate point—
you're usually much better off using one of the
other applications discussed below.

Invoke an Aspect: Aspects are those things that
really describe a character and his place in the
story. When you have an aspect that’s applicable
to a situation, it can be invoked to grant a bonus.
After you roll the dice, you may pick one of your
aspects and describe how it applies to this situ-
ation. If the GM agrees that it’s appropriate,
you may spend a fate point and do one of the
following:

¢ Reroll all the dice, using the new result,
or

¢ Add two (+2) to the final die roll (after

any rerolls have been done).

You may do this multiple times for a single
situation, so long as you have multiple aspects
that are applicable. You cannot use the same
aspect more than once on the same skill use,
though you may use the same aspect on several
different rolls throughout a scene, at the cost of
one fate point per use.

Example: Maya McKenzie has the aspects
QuieT As A Mousk, I REMEMBER WHERE I
Came From, and UNcomMON SENSE. She’s
just grabbed a forbidden book and is trying to
sprint out of a sorcerer’s lair before the dark
spellcaster’s imminent return.

Maya has Good Stealth, but she rolls
terribly @@ (=3) for a result of Mediocre
(Good — 3), which is far from good enough.
Her player, Amanda, points out that Maya’s
trying to be QUIET As A Mouse. The GM
thinks that’s fine, so Amanda spends a fate
point to reroll the dice. She does a little better:
BB (-1) for a result of Fair (Good — 1).

Still, she’s worried it’s not quite good
enough, so she suggests that, since Maya
RememBERs WHERE SHE CAME Frowm, she's
been in similar scrapes before. .. The GM thinks
that Maya’s street experience is not going to be
much use when trying to evade a sorcerer. But
she might be able to change her description of
what she’s doing to make the aspect fit better. Is
that what shed like to do?
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Amanda decides to stick with the original
plan and notes that with Maya’s UNcoMMON
SENSE she can identify the best moment to
scurry over and grab the book. The GM
likes the creative application of the aspect, so
Amanda spends another fate point to get an
additional +2 on the roll, bringing it up from
Fair to Great, which is enough to let her quietly
escape the sorcerer’s lair with only seconds
to spare!

Scenes, other characters, locations, and other
things of dramatic importance can have aspects.
Sometimes they're obvious, and sometimes
they're less so. You can spend a fate point to
invoke an aspect which is not on your own char-
acter sheet, if you know what the aspect is. This
is covered in greater detail in Aspects on page 105.

As a rule of thumb, invoking someone or
something else’s aspects requires a little more
justification than invoking one of your own
aspects. For scene aspects, it should be some
way to really bring in the visual image or the
dramatic theme that the aspect suggests. For
aspects on opponents, you need to know about
the aspect in the first place, and then play to it.

Example: Biff Abernathy is fighting some thugs
in an old warehouse. The scene has the aspects
Dark, CRaMPED, and WAREHOUSE. What's
more, Biff has fought these guys before and
knows that they're pretty cocky, so bis player,
Fred, figures that they have an aspect like
OvEeRCONFIDENT. When Biff jumps the first
one, he spends 2 FP to invoke the DARK aspect
of the warehouse and the OVERCONFIDENT
aspect of the thug. Fred describes the thugs
as being so sure of themselves that theyre not
being as cautious as they could be, so when Biff
drops out of the shadows to cold cock one of
them, it comes as a complete surprise. The GM
likes the visual, and while the thugs technically
have Cocky rather than OVERCONFIDENT
on their sheets, she thinks that's close enough,
so she approves. One of the fate points is spent
normally and one goes to the thug, though Biff
may be hitting him hard enough that he'll never
get the chance to use it.

Use certain Stunts and Powers: Some stunts
and powers have particularly potent effects
and require spending a fate point when used;
this will be made clear in the description. See
Mortal Stunts, page 146, and Supernatural Powers,
page 158, for more.

Make a Declaration: Declarations are usually
handled with a skill roll (page 116), but in some
cases you may simply lay down a fate point and
declare something. If the GM accepts the fate
point, it will be true. This gives you the ability
to create things in a story that would usually be
under the GM's purview. Typically, these things
can't be used to drastically change the plot or
win a scene.

Declaring “Doctor Keiser drops dead of
a heart attack” is not only likely to be rejected
by the GM, it wouldn't even be that much fun
to begin with. Declarations are better suited
to creating convenient coincidences. Does your
character need a lighter (but doesn’t smoke)?
Spend a fate point and you've got one! Is there
an interesting scene happening over there that
your character might miss? Spend a fate point to
declare you arrive at a dramatically appropriate
moment!

Your GM has veto power over this use, but
it has one dirty little secret. If you use it to do
something to make the game cooler for everyone,
the GM will usually grant far more leeway than
she will for something boring or, worse, selfish.

As a general rule, you'll get a lot more lenience
from the GM if you make a declaration that is in
keeping with one or more of your aspects. For
example, the GM will usually balk at letting a
character spend a fate point to have a weapon
after he’s been searched for them. However, if
you can point out that youre ALways ARMED
or describe how your DisTrRACTING BEAUTY
kept the guard’s attention on inappropriate
areas, the GM is more likely to give you some
leeway. (This is much like invoking an aspect,
but without a die roll.)

REFRESHING
FATE POINTS

Players usually regain fate points between
sessions when a refresh occurs. The number
of fate points you get at a refresh is called your
refresh level, and it will vary depending on the
game (see Character Creation, page 53, for more
details). Your refresh level will be reduced by the
stunts and powers your character possesses.

PCs are not allowed to let their refresh level
drop below one; when a character’s refresh hits
zero or less, he crosses over that crucial, invis-
ible line that separates a mortal’s free will from a
monster’s compulsion of nature.
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If the GM left things with a cliffhanger, she
is entitled to say that no refresh has occurred
between sessions. By the same token, if the GM
feels that a substantial (i.e., dramatically appro-
priate) amount of downtime and rest occurs in
play, the GM may allow a refresh to occur mid-
session. (Check out the optional Partial Refresh
rule in Running the Game, page 317.)

When a refresh occurs, bring your current
number of fate points up to your refresh level.
If the number of fate points you have when you
refresh is higher than your refresh level, your
current total does not change.

Example: Evan Montrose and Maya
McKenzie have just won a hard fought victory
against a dark sorcerer, and they end the session
with 4 FP each. The GM feels that was a suit-
able climax and they refresh at the beginning of
the next session. Maya has a refresh level of 8,
so Maya gets 4 FP, enough to bring her up to
8. Evan's refresh is only 1 (wizarding is costly),
s0 he gets nothing, but he does get to stay at 4.

EARNING NEW
FATE POINTS
DURING PIAY

You earn fate points when your aspects create
problems for your character. When this occurs,
it’s said that the aspect is compelled. When
your character ends up in a situation where his
compelled aspect suggests a problematic course
of action, the GM should offer you a choice:
spend a fate point to ignore the problem, or
acknowledge the problem and earn a fate point.
Sometimes, the GM may also simply award a
fate point to you without explanation, indicating
that one of your aspects is going to complicate
an upcoming situation. You can refuse that
point and spend one of your own to avoid the
complication, but it’s not a good idea to do that
too often, because you will probably need the
fate point in the future. And let’s face it—that’s
a pretty boring way to play anyway. Drama is a

good thing.

No. DrAMA sUSKS:
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| LONG FOR. BORING-
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Example: Biff has the aspect DumB Luck,
which bis player, Fred, has explained to the
GM means that Biff bas a tendency to have
things go his way when he’s at his most dense
or foolish, but it also means that he can stumble
across very bad or strange things without
meaning to. Biff is on his way to pick up his
girlfriend Maya when an ambush drops on
him. Normally, Fred would roll Biff’s Alertness
to try to avoid surprise, but the GM pushes
forward a fate point and says, “Wouldn’t it just
be Biff’s Dums Luck if he got jumped and
hauled away, leaving Maya thinking she got
stood up again?”

Fred can now choose whether to take the
fate point—in which case Biff doesn’t roll
Alertness; he automatically fails the roll and
skips right to getting kidnapped, since he’s the
only PC in this scene—or spend a fate point,
evading the downside of his DumB Luck
and getting a chance to avoid surprise with an
Alertness roll.
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This isn't just the GM's show; you can trigger
compels as well—on yourself or on others—
either by explicitly indicating that an aspect
may be complicating things or by playing to
your aspects from the get-go and reminding the
GM after the fact that your character already
behaved as if compelled. The GM isn't always
obligated to agree that a compel is appropriate,
but it'’s important that players participate here.
See Aspects on page 100 for a more detailed treat-
ment of compels.

..AND OFF YOU GO

So that’s a quick overview of the basic elements
of the game. Don't worry if it seems like a lot
to take in! The following chapters will help you
better understand each piece of the whole, and
a lot of it is easily picked up by diving in and
playing. Before you move on to City Creation
and Character Creation, though, you may find
it helpful to read over at least the chapter on
Aspects.
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Lty Creation

THE LIVING CI'¥Y

When you sit down to play THE DRESDEN
FiLes RPG, you'll want to know the setting—
which is to say, you'll want to come up with
and flesh out the city in which your game takes
place. Since THE DrEsDEN FiLes RPG mostly
takes place in today’s urban jungles, this doesn't
have to take a long time, as you're already pretty
familiar with the way our world works.

(For crazy stuff like games taking place in the
Nevernever or the like, read on—we've got you
covered, too. We have a loose definition of “city.”)

There’s a lot of stuff in this chapter. Our
purpose is to give you lots of ideas and options.
If you don't really want to immerse yourself
in the process we lay out here, it'’s no big deal.
While we still encourage you to read through
the chapter so you see what were going for,
toward the tail end we provide an on-the-fly city
creation technique that highlights the really crit-
ical parts, letting you get to the gaming faster. (If
you do the full city creation process a few times,
your own process will probably move toward
that anyway as you learn which parts are the
most useful for your group.) You should feel free
to pick and choose the parts that look fun as you
go along,

We have two examples of city creation to
present, in two different stages of develop-
ment. In Occult Chicago (OW242), we've done
the research for you, leaving themes, troubles,
locations, and characters for you to define. If you
don't want to bother with that and want to get to
rolling dice NOW, we've written up Baltimore
as a sample setting using this city creation
procedure (see Nevermore/Baltimore, page 358);
you can use this to start gaming right away. But
we've really had a lot of fun at our table when the
whole group has made a city together. That way,
everyone has something at stake. We encourage
you to give it a shot.

A city is much more than just a collection of
streets and buildings—it’s a world filled with
people, including the players’ characters and all
the characters they might encounter. Creating
your city includes mapping out both some of
the physical locations and the relationships the
people who live and work there have with the
places and with each other. Once you're done
with city creation, you should be ready to sit

down and play.

SO WHAT DO WE DO?

Below is an overview of the process (which,
aside from whatever time you decide to spend
on research, will take around an hour or so for
an experienced group, but probably most of your
first session if this is your first time).

First, you'll choose your city (page 26).
Everyone'll agree on some basic facts about it,
the sorts of problems (which we call themes and
threats) the city is facing, and how the super-
natural intersects with the city.

Second, you'll come up with the various loca-
tions within the city (page 37). Everyone will get
to make at least one, where individual problems
are fleshed out and the faces for those loca-
tions—the people who represent them—are
noted down.

Third, you'll make the player characters
(page 45).

Finally, you'll finish up the city, where you'll
turn those themes and some of your threats into
aspects (page 46).

Remember: if this seems like too much,
and you want to get to playing sooner, we have
some tips for you at the end of the chapter in

“On-The-Fly City Creation,” page 49.
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THE GOLDEN RUIE OF

CIr¥y CREATION

When you're stumped, skip that part and let
the GM figure it out later.

Really, it's as simple as that. Maybe when
the GM comes back to it, you'll all join in
and collaborate. Maybe the GM will use
whatever you've skipped as a mystery during
play. In any case, the point of city creation is
to get your game going and going strong, not
to make you sit around for hours as you try
to figure out a specific piece of the setting,

WHAT IF I WANT 1© CREATE
THE CI'FY ON MY OWN?

That’s a pretty fair question for any GM to
ask. Maybe you have a really neat idea, or
you have players who aren't interested in
any sort of setting creation. But you might
want to at least think about our collabora-
tive approach.

GMs can certainly take all of this work
on themselves. Heck, in many roleplaying
games, the job of building the setting is exclu-
sively the GM'’s responsibility. So if that's the
way you want to play it, go for it. Still, even
if you do most of the work, consider making
it something that everyone contributes to—
say, with each player writing up a neighbor-
hood or a particular point of interest. It'll
give them a sense of ownership and—here’s
the clincher—it'll be one less thing you have
to do as a GM. Laziness can be a virtue if
you apply it the right way.

Working collaboratively to build a city
allows all the players to get their agendas
into the mix. If one guy really wants to
tangle with some Red Court vampires,
this will be a chance for him to bake it into
the setting right from the get-go. Not to
mention that, due to the collective effort,
everyone will have a chance to feel like they
have a little bit of expertise and ownership.
That’s a powerful tool for the GM in terms
of building interest (and investment) in the
upcoming story, and we can't encourage its
use enough.

So, while you might still create the city
on your own, at least consider gathering
some input from your players.

Lty Creation

GETFING READY 1O
MAKE YOUR CI¥Y

As you're getting started, you'll need some
copies of the city sheets, found in the back of
this book or downloadable from our website at
www.dresdenfilesrpg.com. There are three sheets
to help organize your ideas as you come up with
your city: a high-level sheet, a locations sheet,
and a faces sheet. We'll talk more about these as
we encounter them in the process. (Of course,
you can also do all this with a few blank sheets
of paper, if you don't have copies of the city
sheets available.)

If your group prefers to have one person
write down ideas as everyone talks, the sheets
are set up for you. We recommend this method
for most people, as it helps get everyone on the
same page by talking about ideas before they get
written down on separate sheets.

On the other hand, if your group prefers
to write ideas down first and present them all
together, like writers in a bull pen, then you'll
either need to print up multiple copies of the
location and faces sheets, or cut them up and
hand parts out. They're also ready-made for that
use. At the end of the process, be sure to consoli-
date all the ideas onto one copy.

No matter how you do it, make sure everyone
who wants a copy of your city has one. These
aren't just notes for the GM—the players have
quite a bit at stake in this city as well!

WHAT ABOUT INVENTING A CIT+Y?
You could go the “Metropolis” or “Gotham” route
and just make up a city, but you might run into
more problems than you anticipated. You'll have
to work hard to come up with every detail—
where the seedy neighborhood is compared to the
ritzy downtown center, which neighbors have easy
access to the riverfront, etc. Furthermore, you'll
have to take copious notes to be consistent—not
a problem for some people, but if it is for you, you
might want to pick a real city. Plus, you may have
a sense of disconnection as you come up with facts
about locations and people that don't make much
“sense” (even though, if you look at it, cities rarely
do make a strict, logical sense).

In short, it’s easier and often more fun to use
real cities; someone else has written copious notes
on them and they've been “playtested.”
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CH®SE
YOUR CI¥Y

The first step is an easy one, but it may be the
most important: choose the city. There are a few
different directions you can go when choosing
a city:

Your city: This is obvious, but well worth stating.
You probably know your city well, if you've been
living there for a bit. Even if you don', it’s easy to
be inspired by walking or driving around your
city until you see some sights that just scream to
you “Hey, I might be a little bit magical! Add me
to your game!” Seriously, once you start incor-
porating your city into your game, you won't be
able to help but notice places or people around
town that would make for something fun.

A city everyone is personally familiar with:
Think about nearby cities, places you all have
visited, or hometowns. This familiarity will
give your game traction, something to build
your game around. Of course, you don't have
to restrict yourself to nearby cities if everyone
is familiar with some more distant locale, like
a common hometown or place everyone went
to school.

A city that everyone is used to seeing on TV:
Here, your familiarity will go into more of a
caricature of a city than the real nature of it, but
that’s not necessarily a bad starting point—even
a caricature is a little right. Plus, this process
isn't about making a travel guide. Your group’s
conception of the city is more important than
the reality.

The“out of the box” option: Baltimore (page 358)
is ready to play. (We recommend checking out
Baltimore even if you use another city, as it's
our working example for how to build your
city.) Chicago (OW242) is more “some assembly
required,” but it gets you well on your way.

EXAMPIE: BALTIMORE

Throughout this chapter we've included discus-
sion about how we applied this procedure to
come up with Baltimore. You'll also find some
ideas about how it would apply to Chicago—we
figured having both couldn't hurt.

We looked around a bit for a city to use as
an example. We wanted something besides
Chicago—whose version of Chicago would
we write up anyway?—so we decided to do a

different city. Then I thought, “Hmm...Hey,
Davian—one of the Alphas and a regular in our
ArcaNos game—is from Baltimore. I'll guilt
him into helping me write it up.”

FAMIIDARIZE
AND DISCUSS

Picking a city is one thing, but making the leap
from an interesting city to the ideas that will
propel your game forward is not always easy.
Once you know where you're going to set your
scene, the next step is to take the location you've
chosen and use it to create concrete, practical
ideas which you can use in your game.

RESEARCHING

YOUR CI¥TY
If the people in your group feel like they don't

have enough information in their heads to make
the city feel alive or feel like something more
than a quickly hashed-out caricature, we recom-
mend doing some research. If your group would
have fun doing this, turn it into a group activity.
Everyone, or at least the players with enough
spare time, can take a method and have at it.

Don't feel pressure to do this if research doesn't
interest you (see “The Vancouver Method,”
below). We want you to have fun with this game.
For some people, that means talking about your
city and surfing Wikipedia for a few minutes; for
others, that means an afternoon at the library or
even a day trip to the city, if it's nearby or if you
need a good excuse for a little vacation.

HIHFING THE B@KS

Modern research tools being what they are, lots
of people tend to forget how useful the humble
book can be. Some people love that musty
smell of paper and binder’s glue with a hint of
mildew—if that’s you, here’s your excuse for a
day in the stacks of your local library.

Musty smells? Paper, binder’s glue, and
mildew? William, have you been in Harry’s
basement recently or something?

Talk to the librarian, explain that you're
trying to assemble a guide to your city with an
emphasis on the weird. Librarians are mighty,
and spending just ten minutes with one can yield
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amazing results. Don't forget that they wield the
awesome power of Interlibrary Loans—if there’s
an obscure title out there, chances are your
friendly neighborhood librarian can conjure it
up for you.

Don't discount the usefulness of a bookstore,
either, especially if you find a title that you really
fall in love with. Travel and tourism guidebooks
are extremely useful—wed almost call a good
travel guide on your city an essential buy for the
GM. If there are novels written about your city,
it might be worth reading one or two.

TRAVEL

If your city is close by, consider finding a day
when most of the group is available and doing a
day trip. Stop by a visitor’s center, grab a bunch
of the pamphlets they always have at those
places. Pair off, split up, and see what grabs
peoples’ attention—self-guided walking tours
are great for this.

If there’s a college in your city, spend an hour
on campus. See where the important buildings
are—athletic facilities, labs, libraries, dorms, the
student union, student bars and hangouts, that
sort of thing. Pick up a copy of the college paper.

Drop in a coffee shop or diner (a mom &
pop joint, not a chain) and listen to the way the
locals talk. Is there a unique local accent? Local
idioms and figures of speech? Grab an armload
of the free weekly newspapers that are published
in every town—coffee shops are usually littered
with these.

EIECTRONIC MEDIA

For many people, the Internet is the first desti-
nation for research. There’s a good reason for
that—it gets you a boatload of good information
right the heck now. It’s definitely something you
should do for your city. We highly recommend
starting with Wikipedia. It's about the best brief
overview you're going to find anywhere, espe-
cially if you're not overly concerned with consis-
tent truthfulness—you're looking for story-fuel
here more than rock-solid, verified facts.

Most locally published periodicals—i.e.
newspapers and magazines—have a free web
presence these days. Local news broadcasts, both
radio and TV, frequently stream to the web—
these are a gold mine of local flavor.

&t 1 HE INTERNET:
lIM SO ouUT ofF ToucH-
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Of course, your best tool might simply be
your favorite search engine. Here are a few
search terms you might find fruitful:

Use your city’s name, plus:

¢ neighborhood map (having the names of
neighborhoods is important)

William, you
may think you're
kidding but

this stuff about
librarians is on
the money. If

. folklore,. magic, ghost stories b T
¢ humor, jokes '
power—and it

¢ [urban] legends ‘ ;

o is—they are its
¢ historical maps
. Bed gatekeepers.

politics

¢ crime ,
* dialect Don’t. Mess.

With. Librarians.

Cherry pick the stuff that strikes you as inter-
esting. You're also going to want to get a feel for
how your city looks, which services like Flickr,
Google Images, and Google Earth will help
you with. Also check out http://del.icio.us/ for

entries that use your city's name as a tag.

FINDING OUT ABOUT THE

SEEDIER SIDE OF YOUR CI¥Y

Your group may want to have a sense of what the
crime is like in your chosen city, since bad guys—
both mortal and supernatural—are often behind
such things. With that in mind, we have a few
specific tips for you. If crime isn't something you
want to play with in your city, or is something you
want to completely make up, feel free to ignore this
sidebar.

Some local TV news producers love crime
stories—the more sensationalized, the better.
And that’s exactly what you're looking for. These
stories are frequently available via streaming video
on the web, and they're fantastic sources of local
information (and inspiration!). Most are only
a few minutes long, and they're well worth the
time spent.

After your Internet search for jokes and stories,
try a grittier approach. Plug the term “prostitution”
plus the name of your city into a search engine,
and you should immediately locate the red light
district. Every city has one. You don't need to go
there, but you definitely want to be able to name it.
Similarly, try “homicide” or “drug bust” or “robbery”
or pretty much any other specific crime, plus your
city’s name.

Don't be afraid to make stuff up (see “Intentional
Inaccuracies” and “The Vancouver Method,” below).
It's not going to strain anyone’s suspension of
disbelief if your group decides that a neighbor-
hood called “The Waterfront” is a dangerous place
after dark.
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EXAMPIE: BALTIMORE

I talked with Davian a lot about what cool stuff
we could put into the city. I bought a couple of
tourist guides to Baltimore and a collection called
REAL GHOST STORIES OF THE CHESAPEAKE.,
This stuff is great location fodder, especially for
someone like me who's never been there, For
instance, it turns out there’s a legend of under-
ground tunnels between Federal Hill Park and
Fort McHenry—that’s awesome story fuel.

I spent time looking at maps. The Fall
Line (the geologic dividing line between the
Piedmont and the coastal plain) was a particu-
larly juicy find—I was looking at a map of
Baltimore and noticed that the Fall Line runs
straight through the middle of the city. I showed
it to Davian and said, “You don't get that kind
of structure without magic getting attached to
it. That's gotta be important.” He rolled his eyes
and said, “Brilliant deduction, Sherlock.” I also
brought up Edgar Allan Poe and his connection
to the city, and the Inner Harbor as a possible
important location.

Davian tossed in some great old ghost
stories and legends from when he was a kid—
Black Aggie, ghosts at Fort McHenry, that
sort of thing. He brought up some features of
the city that wed really need to include: Fort
McHenry, Johns Hopkins, vampires, ghouls,
and the Francis Scott Key Bridge. When I asked
him why the bridge, his response was “I always
wanted to do a fight scene there. And the toll
collector’s a trip.”

THE
VANCOUVER METHOD

This is your alternative to doing research, and
it's pretty simple: just make stuff up. Really. We
talk quite a bit about research, partly because
research can be fun in its own right—the weird
stuff you discover is amazing. (Keep in mind the
old saying, “Truth is stranger than fiction.”) But,
you can have a lot of fun by just working with a
few base ideas and not worrying if you get the
details wrong.

The name we've given this method,
“Vancouver,” comes from an element of televi-
sion production—it’s expensive to shoot televi-
sion shows in New York or Los Angeles, so most
television programs just take skyline shots of
the city they're supposed to be in, then do the
actual filming in someplace less expensive, like

Vancouver or Toronto. It's a handy trick, and
for the bulk of scenes it's hardly a real problem.
Similarly, if you aren’t that interested in the
backdrop of your city, just pick a handful of
landmarks and signatures and leave it at that—
you have everything you need.

COMING 1O A
CONSENSUS

Regardless of how you do (or choose not to do)
your research, this next part is vitally important:
talk about the city you've chosen and come to a
consensus about what you actually want to play
with. Every city in the world is a vast sandbox
of ideas, and your game will be much more
successful if it only tries to focus in on one or
two at a time. That means making sure everyone
at the table talks about what toys they want to
play with in the sandbox.

Start with asking everyone, including the
GM, the things they want to play with in this
city. It might be a reputation the city has (such
as organized crime in Chicago), a public figure
(such as a governor or wealthy businessman), a
prominent building (such as the Empire State
Building in New York City), geographical feature
(Alcatraz in San Francisco), neighborhood
(such as London’s East End), subculture (such
as the music scene in Seattle), recurring event
(such as Mardi Gras in New Orleans) or what-
ever springs to mind. It's perfectly fine to have
the same or different answers—the same answer
means that more of you definitely want to see
something in the game, and different answers
give you a bit of variety to build off of. Talk a bit
about each suggestion. (Someone might want
to take a few notes during this discussion—the
cool idea now is the idea you'll be struggling to
remember later.)

Here are some discussion prompts to get the
conversation rolling:

¢ Why are you interested in that feature of
the city?
¢ Does anyone else find that interesting for
other reasons?
¢ Does anyone find that uninteresting for
some reason?
¢ What role would you envision it fulfilling
in a campaign?
Don't overthink this stuff or spend too long
on it; just get a feel for what people might want
to do with this bit of the city (if anything).
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Come up with a handful of ideas—the sweet
spot is a dozen or so for a group of four or five,
but you can get away with fewer. You probably
won't incorporate all of those features into your

| 7L 21 51 SN

game initially, but it gives you a wide variety of
toys to play with.

WHAT IF OUR
IDEAS IDN'T MESH?
If you just can’t come to some sort of
consensus on where this is going, consider
that you might have a play style disconnect.
Is one player looking for a kick-in-the-door
action game while another wants to explore
characterization and intrigue? Does one
\ player want to delve into what it means to be
(o) human and demi-human characters strug-
gling to avoid becoming monsters, while
another wants to play with the notion of

11
t

N Y

mortal humans struggling to survive among
much stronger predators?

If it turns out that there’s an incompat-
ibility in assumptions about play style, keep

LS

B

.{ = in mind that the game may run for several
=78 story arcs, and that the focus of each one can
Ve i

E‘:'-' be very different. Maybe try to agree to start
= with one style, then move toward the other

for the second story arc.

If your issue isn't related to incompat-
| ible play styles, perhaps a change of scenery
r would help. If you decided to go with a
different city, would that help resolve the
disagreement?

) EXAMPIE: BALTIMORE
We decided that important parts of the city wed
explore are: vampires, ghouls, the Fall Line and
its ley line, and Edgar Allan Poe. Davian said
he had some interesting information about Poe
that hed bring up in a later step.

We also made up a list of neighborhoods wed

want to revisit later, trying to get a mix of inner

k

city and suburb-like, rich and poor. Fell’s Point,
the Middle East (and Johns Hopkins), and
Druid Ridge Cemetery are examples of locations
we want to explore.

Davian assures me that a lot of the final
product here is true fact. He's not telling me
what's true and what's fiction; I have my suspi-
cions, but I'll leave that for the reader.
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INFENTIONAL
INACCURACIES

One thing you might want to play with as a
group is the idea of changing a piece of your city,
making an intentional inaccuracy. This could be
as simple as tossing in a convenient feature to
make the city more manageable or make a loca-
tion work out better (for example, perhaps your
city’s baseball park suddenly acquires a huge
parking lot where in reality it doesn't have one),
or it could be as far-reaching as working with
a version of the city that lives in an alternate
history (perhaps the Golden Gate Bridge was
destroyed in a war between vampire factions that
occurred prior to the start of your campaign).

A Cr¥y Fu
OF PROBIEMS

THEMES & THREAT'S

Once you've picked out your city and you have
some idea of what looks like fun, you get to fill it
with all sorts of problems that the PCs will have
to contend with.

We've broken down those issues into two
types: themes and threats. Themes are prob-
lems that have been around for a long time,
long enough that people almost take them for
granted. Threats, on the other hand, are prob-
lems new to the city—sometimes so new that
hardly anyone knows about them.

At this stage, you're going to come up with
about three of these problems for the city
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overall. You'll also do this a bit more with each
location (see page 37) in the city.

While working on your city, we recommend
using some scrap paper for your initial ideas,
or maybe even a set of index cards so the infor-
mation can be passed around the table while
everyone works on it.

THEMES OF A CITY

A city’s theme is a statement about something
that recurs in the stories we tell about a city. It
could be something that the mortal population
tells about themselves and their city, or it might
be something that the supernatural denizens
talk about behind the scenes.

¢ Some themes are general, things
everyone talks about (even if not
everyone is directly affected). A city
known for corrupt politicians might
have a theme like “If he's a politician, he’s
mobbed up.”

¢ Some themes are more specific to a
group in the city. A college town with a
notorious fraternity of wealthy trouble-
makers might have “If the Beta Alpha
Chis want it, they get it.”

¢ Some themes are about cautionary tales
people tell each other. Imagine the city
where “If a pretty gitrl wanders alone at
night, don't expect to see her again” is
a theme.

You'll probably notice that each of these
themes is a little dark, a little troublesome. There
are two reasons for this: first, your heroes need

something to struggle against. Mobbed-up
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politicians and cruel dilettantes are the sort of
stories that happen, but people don’t want to
have happen. Perfect for your heroes. Second,
there’s a real sense of accomplishment that
happens when, at the end of a story, one of these
themes gets turned into something positive
(which we'll talk about more in Advancement,
page 93).

Themes should feel firm and hard to get rid
of. If a single person is the mastermind behind
some theme, and defeating that person would
change the city overnight, it's probably not strong
enough to be a theme. Someone else should
always be around to fill a vacuum of power left
by the PCs—thus, dealing with a theme is about
something bigger than any single conflict.

THREATS 1O A CI'¥Y

On the other hand, a city’s threat is a person,
monster, group, or even a condition or circum-
stance that makes (or wants to make) life in the
city worse for the mortal occupants. Sometimes
this threat comes from outside, like a monster
from the Nevernever. Sometimes it comes from
inside, like a vengeful father who has decided to
dabble in magic.

¢ Some threats are people or other
beings that have no clear agenda (at
least, not right away), but make their
presence known through their collateral
damage or other horrible calling cards.
Perhaps “A new warlock is breaking the
Laws of Magic.”

¢ Some threats give you an idea of their
agenda, such as “The Red Court is
expanding their territory into this city”

¢ Some threats are bizarre and more
metaphysical than real, though they
don't threaten mortals any less, such as
“The Summer and Winter Courts are
using this city in their machinations.”

Threats should feel like someone is behind
them that the PCs can get to, either right away
or over time. Maybe the way they deal with the
problem is to talk and use diplomacy, or fight
and use force, but in any case there should be
someone or some group of people responsible.
That said, you don't need to flesh out every little
bit about them or their motivation right now.
Stick with a single sentence, like we did above,
and the GM will come back to this later to fill in
the rest of the details. .

Lty Creation

MAKING THEMES
AND THREATS FOR
YOUR CI¥Y

Aim to come up with one to three themes and
threats (total, so don't go over three). Don't take
too long to brainstorm these—you'll be revising
these ideas as you progress through city creation.
You just want an idea of what the PCs will have
to deal with. If you're starting to talk about
different ways in which the theme or threat will
come into the story and how different people
might work against it, stop there. You have a
juicy problem, but don't start obsessing about
those details before you've even started playing.

It's important to keep in mind the intended
play style, at least of the first story arc. If
your group wants a relatively straightforward
monster stomp, or even a mystery-oriented
game, strongly consider keeping your themes,
and especially threats, immediate and highly
endangering. Once you start creating locations
and faces, it should be obvious how they link
in with the city’s themes and threats—more
on this later. On the other hand, if the group is
more interested in a game involving lots of poli-
tics and intrigue, some subtlety and ambiguity in
how the locations and faces tie into threats and
themes is more useful.

Once you have a set of themes and threats,
write a sentence or two for each one on the High
Level City Sheet. “The Idea” is the place for
this—we'll get to the aspect and faces later.

EXAMPIE: BALTIMORE

This was possibly the easiest step. I really
wanted to have the city be right on the edge of
complete chaos; Davian assured me we'd have
to try hard to avoid this with Baltimore. He
added his thoughts on Baltimore straddling
two worlds—the cosmopolitan North and the
“charming” South—as well as the urban blight
and corruption that it seems to attract more
than its fair share of. So our themes are “The
tourist veneer masks the blight,” and “This town
doesn't know what it wants to be.” Our threat is
“We're looking into the Abyss, it's looking back,
and things are about to get interesting.” We'll be
referring to these themes and threats in exam-
ples throughout this chapter—just note that we
may abbreviate them somewhat when we do.
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GETFING THE
HIGH-LEVEL VIEW

Before you go much further, it's a good idea to
take a moment to get a handle on who's in the
city, in terms of supernatural critters, factions,
and mundane organizations.

This is fairly simple for games centered
around mystery or action, and a lot of this
section’s advice can be skimmed—although it’s
still important that the city’s important charac-
ters and factions, especially the opposition, map
to the themes and threats.

Games with lots of intrigue tend to require
a bit more forethought about who and what is
present in the city. In order to create a good web
of influence, dependence, rivalry, and such, the
GM and players need to think hard about who's
in town, why, and what it is they want, from a
bird’s eye view.

In either case, here are some ideas for coming
up with those ideas and tying them into the city’s
established tone and flavor through its themes
and threats. Don't worry about detailing specific
individuals or locations yet; that will come later.

SOMEONE CARES
ABOUT THE CI¥y

The first thing to think about is what super-
natural creatures or factions care about your city.
Taking a look at your city’s themes and threats
ought to give you some strong hints about
what sort of supernatural population would be
attracted to the place. Who cares about your city
enough to have a presence there?

Some are really straightforward—themes
dealing with corruption lead to mercenary
ghouls, decay leads to Black Court vampires,
desperation suggests magical lawbreakers in
hiding from the Wardens.

The trick here is combining your themes
and threats with any previously stated prefer-
ences for things people want to examine in the
city, even where they might not obviously match
up. This requires a little creative thinking, but
it's not that hard to apply a theme in a way that
wasn't expected ahead of time.

When you populate the city, think about
what each organization or faction wants. Try
not to fall back on simple survival, unless that
organization or faction is up against the wall

Lty Creation

for some reason. Think about something more
short-term—what are they trying to get when
the game comes out of the gate?

SOMEONE CARES ABOUT
THE STATUS QUO

Consider what the status quo looks like, and
who benefits from it (and hence would want
to protect it). The mortal cops might, powerful
supernatural factions might, criminal organiza-
tions might. This could involve attempting to
keep the peace—the police, the White Council,
or a band of plucky werewolves might fit this
bill. Or, it might involve maintaining an existing
arrangement providing a ready supply of easy
prey to the city’s predators—any vampires might
be interested in the status quo for that.

Think about how to apply parts of the
city that were mentioned in your city sketch.
Did anyone mention supernatural entities?
Organizations like the police or the city govern-
ment? See if any of those would work here.
Again, think about how each organization,
faction, or powerful individual your group intro-
duces to the city fits in with its existing themes
and threats. Everything should tie to a theme or
threat somehow, even if tangentially.

LA@KING FORWARD:

WHAT WE'RE GOING T© DO
WITH THEMES AND THREAT'S

The themes and threats aren't just notes for
the GM on what to bring in. Themes (and
some threats) will become setting aspects.
We're going to talk a lot more about this
idea when you're making characters, and
even more in the Aspects chapter starting
on page 105, so don't worry about it too much
right now. After you've made characters,
you'll come back to all of these and develop
the aspects for your city (see “Finalize Your
City,” page 46).

Alongside that, threats (and some
themes) will also generate some faces—
NPC:s that the PCs will have to deal with.
That will also be addressed in the “Finalize
Your City” section.

If you've played this or another Fate game
before, you may have already made these
into aspects. That's great! But if not, don't
worry. Later we'll tell you how to turn these
ideas you have into juicy aspects and faces.
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SOMEONE WANTS
TO RA@K THE BOAT

On the other hand, there are entities, organiza-
tions, and factions that want to upset the apple
cart. Maybe they're on the outs in the current
state of things, maybe they want more power,
maybe they're just out for revenge or simply
want to cause mayhem. In any event, it's these
people (or things!) who are going to initiate
conflicts.

Who are these boat rockers? A ghoul clan
looking for hunting ground? A Red Court clan
looking to strike a decisive blow in the Vampire
War? The cops, trying to solve a series of grisly
murders? The White Council’s Wardens,
attempting to take down a powerful sorcerer
who keeps the city’s supernatural community
in fear?

Like those protecting the status quo, think
about how to tie in parts of the city from your
city sketch.

GETFING IDEAS

If you're having trouble coming up with inter-
esting and flavorful supernatural denizens of
your city, take a look at the research you did
early in the process.
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The most obvious place to start is with ghost
stories and urban legends. There’s no need to
make them all true, but they provide useful
inspirations for things that are overtly magical.
Local hauntings are probably real, witches and
warlocks of folklore existed (and may still be
around), and the man dressed in a bunny suit
killing people with an axe in the woods of
Virginia? More real than you know.

A- sunn~ surtd <Sericusirl

There are lots of stortes of Buny
Man in the Washington, PC area.

This magical significance can be subtle or
overt. A given haunting might be a powerful,
named ghost which would be fairly overt. A
neighborhood, however, might have more
hauntings than most of the rest of the city, and
that's just part of its character.

Once you get beyond the obvious plug-ins,
there may also be some places to insert some
magical history. If your city has a historical hero
or boogeyman, consider keeping him in the past
rather than having him still be around today.
This opens questions about how he died and
what sort of legacy he left behind. A legacy can
be incredibly powerful in helping your group
sink roots into the setting, as it allows them to
tie their own history into it.

One last subtle but potent vector is knowl-
edge. The world of magic is mostly secret and
what is known tends to be in broken pieces.
Putting some small amount of knowledge in the
hands of the most mundane people or groups
can put a spin on them that can get very inter-
esting indeed. Police departments are a great
example of this, but even something as simple as
a bar or bookshop with some awareness of the
magical world is going to feel different than one
without,

Your group may come up with a lot of ideas,
perhaps resulting in extensive notes. You can
summarize those ideas on the High Level City
Sheet. Write a couple of sentences in each of
the Status Quo boxes, describing who the big
players are and how they relate to one another.
A summary is fine—your notes should contain
the rest.

In the Movers and Shakers section, list the
major players you've come up with so far. That
section is split between two axes—those looking
to hold the line vs. rock the boat, and those in
the know about the supernatural vs. those not.
You could use that as four boxes to write in. Or
you could use that as a chart, placing little dots
to show how much people or organizations want
to change the status quo and how much they
know about the supernatural.

Sometimes you'll come up with an idea that
straddles that line—in the earlier casefiles,
Chicago’s Special Investigations, for instance, is

partly in the know, partly not. Write those in the
middle.
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EXAMPIE: CHICAGO

You could not have a game in Chicago without
“Organized Crime” somewhere in its themes. It's
just too much a part of the legend of the city.
It would be easy to get ham-fisted about this
and have everything run by, say, an undead Al
Capone. More subtly however, you could insert
a little knowledge into this aspect, perhaps in
the form of a mob boss who understands and
appreciates magic enough to know that the only
wizard in the Chicago yellow pages needs to be
handled very carefully indeed.

EXAMPIE: BALTIMORE

Davian and I decided to try to get a variety of
supernatural players in town. White Council
representatives who don’t quite know what to
do—that’s “doesn’t know what to be.” A clan of
ghouls itching for a fight—that’s both “looking
into the Abyss” and “masking the blight.” The
Fae and White Court vampires are around to
provide the potential for scheming and plot-
ting—they represent “doesn't know what to be”
as well as “masking the blight” Maybe there’s a
power play going on in the White Court...Oh!
And the cops, who would otherwise be trying
to keep the peace, are being infiltrated by that
White Court clan. Lots of tie-in with themes
and threats here.

Pavian won't tell me whith of
these ideas are really true. /|
think 1m glad | Lon't brow.

MORTAL RESPONSE
TO THE SUPERNATURAL

It’s entirely possible the mortal population of
your city is almost completely in the dark—easy
pickings, save for the handful who know enough
of the old ways that they stay out of the way. On
the other hand, some communities (especially
small ones) may follow certain protective habits
or traditions—possibly muddled or disguised as
anything from local variations of religious prac-
tice to homeowner’s association rules; others
may be knowingly clued in or even have some
sort of organized response. Of course, organized
groups are pretty rare: they tend to fall to the
extremes of either failure (wiped out by bad
guys) or irrelevant success (getting ignored or
encouraging the bad guys to pick up shop and

move elsewhere, making the group unnecessary).

Lty Creation

A lot of cities will have something like Karrin
Murphy’s unit, a particular part of the police
force which gets handed the oddball cases. You're
never going to have a“magical” unit on the books.
They're usually hidden behind euphemisms like
“Special Crime, “Special Unit,""At-Large Issues,”
or the like or may even be entirely informal. The
effectiveness of these groups runs the gamut—
some work hard to make a difference but others
just look for ways to hide the statistics.

Crime, especially organized crime, has a more
nuanced relationship with the supernatural.
Most petty criminals are no different from any
other mortal when experiencing the supernat-
ural. However, a few insightful criminals have
learned to turn magic to their advantage, by
learning a bit of magic themselves, employing
a practitioner as an “advisor,” or forming an alli-
ance with a supernatural entity or faction.
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Churches may also have some window into
the supernatural, but how much varies from
church to church. Most churches are already
more than busy enough with temporal matters,
and even those who are aware of the dangers
tend to be very reactive and defensive, acting
only for the immediate protection of their flock’s
souls (which is not an insignificant task.)

Consider the mundane mortals that deal with
the supernatural in your city. Cops? Religious?

Nobody?

EXAMPIE: CHICAGO

Father Forthill at Saint Mary’s of the Angels
offers protection from the supernatural. The
Special Investigations division of the Chicago
PD is an important part of the picture, as are
criminal organizations like Marcone’s. Especially
as Marcone becomes more aware of Harry's
world, the role of mortals in maintaining
Chicago’s safety is great indeed.

EXAMPIE: BALTIMORE

It’s possible that the cops have an SI-like unit;
but we're not trying to recreate Harry’s casefiles
line by line. During our research phase, Davian
told me that Baltimore has a lot of churches.
Maybe there’s a strong church stand against the
supernatural predators? Baltimore has one of
the oldest Catholic cathedrals in the U.S., right?
Let’s use that—the Basilica of the Assumption.
While we're at it, let’s spread the wealth around
a little—we realized that the Roman Catholic
Church was getting a ton of the credit when it
comes to faith magic. You needn't be a Catholic
to be as awesome as Father Forthill, so we
decided to make sure we represent some reli-
gious diversity in the Baltimore setting.

Secondly, we thought about the whole Edgar
Allan Poe angle—was he in the know? We
decided there’s a society of mortals devoted to a
secret body of Poe’s work cataloguing the world
of the weird, and they strive to continue it. They
cope by being armed with information. Davian
even came up with a great name for it—the
Dupin Society, after Poe’s detective hero.

From a game standpoint, the Dupin Society
is a great place to start if you're having trouble
deciding where a non-supernatural character
would fit into this sort of game. It’s also a
convenient way to have characters from wildly
different backgrounds cross paths without
resorting to suspension-of-disbelief-breaking
contrivance.

L&CAL SUPERNATURAL
COMMUNIFY

In every town, there are people in the know—
people who bridge the gap between the mundane
wotld of mortals and the supernatural. A lot of
the time, especially in bigger towns and cities,
the core of the community is practitioners and
talents, people genuinely touched by the super-
natural to some degree. Around them are family,
believers, poseurs, people who've seen too much,
hangers-on, and the like. It's an eclectic mix, and
not everyone is necessarily on the same page.
Differences in belief or education abound, but
they share one piece of common ground. They
understand that there is something more to the
wotld than most people accept.

Like any other community, they have places
where they can go and perhaps feel safe—bars,
shops, clubs, and the like. These places and the
people found there are usually highly reflec-
tive of the city’s themes, which is something to
consider as you think about your city’s commu-
nity of people in the know. Locations and poten-
tial characters will probably come to mind at
this point—make sure you note these down;
you'll detail them soon.

EXAMPIE: CHICAGO

Chicago has plenty of examples. MacAnally’s,
Bock Ordered Books, and St. Mary of the
Angels are all locations tied to the supernatural
community. For groups, it’s easy to point to the
Ordo Lebes and the Alphas, to say nothing of
the Red and White Courts and the fae.

EXAMPIE: BALTIMORE

This stage went really quickly. We decided to
have a café in town near Johns Hopkins, one that
doubled as an occult bookstore. Maybe wed have
it be Accorded Neutral Ground, but wed figure
that out later. This café would be a hangout for
the city’s supernatural-aware community.

We also brought up the idea of a band of
renegade sorcerers, a strong clan of White Court
vampires (complete with power struggle going
on within), weak and disorganized bands of
Red and Black Court vamps, and—Davian kept

insisting on this—a strong ghoul clan.
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L@ATIONS IN
YOUR CI¥y

At this point, you should have a pretty good
high-level view of the supernatural—and
supernaturally aware—population of your city,
and how it ties together with the city’s themes
and threats. But a city is a lot more than a
high concept and a few threats. No one is just
“in Chicago;” they're “in Hyde Park” or “on the
observation deck of Sears Tower” or a thousand
other places. While a city is more than just the
sum of its parts, we still have to think about
those parts—that’s where the stories really take
place.

There are two general types of locations:
neighborhoods and points of interest.
Neighborhoods are where people live or work,
and points of interest are where people go to do
or experience something specific. When coming
up with these locations, here are some bits of
advice to keep in mind:

¢ Pick locations that seem to have their
own story or character. People might
talk about the seedy happenings down
at the Waterfront, making that a prime
location.
¢ Pick locations that have a little action
or conflict built in, so that something’s
always going on even when the PCs
aren't there. The Strip in Las Vegas is a
prime example.
¢ Pick locations that tie in with city
themes and threats. Not all of them
need a direct link, but most of them
should have an arguable connection to
at least one.

¢ Pick locations emblematic of the factions
and organizations you enumerated in the
previous section.

That said, don't try to catalog every single
neighborhood or point of interest. Doing one
or two per player (including the GM) is a good
ballpark. If you find the story goes to a new
neighborhood or point of interest in the middle
of play, and seems to return there fairly often,
then flesh out that location some more.

As you kick around location ideas, use the
Locations City Sheet to record your work.

Lty Creation

GETTYING IDEAS

There are all sorts of fun ways to come up with
ideas for locations, even if you're not familiar
with the city. The Internet is your friend. Google
Earth rocks—zoom in and look for cool-looking
buildings, streets or other structures that all
meet at a nexus, or other eye-catching artifacts
of the town. It has attached street-perspective
photos of a lot of interesting-looking places,
so at the very least it should give you an idea
of places to think about. Wikipedia is another
great resource, as are social networking websites
and web forums where you can talk to people
who live in your chosen city. Of course, maybe
you prefer dead trees, or maybe your aura fries
computers. In that case, hit the library or a
bookstore and check out encyclopedias and
travel books—these are great ways to get loca-
tion ideas.

And of course, the research you did eatlier in
the city creation process probably turned up a
wealth of potentially flavorful locations.

Once you have your list of locations, you'll
come up with two pieces of information for
each: the location’s theme or threat (only one,
not both) and its face.

CONCEPTUAL L&ATIONS

In some cases, there might be a concept
for your city that needs representation—
it's probable that such a concept was called
out in your city sketch. For Hollywood,
California, for example, the entertainment
industry is a strong concept that should be
reflected in the city. Take a moment to look
at your city’s themes and locations; if none
of them can be said to represent your city’s
important concepts, decide on a physical
location that will work as an anchor in your
game for that concept—a place where it's on
display and where the characters can interact
with it. In the Hollywood example, you
might create a film studio location to repre-

sent the entertainment industry’s presence.
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RECURRING LAATIONS

Recurring locations are a great feature of TV
shows and novels. In a lot of stories, they're
a vitally important component because they
provide a sense of predictability that helps
control the story’s pacing—they can do the
same thing in your game. These locations tend
to come in two very broad flavors, categorized
based on what the location does to the player
characters’ (and players’) sense of comfort.

The characters need a place to call home,
someplace where they can drop their wards, get
comfortable, and crack open a beer. The players
know what to expect here. Of course, once
established, the GM can play with this expec-
tation by threatening these zones of safety and
comfort. Handled well, this can introduce an
intense sense of danger, outrage, or horror in the
players. Be careful, though; do it too much or
too early and it can get pretty old, or even lead to
players feeling like their trust has been violated.

The other type is the place that’s predictably
uncomfortable—the bastion of a Winter Court
faerie lord the PCs visit frequently, a particular
section of the Nevernever, or a loud and pulsing
dance club run by White Court vamps. The
players know what to expect here, too, and it’s
never good. They have to be on their guard all
the time, never accept a gift, never dance with
the beautiful succubus no matter how seductive
she is... As with the comforting locations, once
these expectations have been established a GM
can play with the expectations a bit to keep the
players on their toes.

Recurring locations are extremely useful—
strongly consider having a few. They may end
up being strongly connected to your characters,
though, so you might want to come back to this
when you're making characters and sketch out a
new location based on what you make up there.

DON'T CONSTRAIN YOURSELF!
We're spending a lot of time talking about
making the city for your game, but don't be
afraid to branch out on occasion. There’s a
whole wide world out there—sometimes
Harry’s cases take him to the outskirts
of Chicago and further (even outside of
our plane of existence!) in order to deal
with problems.

Lty Creation

L@ ATIONS AND

THE SUPERNATURAL
MAKING THE CONNECTION

Whatever locations you choose, make certain
that some have potential for entanglement with
the supernatural, one way or another.

Imagine how your city looks, purely from
the perspective of magical beings with no
real interest in the workings of mankind. An
ancient being—wizard, vampire, fae, demon, or
other—is not going to take any real interest in
the politics and economics of the day, and one
pile of humanity is much like any other. From
their perspective, things need to last a certain
amount of time before they're worth noticing,
so the things that they find interesting in a city
are more likely to be places of power, powerful
residents, and other Big Matters. So when such
beings look at your city, what do they think of?

To that end, think about things that may be
unique to your city. If you have some geography
on hand that can obviously be made signifi-
cant, then that’s easy. Having the Empire State
Building as the focusing point for New York
City’s ley lines is a good, obvious use of this sort
of thing. Perhaps the St. Louis Arch is a gateway
to something deep in the Nevernever. Maybe

the Pyramids at Giza are“
FMaybe the top of the Eiffe
o

wer is a portal to Hell, or something. You get
the idea. Tombs, graveyards, mountains, battle-
fields, and monuments of almost any kind may
be of use for this. If you can find some sort of
signature landmark, at least consider making it
magical.

If you don't have specific geography to work
with, then no problem; it's easy enough to make
something up. Gateways and potential gate-
ways are a great hook. One or more doors to
the Nevernever provide plots aplenty, depending
on where they go and who might want to go
through them. Ley lines—lines of mystical force
that crisscross the earth like an invisible highway
of magic—are another great excuse. Wherever
they cross is a place of power, and if a bunch of
them cross in one place, like your city, that can
easily be of interest.

It’s also worth considering types of places
that you might find in more than one city. Some
cities might have an equivalent of Chicago’s
Undertown—a neighborhood that’s built in
existing underground tunnels but is a bit closer
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to the Nevernever, so the veil can be thin enough
to pass through accidentally. Mortals seldom
visit such places, but they're the first stop for
magical beings, often because they double as the
points of entry.

Any place can be of interest, magically. It
might have power to draw on, the veil between
our world and the Nevernever might be thin in
that spot at particular times of the year, it might
be sacred or profane, skewed to some flavor of
magic, or important to some manner of creature,
All that means is that if a place is interesting to
you and your group, making it significant is not

hard to do.

THEMES AND THREAT'S
OF L& ATIONS

Now, for each location, make either a theme
or threat. A location’s theme or threat is much
like a city’s overall theme or threat, but specific
to this one part of the city. A lot of the same
considerations you used to create your city’s
themes and threats hold true here, too: What's
going to make for a great story? Why is this
location interesting? What's going to happen
there? A location that will serve as a hotbed of
intrigue, like a club that serves as a White Court
hangout, might have a theme like “lies, decep-
tion, and backstabbing.” A locale that you think
is just begging for a fight scene, such as an aban-
doned building, might have a threat to make the
fight more interesting, like “dry as a tinderbox.”
Especially for threats, don't be afraid to call out
transient situations—you can change threats
and themes for locations as their characteristics
change. Some of these themes and threats even-
tually will be turned into aspects or faces—but
we'll talk about that later,

L@&@ATIONS SHARING
THEMES AND THREATS

As you start making up locations, you might
decide that some of them have the same or very
similar themes or threats. That’s excellent! You
don't need to constantly invent new problems
for every neighborhood or point of interest. But
you'll want to make sure that each place still
feels different, so consider different sides of the
issue. A theme like “the bad part of town” might
mean that one location is notorious for violent
crime, while another’s take on that is rampant
prostitution. A supernatural threat may be well

established and hard to uproot in one location
and just beginning to take over in another.

You could even leave the feel of the theme or
threat similar if the face of each of those loca-
tions has a different take on dealing with the
threat. As long as there’s something different
about the situation, sharing problems among
places is a great way to tie those places (and the
people involved) together.

BRINGING T
TGSETEER

Write a sentence or three describing the loca-
tion on the Locations City Sheet, and record
its theme or threat (don't worry about the
aspect yet, we'll do that in the final step of city
creation). Briefly describe a major feature or
two (“The lower deck of the bridge is a maze of
structural steel, rivets, and concrete with a low
ceiling, and the sides are open to the weather.”),
and maybe call out if people have to overcome
any obstacles to even get there (“The basement
door has been blocked off for years; you can only
get in through the trap door under the desk in
the office.”)

This seems
mentioning: once you've chosen locations in this
phase of game preparation, it might be tempting
to railroad the action to end up there. Resist that
temptation. The action will get there when it
gets there, and if a location turns out to be a lot
cooler in theory than in actual play conditions,
don't worry about it. If the face for that location

obvious, but it's worth

is important, the action will get there eventu-
ally. If it doesn'’t, then that location, and the face
associated with it, isn't really as important as
you thought it would be. And that’s okay—file
away any cool ideas associated with it for future
use and let it go. New locations, ones you didn't
think of during city creation, will arise during
play; if they feel important, stat them out and
add them to the list. And you never know—that
spurned location might become important down
the road.

EXAMPIE: BALTIMORE

We went through all the ideas we had for loca-
tions—the Basilica, the Inner Harbor, etc. I
went over the city on Google Earth and found
some really cool-looking buildings (the Clifton
Gate House and Washington Monument,
among others). We decided that a dance club
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in Fell's Point and the estate of the recently
deceased local wizard patriarch would make
for great recurring locations, and they each tie
in with both “doesn’t know what it wants to
be” and “masking the blight” There’s a fantastic
legend (Davian snorts at this word) about
tunnels stretching from Federal Hill Park to
Fort McHenry. We want that group of Poe
scholars to have a home base; maybe that’s the
museum they made out of the house Poe lived
in. Davian brought up this really old clock tower
right downtown, not far from the Inner Harbor;
we ended up dropping that idea later, as we just
couldn't hook it in to anything convincingly.

For a complete list of locations we came up
with, look at Nevermore/Baltimore, page 389.

PEOPIE IN
YOUR CI¥y

THE FACES

Once your set pieces are up, you'll need people
in them. After all, a city is nothing if no one
inhabits it.

There are two ways to approach populating
your city. The process presented here designs a
world full of complicated situations and rela-
tionships which the PCs will be thrown into
once they're created. On the other hand, you
could move onto character creation first, then
design the rest of the characters based on how
the PCs turn out. Both ways are great; it's your
choice which way you want to do it.

In this section, you'll be coming up with
various characters that embody your locations
and the city’s themes and threats. These faces
personify the setting and interact with the PCs.
You'll need to figure out a couple of things for
each character—namely, a high concept and a
motivation—though it shouldn't take more than
a couple minutes to come up with these few
details. If it does, remember the golden rule of
city creation: come up with the easy stuff and
move on—you can leave the rest for the GM to
figure out later, after the game’s started.

As you go through each step of creating faces,
summarize your ideas on the Faces sheet. Again,
the GM and players might keep extra notes else-
where, but the City Sheet is the quick reference
guide.

HIGH CONCEPT

All characters—PCs and NPCs alike—have
a high concept. We talk more about that in
Character Creation (page 54), but in short it's a
quick phrase (and aspect) that summarizes that
character’s role in the world, usually reflecting
the character template in some way. The White
Court vampire that runs a nightclub might be
WHITE CoURT ENTREPRENEUR; a police detec-
tive in the know might be MonsTER HUNTING
Cop; a corrupt real estate investor might be
HEearTLESs SLUMLORD; and the ritual sorceress
operating under the White Council’s radar
might be DaBBLING SorcEREsS. High concepts
are explained in a lot more detail in Character
Creation; if you haven't looked at that chapter
yet, you might want to jot down the base idea
and come back to it once you've gone through
the process of creating PCs.

Lty Creation
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MOTIWAWTION

The faces in your city should also have some
motivation—there’s something each one wants
that he can't easily get. What is it? The White
Court vampire might want to end the police
investigation of prostitution at his nightclub,
while the detective is determined to end the
human trafficking ring he suspects is happening
there. The investor might want to quiet the
spirits of the burial ground he’s building on,

PIAY STYIE AND

NPC MOTIWTIONS

When creating the motivations of your faces,
consider what style of game your group
wants to play. Specifically, how secret should
these motivations and relationships be from
the players? (Note that we're saying “players”
very deliberately here—this is distinct from
“player characters.”) There are two distinct
styles that should inform this decision:

Mystery: The details of the setting around
the PCs is a mystery for the players to
unravel. This means that (most of ) the true
motivations of and relationships among
NPCs should begin the game as secrets
from the players (and, consequently, the
PCs). In this style of game, the GM will
need to invent most of these details about
the important NPCs—possibly with
suggestions from the players, but mostly on
her own.

Intrigue/Politics: The players are aware
of the relationships among the NPCs, as
well as their motivations, even if the player
characters may not be fully aware of them.
This makes it much easier for the players to
engineer intrigue, play NPCs (and perhaps
other PCs) against one another, and engage
in general skullduggery. To create this
style of game, the GM and players should
work together to generate the NPCs’ high

concepts, motivations, and other details.

Of course, many games will end up being a
combination of both. Even if your game has
aspects of both styles, it will probably lean
more one way or the other. It’s a good plan
for the GM to take the pulse of the table
and see what players want to do—both
styles can be accommodated with a bit of
creativity.

while the sorceress might want to conjure a
demon, using the nearby ley line to power her
containment circle.

One of these basic formulas might help you
come up with motivations:

¢ 'This face wants something from another
person or group, and that person or
group has a good reason not to just hand
it over,

¢ This face wants someone else to do
something for him, and that person
or group has a good reason (at least to
them) for not doing that.

¢ This face wants to stop someone else
from doing something that they are
currently doing or planning to do.

The basic idea here is that these motivations
involve other potential characters and have some
conflict built-in. Since the most interesting
conflicts may very well involve the PCs, it might
make sense to delay this step until after char-
acter creation.

FAC€ES OF L@ATIONS

A location’s face is someone who embodies a
place or is somehow strongly tied to it, either in
a mundane or supernatural sense. Every loca-
tion needs a face—someone who cares about the
location.

When you create a location’s face, it's impor-
tant to know the face’s connection to the loca-
tion. Is the location the face’s hangout (a White
Court vampire owns a nightclub and can be
found there regularly, while a police detective is
frequently at Precinct Station House 4)? Is the
connection financial (the location is a construc-
tion site, and the face is the investor who owns
it)? Is it supernatural (the face is a sorceress
performing rituals at the location due to its
proximity to a ley line)?

The face’s motivation for the location is also
useful to think about. Is there something about
the location he wants to change? Something he
wants to preserve? No one is perfectly happy
with his home (or home away from home, in
some cases). How does this face’s motivation
intersect with the city or location’s themes and
threats (if at all)?
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THE DRESDEN FIIES ROIE-PIAYING GAME
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FACES OF THEMES
AND THREAT'S

Themes and threats—especially threats—also
need faces that embody or represent them in
some way. It's boring for PCs to interact directly
with disembodied forces or ideological concepts.

Some of your location faces will also work
well as faces for themes or threats. Or you may
end up revising a location’s face based on a
similar NPC you’'ll come up with here. Either
way, this is a good point to look over your NPCs
to see how they could intersect with the themes
and threats you've come up with.

Like every other part of creating faces, as
you figure this part out for each face, be sure
to record it on the Faces City Sheet—but don't
forget to record it on the High Level City Sheet

as well.

THEMES AND FACES

To come up with faces for the city’s themes,
consider how each theme is exemplified in one
(or more) of the NPCs. Consider the “If the
Beta Alpha Chis want it, they get it” theme that
we discussed before—a face could be a member
of that fraternity. If that's one of your city’s
themes, chances are you have a member in mind
as an NPC (or even a PC), so that character
could be one of the theme’s faces.

You can use a face to subvert a theme, too, or
to call attention to it by providing the counter-
example. Think about the theme “If he’s a poli-
tician, he's mobbed up” from before. Sure, you
could make the face a local kingpin of corrup-
tion and graft, but what if you chose the one
honest, idealistic politician left in the city?

Finally, you can hold off on associating a
theme with a face if you need to. Consider the
theme “If a pretty girl wanders alone at night,
don't expect to see her again.” If nothing leaps
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out at you immediately, let your play reveal who
is involved. This is particularly handy if you
want to run this idea as a mystery. (Alternately,
in this situation you could go the Twin Peaks
route and make the face a murder victim—
maybe have some scenes occur in flashback.)

THREATS AND FACES

It’s fairly easy to come up with faces for city
threats. Just tie a threat directly to the face’s
motivation, and presto. In the example “A new
warlock is breaking the Laws of Magic,” it's
pretty simple to figure out the high concept. But
for motivation, you'll have to ask why—maybe
this warlock is looking for respect from a White
Council Wizard in the area, or perhaps he just
wants to use magic to punish people who have
hurt him.

On the other hand, the face for such threats
can be less direct. Maybe the face of this threat
is a White Council Warden who suspects one
of the PCs is responsible for the crimes the
watlock is committing. If the Warden’s motiva-
tion is “The suspect must confess,” this provides
a face to this threat that the PCs can't easily solve
through judicious use of magic and firearms.

TYING CHARACIERS
TG ETHEER

Faces do not exist in separate vacuums. They
should have some sort of connection to each
other. If that connection ties into their motiva-
tion, so much the better. The sorcerer has been
hired by the investor to drive out the restless
spirits, but is in over her head. The White Court
vamp and the detective are in direct conflict with
one another.

Other connections could come in the form
of rivalries, cross-purpose motivations, personal
grudges or alliances, etc.

However, only note ideas down if they seem
obvious at this step. By now, you've done a lot
of work coming up with ideas, and are prob-
ably really eager to move on to making your
own characters. If there are some characters that
don't seem to be tied together, or perhaps aren't
tied to anyone, that's fine at this point. During
play, you'll come up with so many more amazing
ideas; the things the PCs do and the way the
GM reacts will inspire you in ways you couldn't
come up with right now, even if they seem
obvious in hindsight.
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MULTIPIE FACES

Sometimes a location, theme or threat
might suggest multiple faces, like with the
example threat of “The Summer and Winter
Courts are using this city in their machina-
tions.” When that happens, come up with
multiple faces.

That said, this is generally only appro-
priate if the faces are somehow at odds,
either openly or covertly. If they have the
same agenda, and one is really a lieutenant
for another or something similar, then you
really only have one face to worry about at
the moment (though whether the boss or
the lieutenant is the one you're focusing on
is entirely up to you).

EXAMPIE: BALTIMORE

Here's where the meat of our setting design
really took place. We came up with dozens
of great NPC ideas and several possible PC
ideas before settling on the ones in Nevermore/
Baltimore.

Most of this grew from two sources:
fleshing out faces for our identified locations,
and identifying key NPCs that would become
necessary even without being the face of any
particular location.

Again, Davian insisted on a strong ghoul clan
with this completely gonzo leader who thinks
he’s a god; we turned the ghoul clan into one of
the major factions in town. Same thing with the
White Court vampires, although a strange thing
happened there. We started creating White
Court NPCs, and the most interesting one
was the up-and-coming firebrand rather than
the current leader, especially when matched up
with locations wed come up with. We never
did invent a location for the White Court clan
leader’s lair, and we think that's okay—he’s a
face of the city theme of “masking the blight.”
Alexandra really grabs hold of the city’s threat
of “looking into the abyss,” so we made her the
main vampire NPC. These vampires feed on
despair rather than lust; this led us to the notion
of them infiltrating the corrections department
rather than the police department; we went back
and added the state pen—the location and its
face also embody “masking the blight.”

Running with the idea that the wizards are
weak in town, we hit upon the most powerful
White Council wizard in town being really

Lty Creation

green—Evan Montrose, returning from a
few semesters abroad to take over when his
father suddenly passed. This is an ideal PC, we
decided, but more on that later.

Again, see Nevermore/Baltimore for the final
results of our brainstorming. Davian assures me
that ultimately very little of it is untrue. He’s an
accomplished storyteller, so I've no idea when
he’s lying to me.

THE PROTAGONISTS
THE PIAYER CHARACHERS

Once you've cleaned up the location list and
created faces, it’s time to sit down and do chat-
acter creation (if you haven't already). You have
enough information about the city now that
someone at the table can probably answer any
questions that come up. In play, the group is
sure to come up with new ideas and elements
that you'll want to incorporate into the city. As
the group goes through character creation, stay
alert for this sort of thing and take down a new
list of city details based on the players’ ideas.
The player characters’ aspects may suggest new
themes, locations, places, and people, but don't
limit yourself just to those.

PICKING A POWER LEVEL
Now that you've made a big chunk of your city,
you'll have an idea of what sort of threats are
looming and what sort of threats the PCs will
have to contend with. The important thing is
that everyone should be at the same power level.
If you haven't chosen a power level, now is the
time to do so. Details on the different power
levels are in Character Creation, page 53.

SHOULD FAcCe€S BE PCS?

As you begin character creation, consider that
you might have already created the basic idea of
some, if not all, of your PCs—the faces. They
already have hooks into the city’s locations,
themes, and threats. They have at least implied
relationships to other characters. If some of
them look like fun to play, grab'em as PCs!

Can they can still serve as faces? Well, the
answer to that is “Sometimes.” Think about the
other characters—both PCs and NPCs—and
how they will interact with the location, theme,
or threat that the face-turned-PC represents.
Will those other characters still see the PC as a

45 |



Lty Creation

face for that concept? If the concept is an exten-
sion of that character, chances are you don't need
a new face. However, if the character is just a cog
in the wheel of a much larger institution, you
might want to create a new face.

But most of all, don't over-think this. Just
make a quick judgment call and move on—99%
of the time it's not earth-shatteringly vital that
this decision is made one way or the other.

ARRANGING THE DETAILS

As a GM, look at each character’s best skills and
ask: Who else in the city is that good? Do they
know the character? Do they have some sort of
relationship? Are they rivals, friends, or both?
What do they do with the skill that the char-
acter doesn't?

The same thinking applies equally well to
stunts and powers. Who else can do these
things? Who wants to be able to? Who knows?
Who cares? Everything on the character sheet
may suggest an idea for expanding the city
details. So, while the players are shifting their
focus over to their characters, it’s time for the
GM to truly take ownership of the city and
make it come alive and, more importantly, shape
it so it is relevant and responsive to the lives of
the PCs.

When you're done, run through your new
list of details and decide on how to position
them in the city. If they go into existing loca-
tions or fit existing themes, then great—just
write them down as details. Otherwise, create
new locations and themes and so forth, turning
them into aspects and characters as needed (see
“Finalize Your City,” below). At the end of this,
you should have a list of thematic aspects and
a cast of NPCs, as well as a list full of things
which caught your interest.

EXAMPIE: BALTIMORE

In the previous section, we identified the young
wizard Evan Montrose as a great potential PC;
his stats exercise the spellcasting rules thor-
oughly, and he’s an interesting character in his
own right (and has a direct, if contentious,
connection to the Dupin Society). We decided
then to stat up his best friends—one a minor
talent and one a pure mortal—as PCs to further
demonstrate the different ways to exercise
the system.

FINAIZE
YOUR CI¥y

You're almost there now. It’'s time to turn all
those ideas into game mechanics.

TURN THEMES AND
THREATS INTO ASPECTS

Now that you've been through character
creation and understand what aspects are and
how to use them, go back to your city details and
turn city and location themes and threats into
proper aspects. Revisit Aspects (page 98) if you
need some extra help. The main thing to keep
in mind is that each aspect you make has to be
able to affect at least one of the PCs, Remember
that the aspect doesn't have to complicate the
PC directly; if it complicates the life of someone
he cares about, that works. If an aspect doesn't
touch any of your PCs, directly or indirectly,
then it's a wasted aspect.

Once you come up with aspects, make sure
that everyone around the table understands the
intent behind each aspect. One fun way to do
this is to go around the table and have people
come up with examples of how an aspect would
be invoked or compelled. Of course, the GM
might want to keep some aspects to herself for
now; that's okay, too.

Don't be afraid to reword or rewrite a theme
or threat to turn it into a good aspect, but try
not to change its basic meaning or replace it with
something totally new. If you absolutely have
to do that, make sure that all the bits—faces,
relationships, etc.—that rely on that aspect still
work.

This also represents the final bit of work
you'll do on your city sheets. The Locations City
Sheet and the High Level City Sheet both have

room for recording these aspects.

THEME ASPECTS

Turning themes into aspects is sometimes
straightforward, but they’ll usually need
some rewording to focus in a particular direc-
tion. The “If he’s a politician, he's mobbed up”
example from earlier could become THERE's
No Honest Porrrician (if the point is about
the politicians themselves) or Can’t TrusT
AnyonE 1N Crty Harve (if the point is about
trust)—an aspect that’s punchy and to the point.
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Some themes are a bit more work to turn
into aspects that the GM can use to compel and
drive the story, like “If the Beta Alpha Chis want
it, they get it” With these, you'll have to make
a decision about the role the theme has with
respect to the PCs and the anticipated story
you're going to play in. One way to focus the
theme for an aspect would be BETA's INFLUENCE
Fert EVERYWHERE (for a more conspiratorial
vibe), and another would be No ONE Says No
To THE BETAS (for more of a street-level fear
vibe). Both of those should suggest more ways
to use that theme to influence the story than the
initial idea does.

Our third example above, “If a pretty girl
wanders alone at night, don't expect to see her
again,’ is another case where the aspect is chal-
lenging to use as-is. It's hard to see how to use
that aspect to compel the PCs, or how they
could invoke the aspect for their benefit. If
you're going for a sense of fear and defeatism,
an aspect like DEvorp or HopEk encapsulates
the right feeling. It doesn't explicitly address the
theme described; but thanks to the collabora-
tive process, everyone knows where that aspect
came from and the context for it. On the other
hand, if you're going for a bit more action in
your game, something more in-your-face like
NowHERE Is SAFE WHEN THE SuN Is Down
is a great aspect—and it covers the theme in a
very different way.

THREAT ASPECTS

Making aspects out of threats is a tricky exer-
cise—aspects made out of threats are often,
frankly, kind of lousy aspects. Luckily, you won't
need to worry about this if you've used the
threats to create great NPC adversaries ready
to cause trouble for the PCs (we'll talk more
about this in Building Scenarios, page 340). And
remember that not every threat needs to be an
aspect—if you're stumped, pass and move on.

Let’s explore ways to turn some of the exam-
ples from earlier into things you can use in
your game.

With the threat “A new warlock is breaking
the Laws of Magic,” you might get aspects from
the motivation of that threat and how the threat
is starting to impact the city’s supernatural
community. EVERYoNE Is A SuspecT might
be a good aspect if the identity of the threat
is unknown. Or maybe there’s an aspect the
watlock seems to constantly benefit from, like A
SEASON OF RAGING STORMS.

Lty Creation

Overarching threats like “The Red Court
is expanding their territory into this city” can
be turned into aspects by looking at how that
threat has started impacting the city or loca-
tion. No ONE Crosses MabpaMe RAQUEL
would be a good aspect for either a more polit-
ical or more fear-themed story. If you're looking
to play up the specific impact rather than the
cause, perhaps they're expanding their terri-
tory through the drug market, thus giving us
OvERWHELMING Druc EpiDEMIC. As an
added bonus, a face suggests itself here—a Red
Court vampire, like this Madame Raquel, or
maybe a mortal middleman dealer.

Then we get to the really weird threats, like
“The Summer and Winter Courts are using this
city in their machinations.” Hopefully, when you
come up with a threat like this, you have a sense
of how to use it. At minimum, the local super-
natural community will likely help us out with
SuperNATURAL CoMMUNITY ON EDGE AND
Suspicrous. Or an event has already happened
that’s heralded this threat, like a Summer-
influenced heat wave that is more than the
mortal inhabitants can cope with (for Sparks
Fry DurinG Tais Heat WavE).

But again, if a threat has a good face that will
provide plenty of opposition for the PCs, you

don't also need to make it an aspect.

EXAMPIE: BALTIMORE

So, our themes are “The tourist veneer masks
the blight,” and “This town doesn't know what
it wants to be.” Those translate fairly well to
Decay aNnp CorrupTION, and CONFLICTING
IpenTITIES. Davian argued that CoNFLICTING
IpENTITIES wasn't dark enough, but I convinced
him that it might help to have some flex-
ibility built into it—perhaps it could become a
threat later.
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The threat,“We'e looking into the Abyss, it's
looking back, and things are about to get inter-
esting,” is flavorful but awfully long. We decided
that ON THE BRINK conveys the same meaning
with possibly even a wider scope.

For the various location themes and threats,
see Nevermore/Baltimore on page 389.

STAT YOUR NPCS

It’s also time to generate stat blocks for your
NPCs. You can do a full stat block for them
if you wish, or you can jot down some general
notes and use the quick character generation
rules from Character Creation (page 68). It's not
vital that they're all detailed out to the last point
of refresh, but at least have enough that when
the PCs meet them the GM won't have to hold
up play for five minutes while she generates stats
for them. Take a look at Who's Who (OW96) for
an example of this. Sometimes all that's needed
is a couple of aspects and a few relevant skill
levels.

FIIL IN YOUR CI¥Y SEEETS
Once you have all of this done, you can fill out
the city’s sheets properly, making enough copies
for everyone who wants one. (We've placed
examples of filled-out versions of each type of
sheet throughout this chapter, so you already
have an idea of what this looks like.)

WRAPPING T UP

Your city might be finalized in the sense that
you're about ready to play with it, but nothing
is carved in stone. A static city is a city where
nothing happens—the city, as well as its loca-
tions and NPCs, will advance just like the
PCs do.

This is another one of those obvious things
that's worth mentioning often anyway: don't
be constrained by the city sheet you have right
now. It’s a guide to building a great story, not
a straightjacket. You should not feel for one
second like you need to live with a bad decision
you made during city creation. If something just
isn't working, change it. If altering a detail will
create an awesome situation or plot hook, alter
it. However, remember that details the group
created collaboratively should be changed collab-
oratively, too—once the players feel ownership
over some detail, the GM should be careful
about arbitrarily altering it.

Speaking of the GM, it’s a very good idea for
her to keep any notes she came up with during
city creation, even the stuff that didn't make it
onto the sheet. It’s very likely that there are some
real gems in there—hold onto these for use in
immediate tweaks, future plot arcs, and city
advancement.

Once you have a city, a stable of NPCs and
locations to house them, and an intrepid band
of PCs, it's time to start telling a story. We'll
talk more about creating Dresdenverse stories
in Building Scenarios (page 340), which will crank
the storytelling potential of your shiny new city
up to eleven.

EXAMPIE: BALTIMORE

The organization of the sample setting,
Nevermore/Baltimore (page 358), doesn't bear
much resemblance to the process outlined here.
That's intentional; what you get by following the
city creation process is good, meaty stuff, but it
doesn't make for great reading. The information
we generated here has been reorganized to be
more readable and, we hope, easier for a GM to
get her head around. If you work better from a
coherent narrative rather than a stack of notes,
you might consider doing the same for your city.

NON-CIF¥Y GAMES

You might have a really neat idea for a game that
doesn't revolve around a city—such as a ragtag
alliance of supernaturals who fix imbalances
in the Nevernever, a group of friends taking a
road-trip across America to help out people in
need on the Paranet, or perhaps a globetrotting
wizard strike force. In those cases, it might seem
like this method of city creation won't help you,
but fear not! We have you covered.

To make this chapter work for you, just
scale it up. Start by thinking about where your
game will take place—that’s your “city” The
Nevernever is a vast space, but if your whole
game pretty much takes place there, then that’s
your starting point. The same thing goes for a
game centered on globetrotting (where your
“city” is the world) or something a bit more
regional (such as “along Interstate 80” for our
road-trip idea).

Once you've decided where your game
will take place, briefly discuss it using the
“Vancouver Method.” Come up with three threats
and themes, just like you would with a city.
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Since the game doesn't entirely take place in the
PC’s backyards and favorite haunts, the themes
and threats should focus more strongly on the
PC group. A threat is either hunting the PCs or
is why the PCs are traveling. Themes focus on
issues like why the PCs continue this life of trav-
eling around, when most people would prefer to
settle down.

Once you have your themes and threats, look
over the various sections in “Getting a High-Level
View,” (page 33) replacing “the city” with your
setting concept. For some concepts, figuring
out things like who cares about this place and
who wants to rock the boat will make sense.
But there will likely be some sections that just
don't apply to your concept. Talk it over with
the group; if everyone in the group feels like one
doesn't work for your concept, skip that part and
move on. Try not to skip more than one or two
if you can help it, as those answers provide great
material for the GM.

Next come locations. Just as you scaled up
the idea of “city” to cover a large area, you'll want
to scale the idea of “location” to something larger
than just a neighborhood or point of interest.
What constitutes a location will greatly depend
again on your concept. Talk about where you
want to set the action and intrigue in your
game. A game in the Nevernever could talk
about very general locations (“Winter’s domain,”
“Summer’s domain,” maybe some places of your
own creation, like “The Demonic Marches”) or
specific places (Arctis Tor comes to mind).

A road-trip game could have all sorts of stops
on the way—Dbig cities to small towns to barren
landmarks—and would probably benefit from
more locations than normal, since the PCs are
unlikely to revisit one after leaving. Map out
your trip and pick some places that look prom-
ising, It’s fine to have the occasional long stretch
of empty road—many an adventure has started
because someone has run out of gas...

The thing to keep in mind with these loca-
tions is that, like with scaling up cities, your trou-
bles and themes need to fit much more closely
to what the PCs are doing. Themes and threats
that don't directly tie into the PCs still work in a
city-based game because the PCs live and work
around the effects of those themes and threats—
they can’t avoid them forever. With a larger-
scope game, the PCs can very easily just move on
to a new place. So, the threats and themes you
come up with for the locations should tie into

Lty Creation

some reason why the group is there and why
they wouldn't just pack up and leave.

Just remember The Golden Rule of City
Creation: if you get stumped, move on and let
the GM deal with it later. If coming up with
a theme, trouble or face for a location seems
particularly difficult, skip it. The scale of your
concept is much broader than a city, so don't
work too hard in trying to fit all the ideas in. Just
run with what works.

ON-THE-FLY
CI1¥y CREATION

So, if all that above seems like a lot of work—
and for some people, it will—we have another
way to go about this. However, it's going to be a
bit more work during play for the GM, as she'll
have to make up all sorts of stuff in the moment
that you would have otherwise come up with
beforehand. Still, it's an option, and a pretty
useful one if you want to try playing this game
in one evening,

First, come up with your city. Talk about it
for a few minutes, as we mention in “Choose Your
City” on page 26. You may also want to refer to
“Ihe Vancouver Method” on page 28.

Second, pick a single theme or threat for
the city. Just one—that'll be the focus of the
first session of play. You'll need to make that an
aspect, as mentioned in “Finalize Your City” on
page 46. If you're having some difficulty here, we
have a few generic examples on the following
page to get you started.

Third, stop! You're done with making your
city, for now. Go and make characters, if you
haven't already, and get to playing!

Later, after you're done playing and if you're
going to continue this campaign in the future,
maybe you'll want to sit down and do the rest of
city creation. If you don't feel it's necessary, don't
bother! But we recommend it, because it'll give
you more things to play with, more directions to
take the game, and more points where the player
characters (and thus the players) can feel a sense
of accomplishment and change in the world.

Depending on the play environment, the
GM may come completely prepared with a city
and initial aspect, and just pitch that idea to the
group rather than built it collaboratively. That’s
fine, but we hope you'll take time together as a
group to build the city later.

Tie DEMONIE
MA—Kﬁﬂ'ES.?

This dea |
had of 2
Lemilitarizel
one between
Faerie and Hell.
1t's not like
/ have a lot
4o work with
here, even Witk
2l you've told
me about the
Nevernever:

What Harry
doesn’t know
about the
Nevernever
could fill dozens
of books.
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SAMPIE THEMES & THREATS
FOR ON-THE-FLY CREATION

THEMES

DespERATION Ruies Avrr: Just about
everyone you meet—the mayor at City Hall,
the junkie in the alley, the vampire in the
shadows—is against the wall and desperate.

Who knows what they’ll do?

Lies, DEcerT, AND BETRAYAL: Everyone
has an agenda but nobody’s admitting it; good
luck finding anyone you can trust.

PickinG Up THE Piecgs: The city is recov-
ering from a major supernatural conflict. The
usual way of doing things has been swept
aside, and the supernatural community is still
figuring out what happens next. This might

dovetail nicely with Power Vacuuwm, below.

Dark ALLEYS BurT DARKER HEARTS:
While petty crime runs rampant, some of the
criminals are more than just criminals.

Tue GoLpeN RuLe: Whoever has the gold
makes the rules. Everyone in this town has
a price, and nothing is more important than
money—except possibly the power it buys.

THREATS

The purpose of an aspect is to provide a
way for the PCs to interact with parts of
the setting, Faces—the characters bringing a
threat to the city—may work better than actu-
ally turning a threat into an aspect, but you
can certainly have city aspects that encompass
threats, just like you have theme aspects. Here
are some examples that demonstrate both
approaches.

Threat: Two powerful supernatural factions
control parts of the city, and they're on the
brink of war against one another—one false
move will cause an explosion of epic propor-
tions. An aspect representing this might be
Tuis Prace 1s A Powper Kea. Faces repre-
senting this threat might be opposing vampire
lords, one White Court and the other Red
Court. Their high concepts are LorD OF THE
Rep/WHiTE CouRrrT, their motivations are “I
will destroy my enemies no matter what the
cost!” Just use the stats for standard Red Court
and White Court vamps (What Goes Bump,
pages OW85 and OW87) and bump a couple

of the Inhuman powers up to Supernatural.

Threat: A cruel sorcerer has held the city
in his thrall for decades, controlling politi-
cians and business leaders through blackmail,
threats, and outright psychic domination. He's
amassed incredible money and power over
the mortal and, to a large degree, the super-
natural affairs of the city. However, people
are beginning to find out what’s been going
on, and they don't like it. A revolt is brewing.
An aspect representing this might be A
Harp Rain’s A-GonnNa Farr. Faces repre-
senting this threat might include the sorcerer
himself, whose high concept is Power-Map
SorcerER and motivation is “This city is
mine, and if I can’t have it nobody will!” For
someone this powerful, just borrow the stats
of one of the Senior Council (see Ebenezar
McCoy, for example, OW190). Another face
might be an IpeaLristic Wizarp, whose
motivation is “People of the City, unite!”
and whose stats can be derived by using the
template for Wizard on page 86 of Types &
Templates, with a couple of Refinements.

Threat: Nobody’s in charge, and everyone
thinks they should be. If you want a specific
aspect, this is a POweR Vacuum. Faces could
be leaders of any remaining power centers
(such as the IpearisTic Wizarp from
the above example, but now not so ideal-
istic...), a CRiME Lorp (motivation: “Power
means money’; stats: see John Marcone,

OW185), etc.

Threat: After many years of drought, this
long, hot summer is the final straw—the city
faces a series of water shortages culminating
in a wave of fires, both accidental and not.
Malevolent supernatural forces line up to
take advantage of this Crty on FIre. Faces
could be a CorruprT CrTY FIRE MARSHAL
(motivation: “Cover Your Ass’; stats, just use
Police Detective in What Goes Bump, OW66,
and call it close enough), a mundane Heroic
FIREFIGHTER (motivation: “We gotta defend
those houses”; stats and info, use the First
Responder EMT in What Goes Bump, OW66),
and a summoned but uncontrolled Fire
DEemonN (motivation: “I rejoice in the ashes”;
stats: grab the stats for Kalshazzak, OW34,and
replace “spits acid” with “breathes fire”). So...
who summoned that fire demon?
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CHARACHER
CREATION IS PIAY

Many roleplaying games propose a simple idea:
you create characters, then you begin play. We
think it’s even simpler than that. We say, “As you
create the characters and the world they inhabit,
you have begun play.” The style of character
creation we present here does three things to
reinforce that.

First, character creation tells part of the
characters’ stories, just like any other game
session does. Characters that really come alive
have histories of their own and with each
other—character creation establishes where
they've been, what they've done, and why they
continue to act together against the threats they
face. It's like there’s a game that's been going on
that you're now stepping into—it’s just that the
most interesting parts haven't happened yet.

Second, it sets the stage for the next part of
the story. Each arc of a roleplaying game sets up
the next, so that they flow into one another in a
natural evolution of the story. Character creation
needs to set up the first story arc the same way
any other phase of play does.

Third, character creation in THE DRESDEN
FiLes RPG is highly collaborative. As with
city creation, character creation is best done as
a group activity. Doing all of this together will
build a stronger foundation for your characters
and your game. The character creation process
includes a number of built-in ways to estab-
lish connections between the characters and
the setting. Combined with city creation, char-
acter creation can take a full session to do—this
provides a good opportunity to lay out the basics
of the setting and allows everyone to learn about
it and about each others’ characters. This sort of
collaborative story building is, in a word, play.

During character creation, you and the other
members of your group will talk about your
characters, make suggestions to each other,
discuss how to make your characters connect,
and even establish some of the campaign back-
ground. You'll want to keep good notes on this
process. You can use the character sheet and
phases worksheet in the back of this book or
downloadable at www.dresdenfilesrpg.com.

You'll start by determining your charactet’s
high concept (page 54) and trouble (page 55).
Then you'll build your character’s back-story, a
process that takes place over five phases. Each

phase outlines events in your character’s life,
though not necessarily in chronological order.
The first phase sets up the character’s general
background, concept, and early history. The
second covers the events that pull the character
into the Dresdenverse and the setting of the
specific game your group is playing. The last
three phases delve into your character’s past
adventures—both his own and those of the
other players’ characters.

YOUR
CHARACHER IDEA

Character creation starts by thinking about the
concept for your character. It could be modeled
after a character from a favorite novel or movie,
or it could be based around some specific thing
that you want to be able to do (like break boards
with your head, turn into a wolf, blow things up,
etc.). But what really drives a character concept
forward, and creates the kind of drama that
leads to riveting stories, is a combination of your
character’s high concept and trouble.

Remember: when choosing your high
concept and trouble, it’s critical to determine
why your character does what he does; his
trouble should be a prime driver of that why.
PCs in Tue DresDEN FiLes RPG are excep-
tional. They could very easily find success in less
exciting situations than those that come their
way in play. You must figure out why your char-
acter is going to keep getting involved in these
more dangerous things. If you don't, the GM
is under no obligation to go out of her way to
make the game work for you—she'll be too busy
with other players who made.characters that
have a reason to participate.

Because picking a template, high concept, and
trouble are all linked, they're grouped together.
You'll likely have more success coming up with
a compelling character idea if you think about
them as one big step rather than as separate
steps. Only after you have that (and a name, of
course!) can you move on to the Phases part of
character creation.

That said, don't worry too much—if during a
later stage your character idea evolves into some-
thing new, that’s great! You can always go back
and tinker with any of these early decisions. (In
fact, you'll see that happen in the example.)
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CH@MSE A TEMPIATE

First, you'll need to choose a template from
Types & Templates (page 72). There, you'll find
packages that tell you what things you'll have to
do in the rest of these steps in order to build a
character that matches your concept.

Most templates (in fact, all but the Pure
Mortal template) require a certain high
concept (page 54) and some supernatural powers
(page 158), as well as suggesting some skills to
take. Thus, the initial template decision will
impact everything else down the line.

The template is crucial to creating your char-
acter; even with Quick Character Creation
(page 68), this step is necessary.

POWER LEVEL

Of course, you'll want to know how the power
level affects your options regarding magic.
After all, this is a game about werewolves and
wizards—not boardroom meetings!

Feet in the Water (6 refresh, 20 skill points, skill
cap at Great): At this level you are just getting
started with your supernatural life. Highly
customizable templates aren't going to be able to
add much, so this is really the “enhanced mortal”
game—vyou can do stuff that even the best of
humanity cannot (but only barely).

Typical characters might include a Focused
Practitioner (page 76), a Lycanthrope (page 79),
a Minor Talent (page 80), a Red Court Infected
(page 80), a True Believer (page 82), a weak
Were-Form (page 82), or a White Court Virgin
(page 85). Some base templates are technically
affordable, but you'll seem pretty weak until
you can afford some upgrades. These include
a Champion of God (page 73), a Changeling
(page 74), an Emissary of Power (page 75), or a
Faerie Court Knight (page 78).

Up to Your Waist (7 refresh, 25 skill points,
skill cap at Great): This level really represents
“name level” for a lot of the templates—that
point at which you can definitively be respected
as being “that thing,” whatever it is. You might
not be all that experienced, but at least you start
to register on the supernatural sonar.

The Sorcerer template (page 81) opens up as
an option, or you can customize the first level
options pretty well.

Character Creation

THE SHEPS OF

CHARACHER CREATION

Here's a quick overview of the steps you'll go
through in order to create a character.

GM Preparation:

¢ Review the chapters most crucial to char-
acter creation: Types & Templates, Aspects,
Skills, Mortal Stunts, and Supernatural
Powers.

¢ Set the power level (see this page) for the
campaign; this will indicate which sorts
of character concepts are valid and which
aren'.

¢ Make sure each player has a copy of the
character sheet and the phases worksheet.

¢ Have some paper or index cards handy for
the Phases part of character creation.

Creating Characters:
1. Sketch out your Character Idea:
¢ Pick a template from Types & Templates
(page 72), making note of all of the things
you must do in order to build a character
of that type. Many templates will place
restrictions on what you can do in these
steps.
¢ Zero in on the character’s high concept
(page 54) by picking an aspect that sums up
the character in a phrase. Keep in mind
that many templates require that the high
concept indicate the template type.
¢ Come up with some sort of trouble
(page 55)—a recurring complication or issue
that makes life particularly interesting and
troublesome for your character. This is an
aspect as well.
¢ Make up a name for your character
(page 58).
2. Build your Character’s Background:
¢ Go through the first three phases (page 59),
picking one aspect for each phase.
¢ Work with the other players by partici-
pating in their past adventures and having
them participate in yours to round out the
final two phases (page 61). You'll pick an
aspect for each phase here, too.
3. Finish up your Character:
¢ Assign your skills (page 65).
¢ Select stunts and supernatural powers
(page 66).
¢ Determine your final refresh level and
your stress and consequences (page 68).
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POWER LEVEL
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BASE REFRESH LEVEL

ADJUSTED REFRESH

FP FROM LAST S€SSION

Chest-Deep (8 refresh, 30 skill points, skill cap
at Superb): At this point, you're playing with at
least minor-league power. You'll have taken a
lot of the upgrades to many of the templates at
this stage.

Wizard (page 86) and White Court Vampire

(page 84) are now character options.

Submerged (10 refresh, 35 skill points, skill
cap at Superb): You are a major-leaguer; refined
customization and combination are options for
all templates—it becomes possible at this stage
to be a Champion of God with a Sword of the
Cross, or 2 Werewolf who can do earth evoca-
tions, or a Red Court Infected who becomes
the Emissary of the Buddha as a way of taming
his impulse control. For the stronger templates,
this power level provides some tweaking; for
the weaker ones, it provides the chance to make
your character supernaturally one of a kind.

Example: Jim looks through Types &
Templates and decides that, since the GM is
planning a Submerged power level, he’ll pick
the Wizard template. That means he'll need a
high concept that declares bis character’s nature
as a wizard, and be'll have to take the various
supernatural stunts listed.

SEE, REDUcE MY ENTIRE LIFE To A
FEW WORDS, WHY boN'T voul

That's how this game works/
CouLp | pLa~ A SH-ouL NINJ—A-Z

un . . ./gs/

| LovE THis SAME ALREADY.
No/ WAIT) THE oPPosITE.

HIGH CONCEPT

Once you've decided on the template, you prob-
ably have a direction for your high concept
(unless you chose the Pure Mortal template, in
which case you'll need to come up with a char-
acter idea now). But there’s more to this step
than just saying “Oh, I'm a wizard.” (After all,
your template does that!) Here’s where you start
nailing down the core parts of your character
that make him a unique version of that template.

In short, your high concept is a phrase that
sums up what your character is about—what
and who he is. It's an aspect (page 98), one of

= the first and most important ones for your

character.

Think of this aspect like your job, your role
in life, or your calling—it's what you're good at,
but it’s also a duty you have to deal with, and it’s
constantly filled with problems of its own. That
is to say, it comes with some good and some
bad. There are a few different directions you can
take this:

You could take the idea of “like your
job” literally, as with Karrin Murphy’s high
concept: SPECIAL INVESTIGATIONS LEAD
DETECTIVE.

You could just go with the template’s
requirement without further embellishment,
relying on the rest of character creation to show
how you're more than just a carbon copy of that
character type, as with Michael Carpenter’s
high concept: KN1HT OoF THE CROSS.

You could throw on an adjective or
other descriptor to the template’s require-
ment to further define your own take on the
idea, like Molly Carpenter’s high concept:

WizarD-IN-TRAINING.

You could mash up the required high concept
from the chosen template with a role or profes-
sion in society, as with Harry Dresden’s high
concept: WizaRD PRIVATE EYE.

You could combine the requirement from
the template with how your character
is connected to his family, especially if his
family is well-connected or well-known. This
is seen with Thomas Raiths high concept:
FarLeEN PrRINCE oF THE Rartu Famiry
(since everyone in the Raith family is a White
Court Vampire, the high concept still covers the
requirement in an implied way).
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These aren't the only ways to play with your
high concept, but they’ll get you started. As long
as it gives you a good idea about how the core of
your character can be a boon and a hindrance,
you're on your way to a satisfying, succinct high
concept for your character. But don't stress out
over it—the worst thing you can do is over-
complicate this by trying to make it into too
big of a deal. You'll be coming up with six other
aspects over the course of character creation—
you don't have to get it all nailed in one.

High concepts can have overlap among the
characters. As long as you have something to
distinguish how your character is different from
the others, you should be okay. For instance,
if two wizards exist in the same game, you
might have Harry’s high concept as Wizarp
Private Eve while Carlos Ramirez's would be
Hot-SHot WARDEN—they're both wizards,
but now we're clear on how they're different. If
a high concept must be similar among all the
characters (such as if the GM pitches an idea for
an all-Warden campaign), it’s crucial that their
troubles differ. Otherwise, you may have charac-
ters that feel too similar to each other.

(If you're having a problem here, read over
the next section on troubles. That part might
unlock some ideas for you.)

Example: After picking the wizard template,
Jim has to work his character’s nature as a
wizard into the high concept. He likes the
idea of a down-on-his-luck detective type of
character, so he mashes it together to make
Wizarp PrIvaTE EYE.

TROUBIE

In addition to a high concept, every character
has some sort of trouble (which is also an
aspect) that’s a part of his life and his story. If
your high concept is what or who your character
is, your trouble is the answer to a simple ques-
tion: what complicates your high concept?
Trouble has many forms, though it can
generally be broken up into two types: internal
conflicts/personal struggles, and external prob-
lems. Both threaten the character or are difficult
to contain, Whatever form the trouble takes, it
drives the character to take action, voluntarily
or not. A character that does not have some
sort of recurring issue is going to have a much
harder time finding motivation, and that sort
of character doesn't tend to have many reasons

Character Creation

INTRO 1© CH@SING ASPECTS

A lot of character creation focuses on coming up
with aspects—some are called high concepts,
some are called troubles, but they basically all
work the same way. Aspects are one of the most
important parts of your character, since they
define who he is and they provide ways for you
to generate fate points and to spend those fate
points on bonuses. If you have time, you really
might want to read the whole chapter we have
dedicated to aspects before you go through the
process of character creation.

In case you're pressed for time, here are some
guidelines for choosing aspects.

Aspects which don't help you tell a good story
(by giving you success when you need it and
by drawing you into danger and action when
the story needs it) aren’t doing their job. Those
aspects which push you into conflict—and help
you excel once you're there—will be among your
best and most-used.

Aspects need to be both useful and
dangerous—allowing you to help shape the story
and generating lots of fate points—and they
should never be boring. The best aspect suggests
both ways to use it and ways it can complicate
your situation. Aspects that cannot be used
for either of those are likely to be dull indeed.
Bottom line: if you want to maximize the power
of your aspects, maximize their interest.

When you're told you need to come up with
an aspect, you might experience brain freeze. If
you feel stumped for decent ideas for aspects,
there’s a big section focusing on several methods
for coming up with good aspect ideas in Aspects
(page 108).

If your character doesn't have many connec-
tions to the other characters, talk with the group
about aspects that might tie your character in
with theirs. This is the explicit purpose of Phases
Four and Five (page 61)—but that doesn't mean
you can't do it elsewhere as well.

If you ultimately can't break the block by any
means, don't force it—leave it completely blank.
You can always come back and fill out that aspect
later, or let it develop during play—as with the
On-the-Fly Character Creation rules (page 69).
Ultimately, it'’s much better to leave an aspect slot
blank than to pick one that isn’t inspiring and evoca-
tive to play. If you're picking aspects you're not
invested in, they’ll end up being noticeable drags
on your fun.

| bo NOT
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LAST
CH'A-PTERZ

Trust me,
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Character Creation

to go out and do the crazy things that make for
adventure. Without adventure, things would just

be boring!

Most characters have several troubles they
have to deal with, often reflected by the rest of
their aspects (which you'll select as you create
your character), but there is usually one core
trouble that shapes the character. This aspect will
probably be the one most thoroughly exercised
during play (at least in terms of compels—see
page 100).

Trouble is a potent hook for the GM and
players to draw on for ideas. As you think about
your character, try to figure out what kinds of
problems you want your character to continually
deal with. Try to pick one that has no easy solu-
tions—many may not have solutions at all!

Also, troubles are one of the major ways that
characters get compelled, which is important for
getting fate points back. So it’s to your advantage
to play to your character’s troubles in the adven-
ture as much as you possibly can. (Troubles
are like giant red flags to the GM saying “Hey,
pick me!”)

tome 1o Think ef it my Tr r@ub@ s )
probably “arry preshen is My Free

o wa. VERY FUNNY-

To get a sense of the different forms that
troubles can take, consider some of the main
players in the Dresdenverse:

Some external troubles are about the diffi-
culties of being able to do your job or your
role in the first place—the sort that you have
to live with rather than beat up—Ilike Karrin
Murphy’s UNBELIEVING BUREAUCRACY.
This has no easy solution, because it's not some-
thing she can just fix by kicking ass and taking

names.

Some internal troubles are about your
darker side and how that interferes with
what you need to be in order to live up to
your high concept, like Harry Dresden’s THE
TemPTATION OF PowER. This has no easy
solution, because it's about an ongoing internal
and external struggle, and minor victories and

defeats abound.

Some troubles are hard to peg down
between internal and external, like those
that involve loved ones. Often, they don’t
even seem like troubles at all, until they're
threatened. Such is the case with Michael
Carpenter as a FamiLy MaN, or Thomas
Raith’s TRuE Love IN My Famiry’s HANDs.
These troubles do not have easy solutions, since
neither character is going to walk away from
those they love in their time of need.

Sometimes the trouble is something you
bring down upon yourself, which also crosses
the line between internal and external. Molly
Carpenter’s Doom oF DamoctLEs falls under
this—it’s internal because it reflects the tempta-
tion of quick power, and it’s external because
the White Council watches her with unfor-
giving scrutiny. :

Since your trouble is an aspect, it's something
you should also be able to invoke, right? (What's
“invoke”? See page 98.) Because we've been so
focused on how this complicates your character’s
life, it's easy to miss how a trouble also helps your
character.

In short, your experience with your trouble
makes you a stronger person in that regard.
Dealing with personal struggles leaves you
vulnerable to being tempted or cajoled, but
it can also give you a sense of inner strength,
because you know the sort of person you want
to be. External problems often cause trouble, but
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people do learn hard lessons from the troubles
they deal with. They especially learn how to
maneuver around many of the smaller issues
their troubles present.

Here's the “bright side” to the troubles we've
mentioned:

Murphy’s UNBELIEVING BUREAUCRACY often
makes her life hard when her job comes into
contact with major supernatural entities, but
she can also use her experiences dealing with
her superiors and fellow cops to know who will
give her slack, who she can trust, and who will
believe her when she says something “crazy.”

Harry's THE TEMPTATION OF POWER aspect
represents the dark part of himself, but because
he’s used magic for foul purposes, he’s in a good
position to defend against forces wielding black
magic, to resist temptations, and even to use
some of the “greyer” magic he knows. (Same
deal with Molly’s Doom or DamocLEs, which
comes from a similar origin.)

As a FamiLy MaN, Michael has to deal with
the allies of darkness threatening his family;
but his family is also a source of strength, and
anyone who sees him in action knows he will
fight tooth and nail for them. (The same can be
said for Thomas Raiths TRue Love IN My
Famiry’s HANDS.)

When you're setting up a trouble, it should

(‘ b be the sort of issue that’s not going to para-
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lyze the character completely. If the trouble is
constantly interfering with the character’s day-to-
day life, he’s going to spend all his time dealing
with it rather than other matters at hand (like,
perhaps, the current adventure). There has to
be some wiggle room between “continually” and
“constantly” You shouldn’t have to deal with
your inner conflict or external pressure at every
turn—unless that’s the core of what that partic-
ular adventure is about.

Let’s again consider some of the main charac-
ters who inhabit the Dresdenverse.

Murphy could avoid her trouble entirely if she
really wanted to. There’s plenty of normal crime
to deal with, and if the weird stuff slips between
the cracks, who cares? (Besides the victims, of
course. And therein lies the proverbial rub.)

Character Creation

If Harry’s life was calm, it wouldn’t be too
hard to stay on the straight and narrow. He
intellectually knows that the power of dark
magic is not worth the price, but every now
and again, things get really bad and he has to
make a choice. Suddenly he has to decide what's
worth more.

Similarly, Michael’s life is usually pretty clear-
cut. He goes out, fights the good fight, his
family understands and supports this, he comes
home, and all is well. That’s fine until his voca-
tion threatens his family—then the decision
becomes much murkier. For Thomas’ trouble,
the Raiths do treat Justine well—she’s a useful
agent, and she’s also a lever to use on Thomas.

(Think “overbanging threat” here.)

While Molly is under the constant threat of
capital punishment, she has friends and family
(and a hell of an experienced teacher) that go
the extra mile to help her stay on the right path.
She is not alone in her struggle, but that doesn’t
mean she’s immune to it during times of crisis.

Before you go any further, talk with your
GM about your character’s trouble. At this
point, make sure you're both on the same page
in terms of what it means. Both of you may want
to look at how this aspect might be invoked
or compelled (see “Getting on the Same Page”
on page 112 in Aspects) as one way to make sure
you're both seeing the same things—or to give
each other ideas. Plus, the GM will come away
from this conversation knowing what you want
out of your trouble, better equipped to make it
an important part of the game.

Example: Jim bas a phrase in mind for bis
trouble, Doom oF DamocLes. He takes a
moment and talks with the GM to decide what
that means—the character’s on probation, as
someone who once used magic to kill. If he does
it again, he will be executed. The GM questions
this as a trouble, because it can really only be
used once and, when it is, it’s pretty final. Jim
offers an idea that some people are on the watch
for him and treat him like he’s some sort of
villainous scum who'’s just going to give in to the
black again. Grinning, the GM starts making
up an NPC to fit this idea...

William, in the examples above you're saying Harry’s Trouble is The

TemPTATION OF Power — but in the last example on this page it’s Tie Doom

oF DAMOCLES...?

yeak —

45 not obvious at first but his Trouble aspect

will thange over the course of tharatter ereation.
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NAMES

If you haven't already, it’s time to give your char-
acter a name. You can name your character what-
ever you want, but often character names have a
certain poetry to them. Think about other char-
acters that are similar to the high concept you
have in mind, and how their names say a little
something about who they are.

Example: Jim wants to make a wizard who
specializes in throwing around fire and is extra-
hard on locations due to property damage.
These ideas make him think of Dresden in
World War II, when it got bombed to hell
and gone. The character’ll also be a private
eye, and he has recently seen the HBO movie
Cast A DeapLY SPELL, about a normal
private eye in a world of magic. One of the
characters in the movie has a distinctive way
of saying, “Haaaarry wants to see you.” The
name “Harry” gets stuck in Jim’s bead, and so
he runs with it, combining it with the earlier
idea—and thus, Harry Dresden is born.

CHARACHERS AND BETRAYAL

Some players might be interested in high
concepts or troubles that make their char-
acters prone to acts of betrayal. If you want
to make your character’s story and decisions
about whether or not he'll betray his friends,
there needs to be some reason why betrayal
is a valid option—and in a gaming group
where the characters to be betrayed are
played by your friends, that's a hard one. If
betrayal is being wicked just for the sake of
being wicked, that’s not a compelling choice.
Much more interesting is something like
a trouble pulling you between two strong
loyalties—say, a conflict between loyalty to
the mundane mortal mafia and a responsi-

bility to the edicts of the White Court.

| kNoOW PESPLE IN THE MarFia who

WILL BU~Y THIS BooK. 1 HE~Y WouLD

RESENT THE LACK oF SAPITALIZATION-

THE PHASES

Important: Before moving on to this step, you
need to have figured out your template, high
concept, trouble, and name.

Each phase is a section of your character’s
background—the key events in his past that
form who he is. There are five in total, and each
gives you an opportunity to define a new aspect
for your character.

The first two (“Where Did You Come
From?” and “What Shaped You?”) can be done
in either order. It’s the third (“What Was Your
First Story?”) that really supercharges this
process, defining the initial adventure your char-
acter “starred” in and anchoring relationships
with the other characters in play. The last two
phases (“Whose Story Has Crossed Your Path?”
and “Who Else’s Path Have You Crossed?”)
represent your character’s participation in other
characters’ stories, showing how his overall story
collided with the events of their stories and got
him involved.

Each phase will ask you to write down two
things on the phase worksheet:

First, a summary of the general details of
what happened in that phase of your char-
acter’s life, known as the phase’s summary.
A paragraph should suffice, but you can
write more if you're inspired. Each phase will
suggest different ideas for the summary.

Second, an aspect that reflects some part of
that phase. The aspect can cover the general
vibe from the summary, or it can focus on
some piece of it that still resonates with your
character in the present day. Some phases will
suggest specific directions for their aspects.

If you're stalled on developing an aspect
from the summary you've written, take a look
at Aspects (page 108). And as with aspects, if you
later come up with new ideas for a summary
that you've already written down, you can always
come back and change it. Nothing is ever written

In stone. £ XCEPT HEADSTONE INSCRIPTIONS.
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WHRE DID YOU

COME FROM?
(BACKGROUND)

This phase covers the character’s youth; if your
character is older than 20 to 30 at the time the
game starts, this phase expands to cover much of
his young adulthood. In an abstract sense, this
first phase deals with the core concept for your
character as a “normal person” and is an ideal
launching pad for your character’s high concept
(page 54). Even a supernatural character has some
strong ties to the mortal idea of free will. This is
why your wizard isn't just a wizard, since that
concept exists solely in the supernatural world.
He's also a private detective, and that’s what
grounds him as a normal guy.

Youth is a time of adventure and excitement,
as well as the time when we are most shaped
by our family and environment. This phase is a
chance to talk about your character’s family and
upbringing.

When writing the summary of this phase,
consider answers to the following questions:

¢ What nation is your character from?
What region? What culture?

¢ What were his family’s circumstances
like? (Rich? Poor? Scholarly? Isolated?
Pious? Political?) How big is the family?
(Small? Average? Large? Very large?)
What's your character’s relationship with
his family? (Loving and close? Volatile?
Non-existent?)
How was your character educated?
What were your character’s friends like?
Did your character get into much trouble
in his youth?

¢ If your character is supernatural, how
early in his history did he learn this? Did
this cause problems?

Character Creation

When coming up with this phase’s aspect,
consider one that’s tied either to the most
important or significant events of the phase or
to the character’s national, cultural, or familial
upbringing.

Example: Jim'’s background for his character
has Harry growing up the son of a stage magi-
cian. His mother died before he ever got to know
her, so young Harry was always traveling with
his father. Eventually, his father died as well,
and Harry found himself adopted by Justin
DuMorne, a wizard who recognized Harry’s
bloodline and potential. Since Wizarp is
already covered in Harry's high concept, Jim
thinks about what would ground Harry in the
mundane elements of his background.

Losing his parents seems to be the most
significant thing from this time, and it certainly
lays the groundwork for Harry's emotional
troubles down the road. Toying with aspect
ideas such as ANGRY ORPHAN and ADOPTED
Propiey, he settles on My MOTHER’S SILVER
PENTACLE, something tangible he can keep,
both a memento and a reminder of his isolation
and loss.

WHAT SHAPED YOU?
(RISING CONFICT)

This phase represents your character’s “middle
history,” when his high concept most strongly
comes to the forefront. Think about his high
concept and a situation that would call it into
sharp relief, forcing him to make a choice or
otherwise take decisive action.

This is also the time when your character
starts coming into his own, beginning to realize
his true potential. This may be when super-
natural power awakens within your character,
or simply when he is first faced with a difficult
choice between right and wrong and he steps up
to bat as a protagonist within the game’s larger
story.

BACKGROUND: WEERE DID YOU COME FROM?

my Events

Z What nation, region, culture are you from? What were your family circum-
0 SREW UP SON OF STAGE MAGICIAN (MA-L.coL_M). stances like? What's your relationship with your family? How were you
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PHASE ASPECT
£ RISING CONFICT: WHAT SHAPED YOU?

Who were the prominent people in your life at this point? Do
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RISING CONFUCTI WHAT SHAPED YOUY ¥

Events 2k 7
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Some questions to consider during this

period:

¢ Who were the prominent people in your
character’s life at this point? Does he
have enemies? Close and fast friends?

¢ How did your character’s high concept
and trouble aspects shape him and the
events around him? (Assuming your
character came into his high concept and
trouble by this point.)

¢ What were the most significant choices
your character made?

¢ What lessons did this time period teach
your character?

Harry eventually realizes that Justin
DuMorne is a bad guy, interested in pursuing
dark magic and human sacrifice. Justin
enthralls Elaine and forces her to put a binding
spell on Harry, intending to enthrall him as
well.

Harry barely escapes with a demon at bis
heels and seeks the help of Leanansidhe, his
honest-to-god faerie godmother. He strikes a
bargain to gain enough power to face Justin,
and be returns, killing his former master.
Eventually he’s brought before the White
Council for violating the First Law, but his
execution is stayed when Ebenezar McCoy
offers to sponsor him, taking over his wizardly
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Example: The most important person in training. But Harry remains under the Doom < }
Harry’s life at this time is bis first love, Elaine of Damocles; one wrong step, and it’s off with L
Mallory, a fellow apprentice of DuMorne’s. his head. e

There’s a lot of stuff going on here which is b

good potential aspect material. Harry’s already
oot the Doom oF DAMOCLES as his trouble,
and Jim doesn’t really want to change that, so
the GM asks him what else the events of the
phase might say about Harry as a character.
Jim decides that Harry has a really serious chiv-
alrous streak to him, and that Justin’s enthrall-
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%J ment of Elaine was a huge emotional catalyst in
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FIRST ADVENTURE?
(THE STORY)

The third phase is your character’s first true
adventure—his first book, episode, case, movie,

oo QU s AN B & e ety B
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whatever—starring him. You'll need to come
up with a title for this adventure. (This can be
a lot of fun, but don’t burn too much time on

ol o

it.) A quick way to do it is to pick an arbitrary »
rule to guide the selection of the title. The rule #.
could be as simple as “two words, each with =
the same number of letters”—that gets you

StorMm FronT, FooL MoonN, GrRavE PEriL, A=
and so on. Or it could be thematic, like poker or s
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THE STORY: WHAT WAS YOUWR FIRST ADVENTWRE?

g ey
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= Events
E WHEN A sERIES oF GRISLY SUPERNATURAL MURDER.S Story Tt
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gambling terms for a character who's all about
luck—Swvuicipe King, Aces High, ALL IN.

Check it out.. William picked up on your
casefile-naming pattern, boss. Should we tell
him about how it’s your insurance against
head injuries?

Y ouU TUST pIp.
Oops!

“"Oops" M ELDRITEH,
SPELLSLINGING AsSs.

Then, you need to think up and write down
the basic details of this story for the phase’s
summary. The story doesn't need to have a
lot of detail—in fact, a pair of sentences (see
below) works pretty well, because your fellow
players will add in their own details to this past
adventure in the next two phases (as you will to
theirs).

If you find yourself stuck, look first to your
character’s trouble. Find a dilemma that has
a chance of throwing that idea into question
or focus again. That said, you needn't directly
address the issue there—just provide an oppor-
tunity for it to be a factor.

You can also look to a tried and true author’s
trick—the “story skeleton” (or “story question”).

A story skeleton fits this format:

When [something happens], [your protagonist]
[pursues a goal]. But will [your protagonist]
succeed when [antagonist provides opposition]?

Simple as that, but powerful when put into
effect. Consider:

When a series of grisly supernatural murders
tears through Chicago, wizard Harry Dresden
sets out to find the killer. But will Harry
succeed when be finds himself pitted against a
dark wizard, a Warden of the White Council,
a vicious gang war, and the Chicago Police
Department?

| AM UNSURE WHETHER. To 8E IMPRESSED
OR. OFFENDED AT THIS DESCRIPTION
oF THE ST ORM FRONT <cASE.
LEANING TowarD “orreEnDED."

Many good stories can begin with a simple
story question much like the one shown above.
It introduces a bunch of key ideas for Harry’s
story—the White Council, Warden Morgan’s
involvement and antagonism, Murphy and the
C.P.D,, and Chicago as the backdrop. Great

stuff—and it does it in two sentences.

Example: Jim uses the story skeleton concept
(see above) as the basis of Harry’s third phase
and titles it STorm FroNT. Harry ends up
in trouble with all sorts of authorities—wizards
and cops at the least—over the course of the
story and ruffles a lot of feathers, insisting on
getting the job done himself, bis way. He settles
on Not So SuBTLE, STILL QUICK TO ANGER
as his aspect, reflecting Harry’s particularly
bull-headed method of getting things done.

After coming up with this idea, Jim
rethinks the Doom oF DamocLEs trouble,
because defeating the dark sorcerer probably
convinces the White Council of his good inten-
tions—or at least leaves them with testimony
suggesting be should be taken off probation. He
decides to change bis trouble to something else,
and eventually settles on THE TEMPTATION
oF PowER as a new trouble, suggesting a
pattern where people offer him power he doesn’t
want, but often needs.

WHOSE PATH HAVE

YOU CROSSED?
(GUEST STARRING)

In this phase, you tie the group together by
having each character contribute a minor,
supporting role in another character’s first
adventure. For instance, imagine the role that
Karrin Murphy, Michael Carpenter, or a pack of
amazing young werewolves might play in a novel
about Harry’s exploits.

e A-Leias ARENT A-maZine 6ER) —
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STORIES AND INDEX CARDS

In phase three, you each came up with your
own story. In phases four and five, you're
going to trade those stories around as other
players’ characters get involved. Figuring out
how your character fits into someone else’s
story can be hard to do if you've handed
your character phase worksheet to another
player, so we want to make a suggestion: use
index cards (or whatever scraps of paper
you have).

During the third phase—when you're
writing your story down on your work-
sheet—take a card and write your charac-
ter’s name, story title, and story skeleton
or summary on it. Then you'll pass the
card around during the fourth and fifth
phases so people can contribute to your
story. That way, you'll still have your char-
acter worksheet when you're writing your
contributions and aspects, and other people
will know what stories they're supposed to
hook into.

You will now give your story (which is where
our index card suggestion comes in really handy)
to another player. You can pass your stories to
the left or right, or shuffle the stack and hand
them out randomly (trading with the person to
your right until you each have a title that isn't
yours).

However you decide to do it, every player
should now be holding someone else’s adven-
ture. Your character has a supporting role in the
story you're holding, which you get to come up
with right now. Briefly discuss the story with the
player whose adventure it is and add a sentence
or phrase to the summary or story skeleton to
reflect your character’s supporting role.

Next, write the title of this story and your
character’s contribution down on your phase
worksheet. This is important, because your char-
acter gets an aspect from the supporting role he
plays in the adventure. The person whose story
it is should also write down the contribution, if
there’s room on his sheet.

Supporting roles come in three forms: they
complicate a situation, solve a situation, or both.

Complicating a situation: Your character has
managed to make some part of the story you're
guest starring in uncertain. Of course, since
that happened in the past, we know you got
out of it all right (or mostly all right, as indi-
cated by the aspect you take). When describing
this, don't worry about how the situation is
resolved—Ileave that for someone else, or leave
it open. Descriptions like “Trying to save a gitl,
Michael starts a giant monster fight” or “Thomas
gets captured by the monster” are enough to get
some ideas flowing.

Solving a situation: Your character somehow
solves a complication that the main character
in the story has to deal with, or your character
aides the main character in the central conflict.
When describing this, you don't have to mention
how the situation was created, just how your
character takes care of it. Descriptions like
“Murphy travels with Harry to the Nevernever,
watching his back” or “Billy and the Alphas take
on some foes to buy time for Harry” are enough
to give us an idea of what happens.

Complicating and solving: Here, your char-
acter either solves one situation but creates
another, or creates a situation but later solves a
different one. Mash up the two ideas, using the
word “later” in between them, such as: “Murphy
comes to Harry, stumped by a mysterious case.
Later, she helps him fight off a beast in a depart-

ment store.”

Example: Jim ends up with the card for
Shannon’s character, Karrin Murphy. They
talk about what he might contribute to the
story, and Jim advocates for the direct route—
Harry comes in with a display of power and
helps save the day. Shannon agrees.

The card for Murphy’s “Restoration of
Faith” story says: “When a child is missing,
beat-cop Karrin Murphy goes looking for her.
But will she succeed when a troll comes into the
picture?” Jimi adds, “Harry Dresden gets right
up in the troll’s face, trades some quips with it,
and unloads on it—using its own weapon to
smash it!”

Jim decides to take Eric Wiseass for
Harry, as befits both the quips and the nature
of his achievements.
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Character Creation

WHO ELSE'S PATH FEWER THAN THREE PIAYERS?

HAVE YOU CROSSED? Phase five assumes that you'll have at least

(GUEST STARRING REDUX) three players. If you have only two, consider
the following ideas:

Tl.ue fifth phase is identical to the fourth phase, Skip Phase Five and just make up
with the sole caveat that no character can another aspect, either now or in play.
contribute to the same story twice. Thus, each Skip Phase Five and just play with six
character should have a starring role in his own aspects.
story, as well as a supporting role in two others. Come up with a third, joint-story
Example: “Welcome to the Jungle”—When together, and write about how you each
an ape called Moe stands accused of a murder feature in that one.
he did not commit, can Willamena Rogers Have the GM also make a character.

clear his name?>—Mortal cop Karrin Murphy
is assigned to the case, and doesn’t buy the offi-
cial story. She calls in a consultant she happens
to know who needs the money..—Harry
uncovers a plot cooked up by a trio of hecatean
hags, and manages to defeat them with the help

The GM won't actually play this character
alongside the PCs, though—it should
just be an NPC. Such an NPC can be a
great vehicle for kicking off a campaign—
if a friend they're tied to during character
creation mysteriously disappears or even

of Moe

A#, OK, | THINK | sEE wHAT

the Gorilla. dies, that's instant fuel for drama.

If you only have one player, consider skip-
ping phases four and five, leaving the aspects
blank to be filled in during play. In a sense,
the first few sessions will act as that charac-
ter’s ‘guest starring” phases.

YouRE poINe HERE.

KARRIN MURPH-Y—

EPlc WISEA-<S<
PHASE ASPECT

FACE) TRADES SoOME aulPs WITH IT) AND UNLoADS oN

A‘&&&Y DRESDEN ETS RISGHT up IN THE TRoLL's

IT—USING ITS oOWN WEAPON To SMASH IT oPEN,

GUEST STAR REDUX: WHO ELSE'S PATH HAE YOU CROSSED?

Events Tt
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AMED il
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SLEAR. KIS N, C?o;:fm"'/ <aN Wikt amena Roeser s R D S
AMEC URPHY IS AssieNED
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SASE AND cALLS IN I—l—A-FLRY- H—&&&Y UNCoVERS A Vi ROﬁERSI wmalels
PLoT
. :N COOKED UP BY A TRIO of HECATEAN HA&S) AND
ASES To DEFEAT THEM WITH THE HELP ofF MQE, PERPET—UA’.I_L—Y‘ v
. PHASE ASPECT
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Events GUEST STAR: WHOSE PATH HAE YOU CROSSED? N
WHEN A chiLD I1s MISSING, BEAT—copr KaARRIN MUurpHY Story Title > )
SOES LoOOKING FoR. HER. BUT WILL SHE succEED Re<sT ORA—'I—ION OF FA-ITH- 455
WHEN A TROLL SOMES INTo THE PICTURES Whose story was this? Who else was in it? - =
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Charncter Creation
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THE DRESDEN FIIES ROIE-PIAYING GAME
CHARACHER PHASES WORKSHET

@ARAC%:R HARRY DReESDEN j L JiMB. PLAYQ

WIZA-RD WIZARD PRIVA-TE Y &
TEMPIAE HIGH CONCEPT ASPECT
e S =S = e =
EvocaTion 3’g| HA-UMA-TUCJ.Y Z:I», THe SiedT I, THE TEMPTA 1oN OF Powes
MUSTS A s T~ TROUBIE ASPECT
LT
( BACKGROUND: WEHERE DID YOU COME FROM?
g Events What nation, region, culture are you from? What were your family circum-
g SREW UP SON oF STAGE MAGICIAN (MA.L_CQL_M). stances like? What's your relationship with your family? How were you
o) MoThER (M&&&IE) DIED IN BIRTH. SPENT mMucH educated? What were your friends like? Did you get into trouble much?
2 TIME ©N RoAD W,/ DAD. TTHEN DAD DIED (sgA.lN If you're supernatural, how early did you learn this? Were there problems?
E ArNEugYsm). A-porTED By -J UsTIN DuMoRrNE, A MY MOTH-ER/'S SILV =R
WIZARD) To BE TRAINED IN THE ARTS ofF MAGIC.
? PENTA-cLE PHASE ASPECT
RISING CONFICT: WHAT SHAPED YOU?
Events Who were the prominent people in your life at this point? Do you have
o ™ IRST LovE, ELAINE MaLLoRY,) A FELLow
E LAy b ; Z enemies? Close and fast friends? How did your high concept and trouble
5 E:
G el =ter Dot - EVEJN:NA'LLY ot AED aspects shape you and events around you? What were the most significant
5 NTHRALLED
. THAT DufMoRNE Was A 8AD DupE A choices you made? What lessons did you learn in this time?
ELAINE) | EScAPED, soUGHT HELP oF FAERIE SODMSTHER.
A (L—EArNA-NSIDH»E), RETURNED To KILL —JUSTIN. <HIVA-LRY IS NoT
PLacED UNDER THE Doom, AberTED 8 EBENEZAR. i el R RN o
THE STORY: WHAT WAS YOWR FIRST ADVENTURE?
M Events Story Title
E WHEN & SERIES oF GRISLY SUPERNATURAL MURDER.S STORM FRONT
:' TEARS THRoUGH C HicA&o, WIZARD H—A-&P:( DR.ESDEN SETS Guest Starring ...
EL:I ©SUT To FIND THE KILLER. BuT wiL Harr~y succeen HKA-RRIN MURPH-Y
2 WHEN HE FINDS HIMSELF PITTED AGAINST A DARIK WIZARD,
i A WaRDEN oF ThE WHITE C.ounclL, A vicious eane NoT <o Ul S, S
oW WAR, AND THE CHicaso PoLice DeparTMENTS AUl e A—NG‘ER PHASE ASPECT
GUEST STAR: WHOSE PATH HAE YOU CROSSED?
5 Events Story Title
WHEN A cHILD Is MmissiNg) BEAT—cor HarrIN MurPHY RESTORATION OF FA-M-
8 SOES LookKING For. HER.. BuT wiLL sie succ:?ssn Whose story was this? Who else was in it?
ES INTo THE PICTURES
By Plailie, " e 2 KA-RRIN MURPH-Y
2 ;
5, H-ArRy DRESDEN @ETs RIGHT UP IN THE TRoLL's
Ay FACE) TRADES SOME QUIPS WITH IT) AND UNLOADS oN EPlc WISEA-<<
IT—USING ITS oWN WEAPON To SMASH IT opeEN! PHASE ASPECT
GUEST STAR REDUX: WHO ELSE'S PATH HNE YOU CROSSED?
Events Story Title
E WHEN AN apE NAMED MoE sTaNbs Accusen oF A WeLcoMe To AR vJ_ UNél'—E .
= MURDER. HE DID NoT commiT, can WiLLamena Roeeg < Whose story was this? Who else was in it?
o SLEAR WIS NAMES Murpi 1s ASSIGNED To THE WILL ROGERS, prus MURPH-
2 SASE AND caLLs IN Hargr. Hare~r UNcovERs A
e, PLOT cooKED UP BY A TRIo o HECATEAN Hags, AND PERPE TUALLY BROK. =
Ay MANAGES To DEFEAT THEM wiThH THE HELP oF Mos!
AW

PHASE ASPECT J
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FINISH UP YOUR
CHARACHER

With all this background and your aspects, you
have a pretty good idea of who your character is,
and you can write down your final set of aspects
on your character sheet. But it'll take more
than ideas to kick supernatural butt! That's
where your character’s skills, stunts, and powers
come in.

SKIILS

Once you have mapped out your character’s
phases and chosen aspects, it's time to pick skills,
which are detailed in their own chapter (page 120).
Depending on the power level of your game (see
page 53), a character will get between 20 and 35
skill points to spend.

Superb 5 points (if allowed)
Great 4 points

Good 3 points

Fair 2 points

Average 1 point

Mediocre is the default for any skill you do
not buy. You may not buy any skills at a level
higher than the skill cap (page 53 again). In addi-
tion, you cannot have more skills at any level than
you have one level down from that. So if you buy
a Fair skill for 2 points, you need to have at least
one Average skill as well for 1 point.

This cascades as you go further up: in order
to have one Superb skill, you'd also need to have
at least one Great, one Good, one Fair, and one
Average skill.

Think of skill ranks as building blocks
stacked atop one another, each level representing
a rank. Each block needs one below it to support

it. That would look like this:

GREAT Q
GOOD OO
rar Q)
AUERAGE OO

THis SEEMS WEIRD- PeocpLe
ARENT So STRUSTURED-

145 a game abstraction; roll with it

Character Creation

SKIIL PACKAGES

If the skill columns seem confusing to you, don't worry—
here are a few possible ways (far from all of them) to
spend your points at the 20, 25, 30, and 35 points levels:

20 points could be...
¢ 3 Good, 3 Fair, 5 Average (11 total skills)
¢ 1 Great, 2 Good, 3 Fair, 4 Average (10 total skills)
¢ 2 Great, 2 Good, 2 Fair, 2 Average (8 total skills)
¢ 1 Superb, 1 Great, 1 Good, 2 Fair, 4 Average
(9 total skills)

25 points could be. ..
* 4 Good, 4 Fair, 5 Average (13 total skills)
¢ 1 Great, 2 Good, 4 Fair, 7 Average (14 total skills)
¢ 2 Great, 2 Good, 3 Fair, 5 Average (12 total skills)
¢ 1 Superb, 2 Great, 2 Good, 2 Fair, 2 Average
(9 total skills)

30 points could be...

5 Good, 5 Fair, 5 Average (15 total skills)

2 Great, 3 Good, 4 Fair, 5 Average (14 total skills)
3 Great, 3 Good, 3 Fair, 3 Average (12 total skills)
2 Superb, 2 Great, 2 Good, 2 Fair, 2 Average

(10 total skills)

35 points could be...
¢ 5 Good, 6 Fair, 8 Average (19 total skills)
¢ 3 Great, 3 Good, 3 Fair, 8 Average (17 total skills)
¢ 1 Superb, 2 Great, 3 Good, 4 Fair, 5 Average.
(15 total skills)
¢ 2 Superb, 2 Great, 2 Good, 3 Fair, 5 Average
(14 total skills)

*

* & o

So, when you're arranging your skills, be

careful that they all fit into this structure—you
can’t, for example, have this:

GREAT

soor OO @
e Q@
AUERAGE O O O

If you want the Average skill and the

Good skill, you need to have a skill at Fair
“between” them.

You might want to browse the list of skills
(see page 120), write down the ones you're most
interested in taking, then select one of the “pack-
ages” from above that has enough total skills to
cover all of them.

65 ,



Character Creation

Example: Given the power level, Jim has 35
points to spend. Since Jim picked a Wizard for
Harry’s type, be looks up the Important Skills
in the template (page 86): Conviction, Discipline,
Endurance, and Lore. Looking up how all
those skills work, he knows he wants Harry to
have at least one Superb skill. Since he wants
Harry to not just be a good wizard, but also a
decent private eye, he opts for more skills rather
than two Superbs (although it does take a few
minutes for him to make that decision).

He picks Conviction as his top, or apex,
skill—Superb. Endurance will be handy, both
as a wizard and as someone who gets rough
and tumble, so he takes that as one of his Great
skills. Jim also picks up Intimidation at Great;
people will think twice before crossing Harry.
With his top three skills figured out, Jim
noodles over the rest for a little bit, swapping
around until be’s happy.

STUNTS AND POWERS

Once you have your skills, choose stunts and
powers for your character. You'll be spending
points off of your refresh level, so make sure you
know the base level for your game; it will vary
depending on what the GM decides (see page 53).
Also remember that, at the beginning of the
game and at every refresh, you'll get fate points
up to your refresh level—refresh you spend now
means fate points you'll have to earn later.

CH®SING STUNTS

Stunts allow you to use your skills in ways
that go beyond the typical skill rules; they're
discussed in full in Mortal Stunts (page 146). You
should usually choose stunts that are associ-
ated with your character’s supernatural powers
or most highly-ranked skills. That said, you can
take stunts tied to any skill—even ones left at
default—if you want (provided you meet any
other prerequisites).

Each stunt you take reduces your charac-
ter’s refresh level by one. In general, a character
with a non-supernatural high concept should
consider spending close to half of his refresh
allotment on stunts. Non-supernatural char-
acters who go beyond that point tend to have

made a lot of compromises and sacrifices to
be who they are—John Marcone (OW185) is an
example of such a character—and those who
fall short of that point may feel like they're not
getting enough bang for their buck.

CHMSING POWERS

Supernatural powers are similar to stunts, but
far more potent. Because of that, some powers
cost more than one point off your refresh level.
You can read all about them in Supernatural
Powers (page 158).

You must take all of the powers that are
mandatory for the character template you're
using, so make sure you have those figured out
first. After that, you may only take powers that
fit your character template and the high concept
selected for your character—a vampire can
take powers that would give him supernatural
strength and speed, but a wizard cannot.

Important: PCs may not reduce their
refresh rate below one. This is the line dividing
a mortal’s free will from a monster’s unnatural
compulsions. (Even non-supernatural charac-
ters cannot cross this line, lest they become the
kind of “human monster” that haunts the worst
events of our history.)

Example: This part is pretty straightfor-
ward for Jim, as the Wizard type forces him
to spend a great deal of his 10 refresh right
away. The powers he must take—Evocation,
Thaumaturgy, the Sight, Soulgaze, and
Wizard’s Constitution—cost him seven to
start. With three points of refresh left, and
knowing that he cannot spend that last point
and still be a valid character, Jim thinks about
other stunts and powers.

Given the background, the GM suggests
Lawbreaker (First), since Harry has killed with
magic. Jim takes that, bringing his cost to 8.
But Jim also wants to give Harry something
to better support the more mundane side of
being a private investigator, so he looks through
Mortal Stunts. He stops at the Investigation
stunt Listening (page 153). Since all mortal
stunts cost one refresh, taking that brings bis
cost to —=9—which means Jim is done picking
stunts and powers.
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@ Character Creats

: j—7 TLE DRESDEN FIIES ROIE-PIAYING GAME
e CHARACHER SHEEET

o
ASPECTS } SKIILS }
HIGH CONCEPT SUPERB (+5) c.envicTion
WIZA-RD PRIVATE v # OF SLOTS: |
TROUBIE GREAT (+4) £ NDURANCE, INTIMIDATION
TH= TEMPTA-TION OF POWER # OF SLOTS: 2.
OTHER ASPECTS A-LERTNESS) DIScIPLINE) LorRE
= MY MOTH-ER/S SILVER PENTAcLE Sg?]s)Lé;?;) = : ;
cHHIVALRY IS NOT DEAD, DAMMIT
NoT S0 SUBTLE, ECRRNE) e e <
U STH__L_ &UIC_K _T_O A—NﬁER # OF SLOTSI4‘ NVESTI&ATION, PPORT
5 EPlc. WISEASS AVERAGE (+1) FisTs PrESENCE, SchHoLaRSHP,
PERPE TUALLY BROKE # OF SLOTS: &~ SteacTh, Wearons
0 STRESS } ot
ToseaEs 5 6. 7 8
STUNTS & POWERS )
- PHYSICAL
(EN)LRANCE) COSsT ABILITY

-1 L_ISTENING (INvEs’ns.A-rloN) —+4 1o

MENTAL
(CONVICTION) HEAR. THINGS) BUT A-LERTNESS DRoPS
To | ERRIBLE WHILE L_ISTENING.
o S@IAL =3 EvocATIoN
(PRESENCE)
-3 ThAUMATUREY
ARMOR, ETC: ot
~I THE SieHT

W +Q SouLeaze

+8) Wizarp's C.oNSTITUTION

CONSEQUENCES
TYPE P/m1/S S¥RESS USED? ASPECT
MILD ANY -2 O ~l L-AWBREAKER. (F'-'lgs-r) — OnNe sTRIKES
) MODERATE ANY -4 O SPECIA-LIZATIONS
SEVERE ANY -6 O EvocaTIoN
+| MiLp EENTAL =2 O ELEMENTS (F-'m.z—:, A-ir, SPIRIT)
O Power. (Fire +l)
) THAUMATUREY
EXTREME ANY 8 OREPLACE PERMANENT c_onTroL (DivinaTioN +I)
it e i/
Foc U ImeMs
POWER LEVEL SKIIL CAP W < T
TAFF LEGENDARY +8
SUBMERSED Supers (+5) (+! OrrenseE CoN, SPIKIT) EPIC i
SKIIL POINTS SPENT TOTAL AWIIABIE BrasTiNG Reon FANTASTIC +6
(+| Orrense c.oN, F:uzs) SUPERB 5
SHiELd BRACELET GREAT o
BASE REFRESH LEVL (+! DereNSE CON,) Spmn'r) G@D 3
c HANT o g
\ &N TED MTeMs
iy Mg le ADJUSTED REFRESH g b
FM’E_POINTS K 2 sLoTs oPEN FoR. PSTIONS) ETE MEDI@RE  +0
\ s -
QL TOTAL REFRESH FE- 1
NB: 3 FP FROM LAST SESSION ADJUSTMENT TERRIBIE -2
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Character Creation

l—l—EY, By,
You savy
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FINAL REFRESH LEVEL,
FATE POINTS, STRESS,
& CONSEQUENCES

With your stunts selected, determine your final
refresh level. Your starting refresh is determined
by the GM (between 6 and 10—see page 53) and
is reduced by each stunt or power taken. No PC
should be allowed to have a refresh level below
one (see above), so make sure the simple arith-
metic works out!

Once you have your final refresh level, take a
fate point for each point of final refresh.

Example: Harry has a final refresh of 1—]Jim
gets this by applying the =9 cost to the starting
Submerged power level of 10 refresh. He gets
one fate point—Ilooks like he’ll be taking lots of

compels later!

Finally, you should calculate your character’s
stress tracks and determine how many conse-
quence slots they start with. All characters
have a physical, social, and mental stress track.
(Some characters also have a hunger stress
track; see Feeding Dependency on page 190.) By
default, each stress track has two boxes, but
this number is modified depending on your
skills. The Endurance skill (page 130) adds boxes
for physical stress, Presence (page 136) adds boxes
for social stress, and Conviction (page 124) adds
boxes for mental stress. (Discipline, page 127, is
used for the hunger stress track.) Consult the
individual skill descriptions to see how many
boxes you should add to each track.

Each character also has one mild, moderate,
and severe consequence by default. You can take
these in response to any kind of attack (physical,
mental, or social)—that’s what “ANY” means
on the sheet. Superb skills, certain stunts, and
certain powers will give you additional conse-
quence slots, but only for a specific kind of
attack (physical or mental or social). If you have
a skill, power, or stunt that does this, make sure
you write down the type of consequence you
get on your sheet under the appropriate column
(see Harry's sheet on the previous page for one
example).

Example: After choosing skills, Harry has an

Endurance of Great, a Presence of Average, and

a Conviction of Superb. Looking at the skill
descriptions, this indicates he has a physical
stress track of four boxes, a social stress track
of three boxes, and a mental stress track of four

boxes. He does not have Feeding Dependency,
so he doesn’t need to calculate hunger stress.
The only additional consequence slot he gets is
for bis Superb Conviction, giving him an extra
mild consequence against mental attacks.

CONCLUSION

At the end of the character creation exercise,
each player should now have a complete char-
acter with:

¢ A summary of his early history.

¢ A summary of his rise to power and call
to action.

¢ His first story and two other past adven-
tures he appeared in, establishing ties
to the characters of at least two other
players.

¢ Seven aspects (one for the high concept,
one for the trouble, and one for each of
the five phases).

¢ A number of skills (depending on the
number of skill points, ranging from
the upper single digits into the teens in
quantity).

¢ His mortal stunts and/or supernatural
powers.

¢ His base and final refresh level.

¢ Fate points based on his final refresh
level.

QUICK
CHARACIER
CREATION

Sometimes you don't have time to do a full char-
acter creation and you just want to get started.
In those situations, simply begin with a blank
character sheet, and then briskly run through
the highlights ‘of the process. This method
means characters will be mostly defined through
the first few sessions of play.

Important: If this is your first time playing
Tue Drespen Fires RPG, we highly
recommend going through full character
creation. Yes, it's longer, but it’s also built
to help you get used to things in the game.

(Plus, it’s a lot of fun to collaborate.)
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MINIMAL
PREPARATION

There are a few short steps to do to at the
very beginning. Each player should choose the
following:

A name and brief description of your char-
acter: “Brief” means a sentence or two.

A skill package: Choose one of the sample
skill point spending patterns from page 65 of this
chapter, based on the number of skill points the
GM has set for the game. Each available skill
slot in the package should be written down as
an empty slot on your character sheet to be filled
later.

A character template: Choose one of the
sample packages from Types & Templates on
page 72. Write down and rate each important skill
and any required powers on the sheet. Be sure to

keep track of your refresh (page 20).

The character’s apex skill: Select and write
down whatever skill the character has at his
highest skill level. (If you want a little more

detail than that, go with the character’s “top
three” skills.)

High concept: You at least need to have your
character’s high concept aspect written down—
everything else can wait.

Refresh level: Your refresh level is based on the
power level the GM has chosen for the game
(page 53), modified by the cost of the powers
required by your chosen template. This will be
reduced further if you buy any more powers or
any stunts.

Fate points: You get fate points equal to your
refresh level.

Character Creation

That's it. You're free to fill in more details as you

see fit, but that’s all you need to start playing.
All the other decisions that you normally make
during character creation can be done during
play, revealing details about the character
through the emerging story.

ON-THE-FLY
CHARACIER

CREATION

Once play begins using the above
method, whenever the GM calls for a
roll on a skill, you have three options:

1. If you already have the skill on your
sheet, roll it normally.

2. If you don't have it on your sheet, you can
write it down in any empty slot and roll
it at the chosen level.

3. You can roll it at Mediocre.

This way, you end up filling out your charac-
ter’s skill slots over the course of play. Similatly,
you may write in aspects, stunts, and powers at
the point where you would use them.

Every time a stunt or power is taken, your
character’s refresh rating drops by the appro-
priate amount—as does his current supply
of fate points. So, if your character suddenly
reveals an ability that costs 3 refresh points,
the refresh rating on your sheet drops by 3 and
you must spend 3 fate points immediately. If
you don't have enough fate points, you can still
buy the power, but on credit—spend the fate
points you have and you “owe” the GM the rest
(page 91). You won't earn fate points when you're
compelled until you're all paid up.
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You'll still need to come up with your char-
acter’s trouble aspect and the other five aspects.
As with skills, if you need an aspect and still
have a slot open, you can create a new aspect
on the spot. The new aspect come into play
immediately—you can invoke it or the GM can
compel it.

Example: One of the players for the Baltimore
group, Fred, shows up late and ends up making
his character, Biff Abernathy, on the fly. To keep
things simple, he decides to play a Pure Mortal.
He’s got his concept: an old school chum of Evan’s
who comes from a wealthy family but just likes to
play sports and practice martial arts—phrased
as the high concept TrusT FUND Jock—and
he’s pretty sure he wants his apex skill to be Fists.
He picks a skill package and writes Fists down
in the top slot. He also knows he wants Good
Rapport (not Great, even though he has some
Great slots) to charm the ladies, so he writes
that down now in one of the Good slots. Fred
has a pretty good sense of Biff’s background, so
he picks two aspects that reflect his history: he
takes “SorRY, MoUsE,” SAID MAYA’s STEADY
BoyFRIEND as his trouble—establishing bis
connection to another PC—and Krav Maca
(a brutal martial art style, be explains). With
that in mind, he’s ready to go, with nine fate
points in band (seven for the game’s power level,
plus two for the Pure Mortal bonus).

In bis first scene, Biff is “investigating” the
Montrose wine cellar when he hears a noise.
Suddenly, a wine rack is pushed over on him!
The GM calls for an Athletics roll to get out
of the way. Biff doesn’t have that yet, but Fred
decides that’s something he wants Biff to excel at,
so he writes it down in an empty Great (+4)
slot and rolls. The roll comes up terribly, so
Fred decides Biff needs an aspect. He decides on
DumB Luck, reflecting how Lady Luck seems
to have her way with Biff, for better and for
worse. Fred describes how the rack just happens
to catch on a loose brick in the wall, stopping
mere inches before it hits him. He invokes the
new aspect to get a reroll which ends up being
far less embarrassing. Biff bas dodged the rack
attack and now faces his opponent.

Later, the GM describes a scene where he’s
caught dodging some representatives from a
research group looking for a private grant. Biff
comes up with an idea for his character and
suggests a new aspect the GM could immediately
compel: MorTIMER Louis ABERNATHY III.

Fred explains that this aspect means he’s not
just some “anonymous” trust fund jock, but he’s
someone people know around the city because of
his family. And that complicates the situation
because it’s impossible for him to avoid public
attention, even when he might not want it. The
GM grins and agrees, giving Fred a fate point
for the compel.

SOME TIPS ¥© HELP WITH
ON-THE-FLY CREATION

Some skills are used often enough for things
like combat and other conflict resolution that
you may end up feeling frustrated if you don't
think to pick them up until it’s too late. Make
sure you fill in (or at least make decisions about)
Athletics, Endurance, and Alertness early on. A
fighting skill like Guns, Weapons, or Fists may
be important, too.

Mortal stunts and supernatural powers are
a lot harder to choose on the fly than skills are.
It helps if the GM keeps the character’s high
concept in mind and suggests a stunt or power
when it might be useful—though, thanks to the
character templates (page 72), some of this initial
guesswork is already done. Be sure to keep track
of the refresh cost of stunts and powers.

Stunts usually come out of the skills you've
rated near the top of your list. Locate the skill
in question in Mortal Stunts (page 146). Each skill
has a few sets of stunts under it that may be
conceptually linked and can help with quick
picking. Mortal stunts have a refresh cost of one.

Supernatural powers come mainly from the
options in the template. When picking powers,
make sure to pay attention to the requirements
and, moreover, the refresh cost; you will need
to pay out a quantity of fate points equal to the
refresh cost in order to select that ability on
the fly. Even if you buy your power on credit
(page 91), your refresh rate cannot drop below
one.

Don't worry about apparent contradictions,
such as situations where you pick a skill at a high
level after rolling it at Mediocre several times or
you choose a stunt or ability which would have
made an earlier scene play out differently. There
is no contradiction. The character was playing his
cards close to the vest (Thomas Raith, anyone?)
or was just “unlucky” and, like in much adven-
ture fiction, his abilities only matter from the
point where they're revealed.
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LET'S GET
C®KING

While you and your GM can work together
to devise new and strange character types for
your own campaign if you wish, the actual
Dresdenverse has many already-established
peoples (mortal and semi-mortal) to draw from.
In game terms, we refer to these “pre-packaged”
character types as templates. Think of them as
recipes for cooking up your characters quickly
and easily.

In this chapter, we'll cover those templates
best suited for player characters—or at
least those that are less prone to turn into

ANATOMY OF A TEMPIAHE
Look at a template as a recipe. It breaks
down as follows:

Description. Every template starts with
this, telling you what you can make with it.

Musts. The ingredients, if you will. These
are what you need to add to make a char-
acter of the template’s type. You have to take
the powers, aspects, and whatnot that are
required here.

Options. Think of these as alternate ways
to create a more deluxe version of that type
of character—would you like a powdered
doughnut or a jelly doughnut?>—once you've
taken care of the musts.

Important skills. These are skills you need
to keep in mind in order to be a particularly
effective character of the template’s type. In
other words, anyone could be a doughnut,
but these are what you need to be a good
doughnut. Each skill listed is affected by a
must, though many supernatural powers
affect a wide variety of skills beyond these.

Minimum refresh cost. This tells you what
the musts total up to in terms of refresh
cost, so you can figure out if you can even
consider building a character based on the
template. If your current available refresh is
greater than this minimum, you can. If it’s
equal or less, it's too rich for you (but GMs
should pay attention here, either in terms of
setting their campaign’s base refresh for PCs
or for designing NPCs).

From the casefiles. A few names referenced
in the casefiles that are examples of the type.

zero-refresh-or-below monsters without free
will (a look through What Goes Bump, OW?26,
might give you some other notions, if the GM
is amenable). We encourage you to look over
these options before settling on a character
concept for the game; be sure to make note of
the musts portion in particular, as each template
has requirements that must be fulfilled during
character creation.

Some of these templates won't be viable for
certain power level campaigns. For example, if
your GM sets your campaign’s starting refresh
level at 6, full-blown Sorcerers, Wizards, and
some other kinds of creatures are going to be
off limits due to their “must” refresh cost of 6 or
higher. A starting refresh level of 8 will accom-
modate most of the options here, if barely. Be
sure to talk with your GM about the power level
for the game, especially if you're interested in
playing a specific type of character

It may be possible to combine some of these
templates, if you can afford each template’s
musts. However, it will be rare that those
costs work out. We haven't seen a Wizard-
Lycanthrope-Red-Court-Infected-Changeling-
potamus in Harry’s casefiles, and you certainly
won't see one as a playable character in this game.
For good reason—bring that much mashed-up
mojo to bear in one character and you're on a
fast train to negative refreshville.

Regardless, while the choices listed here
are hardly the only ones available in the
Dresdenverse, they represent what we think are
the best options for the would-be heroes of your
game world. Enjoy!

William, why have you listed Pure Mortal furst,
but alphabetized everything else?

That's intentional. | put the non-
superratural first, and the superratural
next. There’s only one nor-supernatural
template, so it Lidn't make sense Lo me
1o make that explieit with headers.

You might want to make that reasoning more
obvious in the final draft.

Im still Freaking out over this whole “ink
writing (tsels on the page” thing, you know.
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PURE MORTAL

Pure mortals are ordinary (or mundanely
extraordinary!) people who don't have anything
supernatural going on—save perhaps for the
company they keep or the things they've seen.
Pure mortals can come from all walks of life—
police, doctors, mobsters, actors, students,
and more. People like Karrin Murphy, Waldo
Butters, and John Marcone all qualify as pure
mortals, at least as we first meet them in Harry’s
casefiles.

Pure mortals need a reason to be involved in
supernatural goings-on despite a lack of super-
natural mojo. This reason can be determined
in advance, or it can be supplied quickly during
play by dropping the character into the middle
of some nasty circumstance—which happens
surprisingly often in the Dresdenverse.

While they don't bring any supernatural
oomph to the table, pure mortals can still pack
quite a wallop in terms of their mundane abili-
ties and “civilized world” influence, connections,
and resources. Karrin Murphy has the resources
of the Chicago P.D/s Special Investigations
unit available to her, while Marcone has been
investing his blood money in expanding his
power base—both in mortal and supernatural

affairs.

Musts: Pure mortals may not take any super-
natural powers. In exchange for this restriction,
pure mortal characters get a +2 bonus to their
starting refresh. If this character ever takes a
supernatural power, this refresh bonus goes
away immediately (which may be mitigated by
dropping one or two mortal stunts).

Types ¢ Templates

Options: Pure mortals may take as many mortal
stunts as they can afford without putting them at
or over the zero refresh cut-off. That said, some
NPC mortals do exactly that. (It doesn't always
take supernatural power to corrupt someone
beyond the capacity for free will...)

Important Skills: None! (Or, to put it another
way, any!) No supernatural powers means no
specific skills to focus on. The sky’s the limit.

Minimum Refresh Cost: —0. Instead, increase
your starting refresh by 2 before taking any
mortal stunts.

From the Casefiles: No better example exists
than Karrin Murphy (OW197), though the
men and women of Special Investigations
(OW200) all deserve mention, as do folks like
John Marcone (OW185) and Waldo Butters
(OW116).

CHAMPION
OF GOD

Champions of God are among the rarest of
mortal humans, actively called to service by the
Almighty (in one of many possible guises) to
stand against the darkness and beat it back with
the strength and light of their faith. They are
very few in number, usually limited to the three
Knights of the Cross. (Luckily for this game,
there are quite a few more faithful, in the form
of True Believers, page 82.)

In your campaign world there may be more
folks than just the Knights of the Cross who can
rightly be called Champions of God. Talk to the
GM about any ideas you have along these lines.

W/ouLp THAT
THERE WERE
morE MichaEL
C_ARPENTERS
IN THE WORLD-
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Musts: Champions of God must have a high
concept that is in line with their nature as a true
holy warrior—such an aspect (e.g, KNigHT
or THE Cross) will be the source of many
opportunities for invocation, but it also carries
the weight of the responsibilities and codes of
behavior expected from such men and women of
faith.

Champions of God must have a fairly high
Conviction score (Good or higher recom-
mended). In addition, Champions of God must
take the following supernatural powers:

Bless This House [-1] (page 187)
Guide My Hand [-1] (page 187)
Holy Touch [-1] (page 188)
Righteousness [-2] (page 188)

* ¢ o o

Options: Knights of the Cross carry one of the
Swords of the Cross in addition to the above:

¢ Sword of the Cross [-3] (Item of Power
already baked in.) (page 168)

Important Skills: Conviction (page 124), not to
mention some combat skills.
Minimum Refresh Cost: —5

From the Casefiles: Michael (OW123), Shiro
(OW240), Sanya (OW221).

CHANGEING

Changelings are half-human, half-faerie people
who—at least for the moment—are still living
life as mortals. But before each changeling, every
day, stands the Choice, a razor’s edge dividing
their mortal nature from their faerie nature.
When they call upon the abilities of their faerie
blood, they—Dbit by bit—push themselves closer
to becoming full faerie.

In play, this means that any time a change-
ling purchases new powers, it comes with a clear
alteration of the changeling’s body, moving him
towards a more fae appearance in line with that
of his faerie parent (like suddenly growing horns
or hooves and so on). Eventually, too much
transformation will lead to an inability to retain
a grip on mortality, and the character slips into
faerie (often becoming an NPC as his power
costs rise to exceed his refresh).

Short of that final decision, the character has
the option—using his remaining free will—to
make the other Choice to become purely mortal.
Doing so means setting aside all of his faerie
abilities—in essence, swapping the changeling
template for the pure mortal one. When such a
Choice is made, it's permanent—there’s no going

back.

Musts: A changeling must have a high concept
indicating his or her faerie parentage (e.g.,
OGRE-BLOODED CHANGELING or HALE-P1x1E
Heritage). This aspect brings with it some of
the baggage of the fae—a vulnerability to cold
iron, supernaturally binding gift-exchanges and
other such pacts, etc.—making this ripe for
compels. Some compels, if accepted, might even
mandate that your character take on another of
his faerie abilities. ]

Note, faerie vulnerabilities mean that—even
if your character takes some manner of para-
normal toughness or healing abilities—those
abilities will not protect him against attacks
and implements that take advantage of those
vulnerabilities.

Options: During character creation, you and
your GM must work out a set of supernatural
powers that the character could inherit from
his faerie parent (usually by looking at the list
of musts and options for the appropriate faerie
template in What Goes Bump). If you wish for
that to be a mystery, your GM may determine
this list in secret and reveal it incrementally
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during play as your character draws closer to
making his Choice.

Regardless, any ability from this list may
be added to your character’s sheet at any time
during play, reducing current fate points and
refresh as indicated by the ability’s cost. There
are no “take-backs” once this is done, save for
the Choice to become fully mortal (see above).
If taking on another ability reduces your char-
acter’s refresh to zero or otherwise fulfills all the
“musts” of a faerie of the appropriate type, the
changeling’s Choice is made and he becomes
a full faerie, never mortal again, and now fully
subject to the will of the Faerie Courts.

Abilities a changeling might take include, but
are not necessarily limited to:

¢ Inhuman, Supernatural, or Mythic
Speed [varies] (page 178), Strength [varies]
(page 183), Toughness [varies] (page 185),
or Recovery [varies] (page 185)

¢ Physical Immunity [varies] (page 186)

¢ Glamours [-2] (page 166)

¢ Seelie Magic [-4] (page 166) or
Unseelie Magic [-4] (page 167)

¢ Physical traits such as Wings [-1]
(page 165), Claws [—1] (page 162),
Diminutive Size [—1] (page 163), or
Hulking Size [-2] (page 164)

Important Skills: None from musts. Varies

depending on options taken.

\ UV

SCIONS

Not all scions are changelings and therefore
won't fit the Changeling template. Certain
kinds of scions—half human, half some-
thing else—might fall under the Emissary
of Power model, as far as templates go. The
problem with offering a solid scion template
is one of variety. Since there are so many
possibilities out there, it doesn’t make a lot
of sense to offer a formal template for the
type (the Nevernever really wants to breed
with us, it seems). So scions are a classic
“grow your own” kind of character.

To get an idea of what you might do to
grow your own, start with the Emissary
of Power, but also look at the Changeling
template—since changelings are the most
common type of scion out there.

Technically, Mouse is a scion.

Types ¢ Templates

Minimum Refresh Cost: —0. The total cost
for changelings depends entirely on how deeply
your character has made the Choice at the start
of play, and this will change over the course of
the game—that’s the point.

From the Casefiles: The changelings in the
SuMMER KNIGHT casefile, though all of them
have now either disappeared, died, or made
their Choice: Ace (OW97), Fix (OW143), Lily
(OW171), and Meryl (OW192).

EMISSARY
OF POWER

Emissaries are mortals who've been saddled with
a burden of great power—and great respon-
sibility—by one of the big dogs in the super-
natural community: vast powers from Faerie or
the outer reaches of the Nevernever, one of the
true dragons, or something stranger. Emissaries
of Power are often the bearers of items of great
potency, able to tap into the power of their
patron and bring it to bear on their—and their
patron's—behalf. Such champions are usually
more victim than anything, though—powers
such as theirs come at the price of dark bargains,
be it a lifetime of thankless servitude and sacri-
fice, their eternal soul, or other such “petty”
things.

Knights of the Faerie Courts are an example
of this, as are—by certain lights—Champions
of God such as the Knights of the Cross. (Both
have their own templates found elsewhere in
this chapter.) This template, then, is for the
outliers, the cases that aren’t covered by the

BiLLy) o
ME A FAVOR.

more common, more easily identified Emissary AND SToP
templates. Perhaps there was once an Autumn INVENTING
Court of Faerie that got crushed by Winter and PROBLEMS
Summer—and some hapless mortal is its cham- | pon'T
pion. Perhaps the dragon Ferrovax has need of i i
HAVE.

a functionary that can handle all of that insig-
nificant mortal nonsense on his behalf. Perhaps Actually, there’s
something else is afoot.

some merit—
If you are looking to play something supernat-
ural, but unsure what, this template offers plenty - =
of build-your-own options. GMs are, however, DOUBL&
encouraged to make the demands of the emis- FO;C:CU'

sary’s patron a regular (if not constant) pain in
the ass.

Musts: An Emissary of Power must have a high
concept that speaks to the bargain or pact they
have made with a patron (e.g., LasT CHAMPION
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oF AutumN or FErrovax’s Toapig). This
aspect brings with it all of the strictures and
responsibilities the patron places on your char-
acter—this can sometimes be a moving target,
since all the implications of “the fine print” in
the agreement may not be obvious at first. It
may also mean that the patron can occasionally
exercise near-total power over the PC (think
of Harry’s predicament when Mab decides to
force him to do something—like stab himself
in the hand). You and your GM should discuss
the terms of this agreement, to the extent that
they're known by your character.

In addition, the emissary must take Marked
by Power [—1] (page 169), though exceptions may
be made if it there’s a concept-based reason to
do so.

Options: No two emissaries are alike. Many of
the abilities in Supernatural Powers (page 158) are
negotiably available, assuming you can afford the
refresh cost and match the theme and nature of
the emissary’s supernatural patron (if the patron
is in some way a mystery to the character, the
powers taken may offer a hint). Often some of
these powers are essentially contained within
an Item of Power (page 167). You might also want
to take a look at Sponsored Magic as an option
(page 183).If you pick up some kind of spellcasting
ability, make sure to investigate “Building a
Practitioner” on page 77.

Important Skills: Varies, depending on super-
natural powers and options taken.

Minimum Refresh Cost: —1

From the Casefiles: It's hard to pin down a
specific example that isn't represented by another
template-type here (the Champions of God and
Knights of the Faerie Courts are specific types).
But the fact remains that these types of indi-
viduals must exist in the supernatural landscape.

|

|
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PRACTITIONER J

Focused practitioners are the minor-league
of the spell-slinging set. They have one rather
narrowly defined aptitude at spellcraft which
they practice to the exclusion of all else—usually &
because they just don't “get” things outside of
their focus. Sometimes this is due to the practi-
tioner having an intuitive understanding of what
they do rather than a trained understanding;
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sometimes it's simply the result of a mystical
blind spot. Depending on the causes of the
focus, some focused practitioners might be able
to train into broader spellcasting capabilities,
but few do.
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Each focused practitioner is different, with
spellcasting abilities centered on a single theme.
Kinetomancers have access to spell abilities
that focus on the use of force (and, untrained,
can lead to reports of poltergeists due to their
subconscious mind flinging power around acci-
dentally). Pyromancers are the fiery version of
the same. Ectomancers can summon and speak
with spirits and ghosts, sometimes getting those
spirits to do their bidding. Alchemists brew
potions subtle and strange. Open up your handy
Latin dictionary and peruse the prefixes—there
are tons of —mancers out there, and if you can
come up with something by playing “prefix

Types ¢ Templates

mash-up,”it’s likely that one actually exists some-
where. (Apparently there’s a caffeinomancer who
runs a coffee shop in Baltimore.)

Of course, focused practitioners are subject
to the White Council’s enforcement of the
Laws of Magic, like any other spellcaster (see
page 232). Their narrow focus doesn't necessarily
prevent them from breaking Laws like violating
someone’s mind or swimming against the
currents of time.

(Players should beware the appeal of some-
thing like an enchantress or chronomancer since
it can quickly lead to the Wardens deciding your

neck has an appointment with a sword.)

BUILDING A PRACTITIONER
The ingredients for most practitioners are very
similar, but the results can be quite varied.
Here's a quick guide.

POWERS

Wizards and sorcerers tend to have the full
boat of true magic: Evocation, Thaumaturgy,
the Sight—and in some cases Wizard's
Constitution and Soulgaze. Wizards often go
beyond this and pick up a few Refinements.

Focused practitioners hone in on one
particular application, and thus will often end
up with one or both of Channeling and Ritual
instead. It’s a cost break and results in much
narrower spellcraft, but they can still be quite
the contenders.

When you're building a spellcaster, the
powers are often similar regardless of the type
of caster—the configuration of them is where
the variety comes in. Your main focus will be
on configuring these powers to give your caster
his specific identity. Along with these powers
comes the opportunity to choose various
specializations and to create items and rotes.

IS
How an arcane practitioner’s skills are set is a
big part of the caster’s flavor and identity as
well. It’s very difficult, if not impossible, to
build a caster that is very highly rated in all
three of the “spellcaster trinity”: Conviction,
Discipline, and Lore (though you could choose
to build a spellcaster that's merely medium-
rated in all three—a true generalist).

The “imbalanced” composition of these
three skills, combined with the configuration

of arcane powers, is what makes your wizard,
sorcerer, or focused practitioner truly unique.
Figure out your caster’s approach to magic,
and you should be able to use these guidelines
as a quick indicator of how to rank his three
core skills. Here’s how a high or low rating
(relative to the other skills at least) will affect
the kind of caster the character is:

High Conviction: Your caster brings a lot of
power to the party. Regardless of his ability
to control it, he can really pour out a ton of
punishment via evocations.

Low Conviction: Your caster is lower on the
power scale, usually meaning he’s more about
finesse and subtlety than standing firm and
fighting,

High Discipline: Your caster has tons of self-
control, which he can use to master the arcane
energies he brings to bear and steer effects
where he wants them to go.

Low Discipline: Your caster has less self-
control. His spells tend to set the environ-
ment on fire or blow it apart, and he has to
be careful that his spells don't whip back into
his face.

High Lore: Your caster has highly tuned
mystical senses. Through his studies, he knows
a lot of info about the supernatural world, and
can bring that to bear when it comes time to
compose a good ritual.

Low Lore: Your caster is more distracted by
the mundane, leaving him with blunted senses.
He tends to make up for shortcomings in
his lore with long research sessions or other

sources of help—such as Harry’s friend Bob.
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Musts: A focused practitioner must have a
high concept that names or implies his spell-
casting abilities and focus (e.g., HAUNTED
EcTomMANCER or KINETOMANCER FOR HIRE).
Additionally, a focused practitioner must take
one or both of:

¢ Channeling [-2] (page 181)
¢ Ritual [-2] (page 181)

The appropriate focus for each ability must
be defined at the time the ability is taken. (Please
see the power descriptions for more details.)
Players of spellcasting characters should take
some time to work out their most often used,
most practiced spells before play—see page 257 for
the particulars.

Options: Focused practitioners may take
the Sight [—1], but if they do, its use will be
colored, narrowed, and limited by the focus of
their abilities. For example, an ectomancer with
the Sight might see the world in terms of its
ghostly spiritual presences and may find himself
seeing dead people all the time; a pyromancer
might perceive supernatural power and pres-
ences in the form of flames of various colors and
intensity. See “Building a Practitioner” on page 77
for more information.

Important Skills: Conviction (page 124),
Discipline (page 127), Lore (page 134).
Minimum Refresh Cost: -2

From the Casefiles: Mortimer Lindquist
(OW172) has gotten the most coverage.

KNIGHT OF A
FAERIE COURT

As far as we know, both Courts of Faerie—
Winter and Summer—each have only one
Knight, a mortal granted some measure of the
power of his or her patron Court and charged
with making certain the Court’s interests are
well-represented in the world of mortals and
beyond. For the Winter Court, the position
doesn't tend to be a long-term one. Employment
is terminated only in the case of death.

Those chosen to be the Winter Knight and
the Summer Knight are no lightweights, usually
catching the attention of the Queens of the
Courts because of their already well-developed
supernatural capacity. But each is bound, body

and soul, by a deep compulsion to adhere to the
word of the Mother, Queen, and Lady of his
Court.

Still, the reason these Knights exist at all
is that they alone possess something unique
among the members of the Faerie Courts: they
have mortal free will—in this, they are able to
take action that is flatly impossible for faeriekind,
for the fae cannot act in any way other than
in accordance with their natures. As such, the
Knights are regarded with much more impor-
tance than might seem apropos to their (admit-
tedly still potent) supernatural powers.

Musts: A Knight of the Faerie Court must have
a high concept that names the title and mantle
he has assumed (e.g., WiNTER KNIGHT or
SumMER KN1GHT). No other character in the
game may hold this same title at the same time as
this character. The aspect brings with it all of
the strictures and responsibilities the Mother,
Queen, and Lady of that Court might place
upon your character. It may also mean that
the queens can occasionally exercise near-total
power over your character—but them's the
breaks. It's highly likely they know your charac-
ter’'s True Name.

In addition, your character must take the
following supernatural powers:

¢ Seelie Magic [-4] (page 166) or
Unseelie Magic [—4] (page 167)
¢ Marked by Power [—1] (page 169)

Options: Other options abound, such as mixing
in elements of a Focused Practitioner, Sorcerer,
or Wizard (take note of the potential discount
on Seelie or Unseelie Magic in such a case). Your
character may carry an Item of Power and may
be able to draw upon the power of the Courts to
exercise Inhuman Strength, Speed, Toughness,
or Recovery. Glamours may also be possible. You
should discuss any such options with your GM
before your character takes them (and watch
those refresh costs!).

Important Skills: Conviction (page 124),
Discipline (page 127).
Minimum Refresh Cost: -5

From the Casefiles: The late Ronald Reuel
(OW217) and the wishes-he-were-late Lloyd
Slate (OW227). The current Summer Knight is
a guy named Fix (OW143).
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LYCANTHROPE

Let’s get this clear up front: lycanthropes are not
werewolves—though they share some traits in
common. But where werewolves change their
bodies, lycanthropes change only their minds,
aligning their thoughts and senses with those of
a beast. While this isn't as scary as a man turning
into a wolf right in front of you (at least at first),
they can still mess you up all nasty. Add to this
the fact that a pack of lycanthropes in close prox-
imity to one another have a sort of group-mind
advantage, and you're looking at some serious
badasses here.

Some think that lycanthropy explains the
tales of Viking berserkers.

So, what keeps lycanthropes from taking over
the world? Well, to start, they've got a bit of a
temper problem. Beasts don't run governments
very well. Beyond that, most of their powers
aren't fully in effect except for about five days out
of every month—starting two days before the
full moon and ending two days after.

As such, players may find playing a lycan-
thrope pretty frustrating—having access to the
bulk of your power only 5 days out of every 2&
may not be a lot of fun for some. When facec
with a lycanthrope PC, a GM will have to
consider how often she’s willing to stage stories
near the time of the full moon—and, if she is
willing, how much of a restriction the Human
Form (Involuntary Change) really represents.
(However, deciding that the full moon is not
forthcoming may be worth a compel every time
it’s relevant.)

Musts: A lycanthrope must have a high concept
that references his nature as a mind-shifting
beast-dude (e.g., LycaNTHROPE BIKER).
In addition, the lycanthrope must take the
following supernatural powers; these are always
available to the lycanthrope, even when not near
the full moon:

¢ Pack Instincts [—1] (page 165)

¢ Echoes of the Beast [—1] (page 163)

¢ Human Form (Involuntary Change) [+2]

(page 176)
The lycanthrope must also take:
¢ Inhuman Strength [-2] (page 183)
¢ Inhuman Recovery [-2] (page 185)

Types ¢ Templates

This set of abilities is affected by the change
from the Human Form and is only available
near the full moon. Some lycanthrope concepts
(particularly non-wolf-derived ones) may not
require all of these abilities, or may provide a
different set of abilities during a particular time
period or under particular circumstances. If you
are interested in any such possibilities, discuss
them with your GM.

Options: None.

Important Skills: Alertness (page 121),
Endurance (page 130), Investigation (page 133),
Might (page 135), Survival (page 143).

Minimum Refresh Cost: —4
From the Casefiles: Parker (OW203) and his

gang of Streetwolves.

Technically,

the term
“lycanthrope”
only applies

to those who
draw a wolf-like
spirit into them
near the time of
the full moon.
You'll need to
further torture
some helpless
ancient language
to describe
another kind of
—anthrope.
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MINOR TAIENT

The Dresdenverse is filled with mortals who
have small, limited powers, whether due to
long-forgotten traces of inhuman bloodlines,
exposure to the supernatural, or simply the right
combination of willpower and belief. These
mortals can be referred to as minor talents:
people with “one-trick” powers that might not
have a lot of mojo—but which can be very
effective in the hands of a creative and driven
individual.

This template is a good option for someone
who wants a little supernatural trickery up his
sleeve—a mortal but with a little extra flavor,
the kind you might rub shoulders with at
McAnally’s.

Musts: A minor talent must have a high concept
that mentions the talent in some capacity (e.g.,
Demi-SEMi-Hemicop, WEEps CASSANDRA'S
TeARrs, or SoN oF SHADOWS). The character
may then take a single, one refresh cost (or,
with approval, two refresh cost) ability from
Supernatural Powers (page 158). Specifically, the
Minor Ability and Psychic Ability categories
should be considered, but the GM may allow
the player to look further afield.

Options: None.

Minimum Refresh Cost: —1. The total cost
rarely rises as high as 2.

From the Casefiles: Lydia, Harry’s client in
the GrAVE PERIL case (OW176); many of the
members of Ordo Lebes (OW103); patrons of
McAnally’s.

RED COURT
INFECYED

Red Court vampires—nasty bat-things that
live inside an apparently human (and typically
gorgeous) flesh-mask, drool addictive narcotic
venom, and feed on blood—are able to infect
humans, putting them on a potentially inevitable
path towards becoming a full-on Red Court
vampire. These infected individuals possess
some of the same capabilities as the monsters
that bit them—at least at a“junior varsity” level.

But these victims haven't turned—they
haven't given up their humanity—yet. Not until
they kill, though that often comes fast, as an
almost uncontrollable hunger for blood grips
them. Still, it's only almost uncontrollable—with

the right amount of discipline and careful
choices about what sorts of situations they get
into, these victims can hold out, at least for
a time.

If they're particularly lucky, they may
find their way to the Fellowship of St. Giles
(OW87)—a secret organization bent on
destroying the Red Court. The Fellowship has
devised an extra means of controlling vampiric
urges through the use of magical tattoos which
are normally invisible but flare red when the
hunger begins to take hold. They can help keep
control, a little.

It's worth noting that, without the Tattoos of
St. Giles, an infected character using his super-
natural abilities will be more quickly exhausted,
finding himself without his infection-derived
powers—and on the cusp of turning once and
for all—in very short order. On the other hand,
the Fellowship can be very demanding of its
members; it doesn't tattoo someone lightly.

Musts: A Red Court Infected must have a high
concept that addresses the character’s infected
status (e.g, ONce Brrren, Twice Rep or
INrecTED INSURGENT). This aspect may be
compelled to inflict watered-down versions of
the Red Court’s weaknesses on the character—
he will experience aversion to holy objects and
sunlight and, when exercising his powers, he
may even be damaged by them. On the other
hand, these can also help him resist his vampiric
urges when he isn't using his powers. Further,
the infected character must take the following:

Addictive Saliva [-1] (page 162)

Blood Drinker [—1] (page 188)

Feeding Dependency [+1] (page 190),
which will affect all abilities listed below:
At least one of: Inhuman‘Recovery [-2]
(page 185), Inhuman Speed [-2]

(page 178), Inhuman Strength [-2]
(page 183), Inhuman Toughness [-2]
(page 185). For the Recovery and
Toughness abilities, the Catch (page 185)
is sunlight, holy stuff, and a weak spot in
the belly, valued at +1 or +2 depending
on whether —2 or —4 of refresh is spent
on those abilities.

* ¢ o

*

¢ If at any point the character kills another
human and drinks its blood, he must
immediately “upgrade” to a full Red
Court Vampire (OW85). This invariably
results in turning the character into an
NPC, and an evil one at that.

e e sTure' 115 a technical term.
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Options: Optional abilities beyond those noted
above include:

¢ Tattoos of St. Giles [-2] (page 190)

¢ Cloak of Shadows [-1] (page 169)

Important Skills: Fists (page 130), Deceit
(page 126), Discipline (page 127).
Minimum Refresh Cost: -3

From the Casefiles: Susan Rodriguez (OW217)
and her ally Martin (OW188).

SORCERER

“Sorcerer” is a near-pejorative term that many
on the White Council use to describe “full spec-
trum” spell practitioners who don't have the
bloodline, access, resources, and training that
a Wizard of the White Council has. The sneer
has perhaps a little merit, as these versatile spell-
slingers are often self-taught or—Ilet’s face it—at
least dabbling in some grey, if not outright black,
areas of magic in order to get a leg up. This
fairly common moral flexibility turns into a slip-
pery slope in short order. Victor Sells from the
StorM FRONT casefile is one such example of
a sorcerer gone too far into the nasty to make it
back out with his soul intact.

Based on what I know, the term is used
flexibly. It usually implies someone with some
magic talent who uses it solely for destructive
purposes, but each person has his own idea of
what it means when he uses it.

As such, sorcerers are either known to the
White Council and walking the straight and
narrow, or they tend to be in hiding from them
(or at least hiding their talents) in the interests of
avoiding the pointy proclivities of the Wardens.
PCs may be of either type—Dbut regardless, the
Wardens, even when stretched thin, cannot be
ignored.

Nor, really, can one ignore sorcerers them-
selves, While not wizards, they can still be subtle,
quick to anger, all that jazz. They have incred-
ible flexibility in their capacity for spellcraft;

"TECHNICALLY IT's corpeaT THAT
KNOWN soRcERERS wWALK THE “STRAIGHT
AND NARRowW" or. END up DEAD— BUT
MOST WELL—sEHAVED PRACTITIONER.S
USUALLY &ET caLLED “mMiNor. TaALENTS"

WHILE THosSE wHo Have STARTED To

SLIDE &ET DUBBED “sorcerers."

Types ¢ Templates

while it is very rare to find one as broadly
expert as a wizard, they can still specialize in
a few areas and, in a pinch, draw from the full
range of evocation and thaumaturgical castings.
And while they are watched over by the White
Council in part, they are not a part of that club;
that lack of proximity means they can occasion-
ally get away with doing something that the
Council wouldn't be too happy about.

For many sorcerers, lack of access to the
White Council’s resources is just fine by them
in exchange for freedom. And so long as they
keep their heads down (and their noses clean),
sorcerers are numbered among the bigger players
on the mortal side of supernatural affairs.

Musts: A sorcerer must have a high concept
that declares his nature as a free-agent spell-
caster (e.g., SORCERER CoP or SPELL-SLINGING
TrouBADOUR). In addition, the character must
take the following supernatural powers:

¢ Evocation [—3] (page 180)

¢ Thaumaturgy [—3] (page 181)

See the power descriptions for more details.
Players of spellcasting characters should take
some time to work out their most often used,
practiced spells before play—see page 257 for

the particulars.

Options: Neatly every sorcerer also takes the
Sight [-1] (and would be considered “flying
blind” without it). Sorcerers with a dark past
(but hopefully on the path to reform) may need
to take a Lawbreaker stunt or two (page 182).
Sorcerers may take Refinement [—1] once per
spell-ability (once for Thaumaturgy, once for
Evocation), but may not take it multiple times
per ability—there’s only so far they can develop
without being full-on wizards. See “Building a
Practitioner” on page 77 for more information.

Important Skills: Conviction (page 124),
Discipline (page 127), Lore (page 134).

. “ L 1S
Minimum Refresh Cost: —6 = N
riahT- NoT

From the Casefiles: Victor Sells (OW223) oA
may be our best example. Mostly self-taught,
completely dangerous.
/
i this game, a ‘minor talend” 2::;1_': H;A:::;
has a single power;, 2" Socused ['m TALKING ABOUT
practitioner” has Limited magical REAL LIFE.

more FAlexible magical abiity.

ability, ard a “sorcerer” has
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! put Father
Forthdl here
becadse, while
he might not
be a sword-

TRUE BEIIEVER

Faith has power in the Dresdenverse, where
the strength of your belief can—when focused
propetly—turn back the tide of darkness. There
are special mortals among us whose beliefs are
so strong that they cross into the territory of
true supernatural power. These mortals are
called true believers, for lack of a better term.

At their most extreme, true believers are
among those actually called upon by a higher
power to take action (and are better represented
by the Champion of God template on page 73).
But short of that, these men and women of
faith can still give pause to the creatures of the
Nevernever, for the strength of their convictions
is a palpable supernatural force.

Musts: A true believer must have a high concept
that speaks to the strength of his or her abiding
faith in a higher power or other similar construct
(e.g.» MaN oF Gob or ZeN NuN)—in short, a
belief in something powerful and life-affirming
beyond oneself. A high Conviction skill (Good
or better) is highly recommended.

Additionally, true believers must take the
following supernatural powers:

¢ Bless This House [—1] (page 187)

¢ Guide My Hand [-1] (page 187)
Options: True believers may also have
Righteousness [—2] (page 188), and a select few
might even carry some holy relic, warranting a

custom-designed Item of Power (page 167) agreed
upon with the GM.

Important Skills: Conviction (page 124).
Minimum Refresh Cost: -2

swinging Enigh  From the Casefiles: Father Forthill (OW145).

of 1he (Cress,
hnes still
semeone you'd
want at your
back when
the Lemons
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on the Loor:
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FowLks with THe POWER. oF TRUE
FAITH ARE FEW AND FAR. BETWEEN, AND
THEIR. FAITH IS ALWAY'S ROOTED IN A
HISHER. POWER. THAT'S IN soME wasrs
UNKNoWABLE. MURPHY MIGHT HavE A
DEEP AND ABIDING FAITH IN THE PowER.
OF THE LAW, BUT LAW Is A KNowaBLE
THING—IT PoESN'T HavE AN KIND
SF MAGIC To IT IN THAT seENsE. T HE
VARIOUS MANIFESTATIONS ofF Hob
ARE A DIFFERENT MATTER. | suppose
IN & WAY IT's A SPECIALIZED KIND o
SPONSORED MAGIC—MORE SPE<IFIC AND
LIMITED IN MANY wa~y's, BUT INCR.EDIBL~
POWERFUL IN TIMES oF &REAT NEED.

WERE-FORM

The Dresdenverse is rife with shapeshifters of all
stripes (many nonhuman). Some humans have
learned (or were simply born with the capability)
to take on the form of a beast; when that beast
is a wolf, we call them werewolves, but there are
many other were-forms out there. The animal in
question isn't supercharged or innately magical
(other than the fact that it has a human intel-
lect kicking around in its noggin), but with some
practice, the shapeshifter can use it as easily
as his human form, within the limits of what
that animal can do. Unlike lycanthropes, loup-
garoux, and some other types of shapechangers,
most were-form shifters are entirely in control
of their change. There’s no full moon business
going on with us.

William, just as a note, there are some were-
forms that are supercharged or innately
magical.

Musts: A were-form shapeshifter must take a
high concept indicating that—whether heredi-
tarily or by choice— he is a shapeshifter, able
to take on a single animal form (e.g., CRIME-
Ficarine WEREWOLF or WEREGOAT
WisEkass). The type of animal must be specified
at the time the character is created.

It's true! Weregoats exist! Though truth be
known, Harry’s more of a wiseass than most
of them.

1

"“"EY; Now,

In addition, the following supernatural
powers must be taken:

Beast Change [—1] (page 174)
Echoes of the Beast [—1] (page 163)
Human Form [+1] (page 176)
At least two refresh points worth of
abilities from the options list below.

*

* ¢ o

The Beast Change ability allows the player to
restructure his skills when in animal form. This
second skill configuration should be worked out

before play begins. See page 174 for details.

Options: The character may take up to two
of these abilities—Inhuman Recovery [-2]
(page 185), Inhuman Speed [-2] (page 178),
Inhuman Strength [-2] (page 183), or Inhuman
Toughness [-2] (page 185)—so long as those
abilities are in sync with the animal form he
assumes. Similarly, abilities may be taken from
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the Creature Feature category (page 162) or the
Minor Ability category (page 169) if they can
be shown to be a part of the creature’s natural
advantages.

Thus, a werewolf might have:

*

Inhuman Speed [-2] (page 178)
Inhuman Strength [—2] (page 183)
Claws [-1] (page 162)
Pack Instincts [-1] (page 165)
A wereraven (were there such a thing) might

have:

¢ Diminutive Size [-1] (page 163)

¢ Inhuman Speed [-2] (page 178)

¢ Wings [-1] (page 165)
Shouldn’t you add in “Unkindness Instincts (-1]”
here, William?

* ¢ o

Huh?

Rog's BEING A- WORD—NERD A&GAIN:
THE coLLESTIVE NouN Is VAN
UNKINDNESS ofF RAVENS."

You and your GM should work together
to determine what advantages the chosen
animal form has. Note, some advantages will
be expressed already due to the Beast Change

reshuffling of skills; if an animal is more resil-

if these don't seem like enough, toss in one or
two mortal stunts (page 146) that tie into the
random side-effects and benefits of the chosen
beast.

Important Skills: Varies, since Beast Change
allows retooling of skills.

Minimum Refresh Cost: -3, though it's often
a few points more; as shown, werewolves are —6
or —7.

From the Casefiles: Will (OW112) and Georgia
Borden (OW112) of the Alphas (OW114),

among others.

The wereraven example reminds me,
William—shapeshifters of the sort that can
change their mass are a very rare breed. If
they shift into something smaller, they have
to store part of their intellect and mass in

the Nevernever, so they can retrieve it when
they change back. If they shift into something
bigger, they can get the extra mass by way of
ectop[asm, so in that respect growing is easier

than shrinking,

Types G Templates
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i the Nevernever rife with story hooks. 8 3 {

ient or deadly, that might simply be reflected
by boosting the character’s Endurance or Fists
skill as a part of the Beast Change, rather than
going to the full extent of Inhuman Toughness,
etc. Similatly, the improved senses the creature
might enjoy are covered by Echoes of the Beast
(and carry over to the human form). In a pinch,
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It seems the
Malvora feed

on fear, and the
Skavis feed on
despair. Nasty lot,
all of them.

Could 2
WOV Feed
on a positive
emotion, Bob?

Eating some

part of another
person is an

act of violence,
William. Positive
emotions don't
go together with
that.

TAKE iT FROM A WEREWOLF
The supernatural mechanism whereby a were-
form shapeshifter takes on the shape of an
animal varies. Harry Dresden looks at the
thing my friends and I do when we turn into
wolves as the casting of a specialized single
spell, but honestly I think that's more a case of
everything looking like spellcasting to a spell-
caster. I've watched Harry do magic, and it just
doesn't feel the same to me—not really.

For me, these days, it’s like a switch in the
back of my brain. When I flip it, my body gets
optimized. My mind is still there—1I still know
who I am and all that—but my priorities flip
around a bit. My senses and body align for
the hunt. That's why (and how) the Alphas
are taking back our corner of Chicago from

the night.

WHITE COURT
VAMPIRE

Of all the known vampire courts, the White
Court vampires appear to be the weakest—but
they are no less deadly. They are also the closest
to mortals in behaviors and predilections. They
might best be seen as a separate race, able to
interbreed with humans (White Court vampires
are born, not made—it’s hereditary). They
feed on the strong emotions of their victims—
sometimes, though not always, to the point of
death—and they can excite these emotions
in their victims as well. Adept at manipula-
tion, White Court vampires rarely take action
directly, preferring to act through catspaws and
patsies.

The truism “you are what you eat” is rarely
more accurate than with the White Court. It's
easy to see them as simply “sex vampires,” but
that’s only because the majority of those encoun-
tered in the casefiles have chosen lust as their
primary food-source. As such, the Raiths are
masters of seduction, and it's no mistake that a
few of their number have established a presence
in adult films. But this is just a matter of prefer-
ence—other dark, intense emotions are viable as
food. Fear, despair, and wrath are at the root of
the practices of other Houses. Harry’s encoun-
ters with White Court vampires with other
feeding habits have been rare, but indications are
that their approach to life is just a bit different
from that of the lust-seeking Raiths.

Some few of their kind choose to and are able
to resist the demonic hunger that lives within
them. To do so is to live a life of near-starvation.
A few manage to find ways around this, feeding
off a much larger “herd” in dribs and drabs rather
than a single victim in quantity. These are the
ones most likely to be viable as PCs, as they grip
onto the last vestiges of their free will—making
the important choice not to kill, every day.

Musts: White Court vampires must take a high
concept indicating their heritage (e.g., BLack
Sueep orF House Rarra or WaITE COURT
Dancer). This aspect may be compelled to
represent some of the White Court’s classic
weaknesses—True Love can burn them
(leaving scars that don't fade), and holy objects
and displays of faith at least make them
uncomfortable,

Hey, Bob, s i only True Love that werks
here, or are there other.uh, Truths?

One could easily posit that True, and most
importantly, selfless Hope or Courage would act
as dire counters to despair and fear. But we have
a decided lack of, shall we say, experimental
data on that front.

For dame purpeses, (¢ makes sense
F other True emotions werk, so
/M Jond 1o Jo with that:

Unless it’s not known for some reason, the
player should determine and at least sketchily
detail the character’s House—family is terribly
important to the White Court, if only in a
“know thy enemy” sort of way.

In addition, 2 White Court vampire must
take the following abilities:

¢ Emotional Vampire [-1] (page 189)

¢ Human Guise [+0] (page 176)

¢ Incite Emotion (Touch Only) [-1]
(page 172)

¢ Feeding Dependency [+1] (page 190),
which affects the rest of the abilities
listed

¢ Inhuman Recovery [-2] (page 185); the
Catch is True Love [+0]

¢ Inhuman Speed [-2] (page 178)

¢ Inhuman Strength [—2] (page 183)

NOTE -
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Options: White Court vampires may upgrade
some of their listed abilities. They may take
the more expensive versions of Incite Emotion
(page 172), allowing it to operate at range or
through a broader range of emotions, and
can upgrade their Inhuman Recovery to
Supernatural Recovery.

Important Skills: Athletics (page 121),
Alertness (page 121), Deceit (page 126),
Endurance (page 130), Discipline (page 127),
Intimidation (page 132), Might (page 135), other
physical skills.

Minimum Refresh Cost: -7

From the Casefiles: Thomas Raith (OW210) is
the most PC-like vampire of his clan.

WHIH€ COURT
VIRGIN

White Court vampirism is a hereditary condi-
tion, passed along when interbreeding with
humans, always breeding true. But the condition
doesn't truly take hold until the “virgin” White
Court vampire has killed for the first time with
his emotion-feeding abilities. Unblooded White
Court virgins do not have the weaknesses of full
White Court vampires, making them difficult to
detect.

Some vestiges of ability—enough to excite
emotion and feed on it—exist prior to that
point, and a White Court virgin fully aware of
his condition might be able to finesse making
use of it in a mostly “safe” way. Sadly, many pre-
adolescent White Court scions are kept in the
dark about the true nature of their family—it
makes it easier for them to stumble into that
first kill, and thus harder for them to fight the
reality of their genes. Once the kill is made, this
character template is swapped out for the full
White Court Vampire template.

There is an escape clause, however; if he
experiences true, deep, reciprocated love with
another, the curse of heritage is broken, and he
may live life as a normal, regular human (thus
setting aside his modest powers, swapping this
template for the pure mortal, page 73). But after
his first kill, there is no remedy, even if he should
fall in love, however real and true.

Musts: White Court virgins must take a high
concept indicating their heritage and predica-
ment (e.g, WHITE CoUurT FAMILY SECRET or

Types ¢ Templates

I Was A TeenaGe WHITE CoURT VIRGIN).
This aspect may be compelled to bring the char-
acter’s heritage to the fore, triggering a sudden
buried urge to feed, etc.

Unless it’s not known for some reason, the
player should determine and at least sketchily
detail the character’s House—it’s bound to be
important.

¢ Emotional Vampire [-1] (page 189)
¢ Incite Emotion (Touch Only) [-1]
(page 172)

Options: If your GM agrees, you can slowly
slide your way down the path to your heritage,
taking on one or two abilities from the White
Court Vampire list—but using them will leave
you ravenous and in some pretty dire straits
in short order. If you do this, you must take

Feeding Dependency (page 190) as well.
Important Skills: Deceit (page 126), Intimidation
(page 132).

Minimum Refresh Cost: —2. Pray you don't go
further.

From the Casefiles: Thomas' little sister Inari

Raith (OW205).

What's 1he
estape tlase
Sor Malvora

ard Skavis

“Virgins"?
Some act of True
Hope or True
Courage, Id say,
but again we
have little data.

Are there
White Court
types who feed
on wrath?

I haven't
encountered
any of that
description, but
it would make
sense. | imagine
their counter
would be True,
genuine Peace
—particularly
difficult to come
by in your world.
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WIZARD

The full wizard in action is a terror to behold.
His is an ancient bloodline, heir to the magics of
old and able to command their full array; given
enough time and preparation, there is very little
to limit what a wizard can accomplish beyond
the fetters of his own belief in what he can do.

In short, a Wizard of the White Council is a
lean, mean, arcane ass-kicking machine.

The power comes at a price. Wizards are
practically walking contraband, the way their
own White Council watches over them. The
Council’s policemen, the Wardens, are particu-
larly vigilant (or at least were until things got...
interesting) about making sure that all known
wizards walk the straight and narrow. The Laws
of Magic were laid down for a reason, and it’s
the capabilities of the mortal wizard that made
them necessary.

Plus there’s that little problem of a raging,
ongoing war between the vampires and the

wizards, brought on by oneof the White

—Courcitsownmembers: Players of wizard char-

acters who are not active in their support of the
White Council’s war efforts will need a damn
fine reason for why they aren't off fighting the
good fight. That’s not to say that there aren't
plenty of such reasons—but the war is so big, so
far-reaching, it simply can't be ignored.

WHAT ABOUT PIAYING

AN APPRENTICE?

An “apprentice” in this case may simply be a
wizard without a lot of confidence and skill
yet; you can use the Wizard template and
just start the character’s skills lower than
would usually be optimal.

Or maybe you have a lot of potential, so
your skills are high, but you have that word
“apprentice” in your high concept or your
trouble that’s going to get you a bunch of
compels, limiting your ability to be effective.

If you really want to play up the “hasn’t
quite come into her powers yet” angle, you
could buy less than the full package of abili-
ties, ending up with something more like the
Sorcerer or Focused Practitioner templates.
Keep in mind that latter template in partic-
ular—you could start out with Channeling
or Ritual instead of the full-blown versions,
later upgrading those to Evocation and
Thaumaturgy when your training completes.

Every wizard is different, with his own special
aptitudes and approach to magic, but all of them
are powerful individuals with a common core
set of abilities. They stand with a foot in each
world—the mundane and the magical—and are
the object of deep interest by a variety of orga-
nizations, from the White Council of Wizards,
to the Courts of the Faerie and the Vampires, to
the mortal police and the Mafia, and more.

Musts: A wizard must have a high concept that
declares his nature (e.g,, Wizarp For HirE or
FavoriTe Son oF THE WHiTE Councit). In
addition, the character must take the following
supernatural powers:

*

Evocation [-3] (page 180)
Thaumaturgy [-3] (page 181)
The Sight [-1] (page 174)
Soulgaze [-0] (page 174); discounted due
to the Sight.
¢ Wizard’s Constitution [—0] (page 170)

See the power descriptions for more details.
Players of spellcasting characters should take
some time to work out their most often used,
practiced spells before play—see page 257 for

the particulars.

* & o

Options: Wizards may (and in fact, should at
least once) take the Refinement ability (page 182)
as many times as they can afford—even multiple
times for one particular mode of spellcasting
(Thaumaturgy or Evocation). See “Building a
Practitioner” on page 77 for more information.

Important Skills: Conviction (page 124),
Discipline (page 127), Endurance (page 130),
Lore (page 134).

Minimum Refresh Cost: -7

From the Casefiles: Harry Dresden (OW132),
but also Warden Donald Morgan (OW194),
Warden Carlos Ramirez (OW213), Elaine
(OW181), and, oh yeah, all of the White
Council (OW15).
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Advancement

CHANGE HAPPENS

Characters are not static objects—they grow
and develop over time, evolving in response to
the conflicts they face during the game and the
choices they make. Cities are similar—but they
grow and develop in response to the successes
and failures of the various characters. The rate
at which both characters and cities grow and
change is measured in milestones.

MIIESTONES &
CHARACHERS

Milestones are moments in the game where
something has happened to justify some kind of
advancement. Milestones largely occur according
to the GM’s discretion, and the frequency of
their occurrence will do a lot to establish the
overall tone and feel of a campaign—frequent
milestones allow the characters to grow rapidly
and give a sort of “epic” feel to the campaign as
the opposition scales in response; infrequent
milestones make things feel more grounded and
established.

Milestones fall into three categories—minor,
significant, and major. There are some guidelines
for when each happens, along with what charac-
ters can do during each type of milestone.

AT THE BEGINNING ©F \

WE
o A-reAaNSS camPaIan o &
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WERE ALLOWED To sW N
UND
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£ THAN

THE MINOR \
RULES woukP |

LoT Mok
MIL—ESTC’NE
INDICATE: Wi~

The key word there & “peginning” k EM
could certainly house-rule in something
like that | do think L5 2 ool ilea
1o give players more leeway To tharge
NEW tharatters, & “try before you
by’ sort of Leal. THG & especially
helpful Sfor players new to the system.

1A recommend. following the miner milestone
vules more strictly once a rew tharacter
has tweo or three sessions under ks belt.

MINOR MIIESTONE

Minor milestones usually occur at the end of a
session of play, or whenever one significant piece
of a story is resolved. A minor milestone allows
the characters to evolve in response to the story
that's been unfolding before them.

When a minor milestone occurs, you may
choose one of the following:

¢ Switch the rank values of any two skills,
or replace one Average skill with one that
isn't on your sheet.

¢ Change any single stunt for another
stunt.

¢ Purchase stunts or powers, provided you
have the refresh to do so.

¢ Rename one aspect.

Minor milestones are ideal when you want
to switch the focus of your character’s existing
abilities or change something on the character
sheet, like a skill or the wording of an aspect.
Maybe something happens in the story that
makes part of your character’s sheet seem inap-
propriate, or you've simply discovered that your
choice of skills, aspects, and stunts don't match
your expectations in play.

Obviously, these changes should be justi-
fied as much as possible, either within the story
(“Hey, my character’s contact died, so I think I
want to make his Joe THE REL1aBLE CoNTACT
aspect into VENGEANCE FOR JOE, okay?”) or
as a result of play (“So I thought I wanted this
guy to have a Good (+3) Presence, but I'm not
really using it much—itd be more fitting if he
had a lower Presence and a higher Rapport, so
I'm going to switch it out with my Fair (+2)
Rapport.”). If the skill you're switching out is at
Average (+1), you may change it for a skill that
isn't on your sheet. Be careful when switching
a character’s peak skills (his highest ones),
though—this can significantly change the char-
acter, which is not the purpose of a minor mile-
stone. Keep it in character, so to speak.

Example: The GM announces that a minor
milestone has been reached. Fred, who plays
Biff Abernathy, decides that he’s not been
portraying the character as PLayiNG THE
Duwms Jock, and he'd rather change that to IN
THE Scrum, relating his tendency to face prob-
lems head-on with bis skill at rugby.
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CHANGING HIGH

CONCEPTS AND TROUBIES

High concepts are pretty sacrosanct and
won't change with just a minor milestone.
If they change at all, it will happen with a
major milestone, which you'll read about
later on.

On the other hand, maybe you've taken
care of your trouble. Or maybe your trouble
doesn't mean much to your character
anymore. Great! Just make sure that you
replace it with a new trouble, and not just
any random aspect.

' SIGNIFICANT
MIIESTONE

A significant milestone usually occurs at the
conclusion of a scenario or a major plotline (or
once every two or three sessions). Significant
milestones are about advances of experience,
as the characters have learned new things in
dealing with problems and challenges.

When a significant milestone occurs, your
character gets all of the following:

¢ One additional skill rank.

¢ One of the benefits of a minor milestone.

Of particular note here is getting one addi-
tional skill rank to spend on a new skill slot,
because it can be a little confusing. The costs
are the same as in Character Creation (page 65), so
one skill rank buys an Average slot, which you
can then fill with any skill you want. If you want
a bigger slot, you have to bank a few significant
milestones’ worth of advancement first.

When you're upgrading an existing skill, you
need only pay the difference in cost—if you have
an Average slot, you can upgrade it to a Fair slot
by paying one rank.

Important: Remember the rule from Character
Creation that says you can't have more skills at
a given rank than you have at any lesser rank
(page 65)? That still applies here. As an example,
suppose you have a skill layout of one Great, two
Good, three Fair, and four Average. Imagine that
these are represented as building blocks stacked
atop one another, each level representing a rank.

Advancement

Each block needs one below it to support it.
That would look like this:

GREAT O
GOOD(:)C:)
rar QOO
roerase QOO @

During a significant milestone, you decide
you want to upgrade one of your Fair slots to a

Good slot:
GREAT

wr QO@

FAIR

QL
ersce YOO

But this gap (shown as a dashed circle above)
means that you can’t make that purchase at this
time—you'd need an extra Fair skill in place
to “hold up” the Good skill you want. You can
buy a slot at Average now and upgrade it over
the course of the next two milestones, or simply
bank the points to buy a new Good slot directly
when you get there.

Example: The PCs have wrapped up a
scenario, and the GM declares a significant
milestone.

Rob, playing Evan Montrose, decides he
would like a bit more oomph in Evan’s spell-
casting, so he wants to spend bis skill point on
raising Evan’s Conviction from Good (+3)
to Great (+4). He can’t, though—it would
violate the skill columns (see above).

Rob could bank the skill point with an
eye toward buying another Good (+3) skill
to allow adding another at Great (+4), but
instead he decides to add a brand new skill,
Athletics, at Average (+1), explaining that Biff
has been belping Evan rehabilitate bis injured
arm through playing basketball.

He has the option of taking the benefit of a
minor milestone: switch two skill levels, or swap
one stunt for another (he has no stunts). He
declines to do so.

89 .,
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MAJOR MIIESTONE

A major milestone should only occur when
something has happened in the campaign that
shakes it up a lot—either when a few scenarios
have concluded, or a long, large-scale plotline
wraps up. When these happen, the characters
jump up a scale of power.

When a major milestone occurs, your char-
acter gets all of the following:

¢ You can “clear out” an extreme conse-
quence slot, allowing it to be used
again.

¢ An additional point of refresh.

¢ New stunts and/or powers.

¢ All the benefits of a significant

milestone.

These milestones signify a major change
in the power structure of your campaign—
your characters are going to be dealing with a
whole new tier of obstacles from here on out.
Consider how even basic character options
are affected by one jump in refresh—7 refresh
isn't enough for a PC to be a full wizard, but
8 is. Two refresh covers the cost of buying
off the initial decision to play a Pure Mortal
(see page 73), allowing the character to take on
supernatural powers. Even just the bump to a
skill that a stunt provides can radically alter the
nature of a character’s effectiveness.

This is a really big deal; it means that the
PCs are directly able to take on more powerful
threats and have a wider variety of resources to
draw on to face those threats. (To use a boxing
analogy, an advancement of power is like step-
ping up to the next weight class—you might
be the most skilled boxer in the world, but if
you're a featherweight, there’s still only so much
you can do against a less-skilled heavyweight.)

Another option the GM has for a major
milestone is to increase the skill cap by one rank.
This allows the characters to raise their skills
up into larger-than-life levels, transcending all
previous expectations of human (or inhuman)
capability. This can be combined with the
normal refresh award as often as the GM
wishes. By default, one skill cap increase should
probably come every two or three major mile-
stones, happening a few times per campaign at
most. A campaign where the skill cap increases
with every new major milestone gain will get to

Epic (literally) levels very quickly.
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Example: The PCs have finished a major story
arc, and the city will be forever different. The
GM declares a major milestone.

All characters receive a point of refresh—
the previous base refresh was 10, now it’s 11.
Maya McKenzie's player Amanda has decided
that she wants to improve Maya’s investiga-
tive abilities. She takes the supernatural power
Supernatural Sense (page 165), at the cost of —1
refresh. She also takes a stunt called Corner
of My Eye (page 149). Maya’s refresh was 6. It
went to 7 with the increase, back to 6 with
the purchase of Strange Senses, and to 5 with
Corner of my Eye.

She also gains the benefits of significant and

minor milestones.

CHANGING THE
DEFAULTS

The setup in this section is the default, based
on what Harry Dresden has experienced
throughout the course of his casefiles—if every
one of Harry's biggest casefiles (like the STorM
FroNT case or the DEaD BEAT case) is the
equivalent of a scenario, then every two or three
of those would warrant a major milestone.

Depending on the tone of the game, the GM
might want to change the rate at which mile-
stones occut, or even eliminate some types of
advancements entirely.

At the very least, minor milestones should
always be made available to the PCs. Characters
that remain “static” can get boring pretty fast;
with enough minor milestones, a player could
have a totally different character sheet than
the one he started with after the end of a few
scenarios.

Taking away or slowing down the rate of
significant milestones means that, on a basic
level, the characters are not going to get more
capable of dealing with problems. This can be
used to firmly set the dial on a campaign in
regard to the scope and breadth of challenges—
a small-scale campaign that deals with solving
the personal problems of minor practitioners
might never require the characters to amass
much more experience than they have, so as to
keep conflicts satisfying. However, this has the
potential issue of getting old after a while—
eventually the group will more than likely either
end the campaign or expand its scope.

Advancement

COMPIEXELY REVISING
CHARACHERS
If there’s enough downtime in your
story between a major milestone and the
next adventure, you might also consider
re-creating your characters as a group—
adjusting aspects, reconfiguring skills, buying
stunts and powers, etc. While you don't need
to go through the phases part of character
creation again, it’s a chance to rethink or
replace your character’s high concept.

As long as there’s some commonality to
the character for a sense of continuity, this
isn't a problem.

E o el . L
officerdecided totakeupa-Sword-ef—the

Not using major milestones means that there
are certain levels of supernatural opposition
the characters simply won't be able to contend
with—they're stuck in their particular weight
class, and there’s no moving up. Again, this
can be used to tightly rein in the aesthetic of a
particular campaign—if the campaign focuses
on a long conflict between the inhabitants of
a city and the White Court vampires in it, the
characters won't ever need the kind of power
it would take to wipe out a Denarian. Again,
though, this has the potential to reduce the “life
expectancy” of your campaign.

The defaults above allow for the longest-
running potential campaigns, where the charac-
ters could even start at the point where they've
just been introduced to the supernatural and
move up in power and experience until they're
contending with the kinds of epic enemies
Harry Dresden commonly fights...and even

beyond.

MID-SESSION
POWER UPGRADE€ES

It’s surprisingly easy to take on additional supet-
natural power at 2 moment’s notice—stressful
situations can force potential abilities to rise
to the fore; demonic bargains can provide you
with magic at the snap of a finger; letting your
inhuman nature take a bit more control can
change your available resources significantly.
Sometimes it doesn't make sense to wait for a
milestone to receive these abilities—you and

DoN'T 6o
THERE-

okay, okay!

Do we want to
let them know
about the stuff
that’s out of
Harry’s league,
like Cowl...?

STOP-
WriTING.

Now.
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your friends are cornered, everything seems
hopeless, and you reach out to some eldritch
being for aid to save your butt. Simple despera-
tion has made many a supernatural heavyweight.

When these moments occur, it’s appro-
priate for the GM to allow you to make these
changes—but at a cost.

The first, of course, is appropriate justifica-
tion; you shouldn't be able to just willy-nilly
change things on your sheet. The group should
agree that the story justifies the change, or you
should provide a clear rationale for it. The ratio-
nale could involve your character’s high concept
(such as “My changeling is sliding more toward
his Winter nature”) or come about due to the
current circumstances (such as “I volunteer my
service to the demon for this magic”).

The second is that you must permanently and
immediately drop your refresh rating and trade
in fate points equal to the cost of the power, just
like the rules for “Creation On-the-Fly” on page 69.
Remember that your refresh cannot drop below
one (except for truly exceptional circum-
stances—see “Going Off the Deep End” below). If
you don't currently have enough fate points to
pay for the upgrade, you can accrue a “debt” with
the GM for the difference. This functions almost
precisely like debt from supernatural sponsor-
ship (see“Sponsored Magic” on page 287), except it
doesn't have to be tied to a particular entity—
you owe the GM a number of compels that
don’t get you fate points. These compels should
usually be against your character’s high concept
and be related to the circumstances under which
the new powers were taken. Once you're out of
debt, compels accrue fate points as normal.

GOING OFF THE D€EP END

The most extreme version of a mid-session
power upgrade is to take your character to zero
(or less!) refresh on purpose. This gives your char-
acter access to incredible power in a hurry at the
ultimate price—your character no longer retains
enough humanity to act against his supernatural
nature and will become an NPC. There is no
way around the final choice—once you make it,
you're effectively giving up control of your char-
acter, just as surely as if hed died. Red Court
Infected and Changelings are probably the most

likely characters to face this choice.

Keep in mind that, just because you're volun-
teering to take your refresh to zero or beyond,
it doesn't mean that all of Supernatural Powers
becomes a shopping list. The restrictions of your
high concept still apply, as well as the nature of
any entities who might be offering you power for
this last hurrah.

This should never be treated as a frivolous
event—itd be lame if you set your character up
to go out in a blaze of glory and didn't get the
chance for dramatic payoff. So, if you volun-
teer to upgrade your character’s powers to the
point where your refresh drops to zero or below,
you get to retain control of the character for as
long as it takes to resolve the immediate conse-
quences of your choice. Usually this means
playing out the rest of the scene or the very next
scene; after that, your character is an NPC. You
can use this to set up the circumstances of your
character’s departure and put a nice (or not so
nice) capstone on his story.

TEMPORARY POWERS

In rare circumstances, it might be appro-
priate for a character to temporarily take on
supernatural powers. Usually, this happens
when a supernatural entity imbues someone
with power for a short time in order to
take on a threat or fulfill some part of its
agendas. (Murphy taking up a Sword of the
Cross temporarily in the SmaLL FAvOR case
might be a good example of this.)

Regardless of the circumstances, tempo-
rary powers should be dealt with in a
similar fashion to mid-session upgrades,
but with less cost—the player has to spend
fate points equal to the power’s usual cost,
but not permanent refresh. As with normal
mid-session upgrades, the player can “owe”
the GM some compels if there aren't enough
fate points to pay for it.

Once again, this should only happen
under rare circumstances, and the benefits
shouldn't last longer than a scene—most
things that can bestow power only do so
temporarily, when the situation is extremely
dire, and when there isn't really another
option.
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ADWNCING
CITIES

If you did quick city creation and are happy

—. playing with that, this part might not interest

- you much. But if you're playing with a fully
developed city, then you'll want to have some
idea about what happens as the PCs interact
with it. The good news is that not only will this
make your city feel more alive, but having a fully
fleshed out city can give you some more concrete
guidelines for when to make certain types of
milestones happen for the characters.

We aren't necessarily suggesting that the city

" should change every time the characters do—

places are more static than people. The next few
sections show you all the various things you can
change, rather than dictating when you should
change them. As with milestones, it's largely at
the GM'’s discretion as to when a city element is
able to change. Usually, this process will be intui-
tive as you examine the events in your scenarios.

There are two main types of changes: changes
to theme and threat aspects (based on what the
characters have done) and changes to locations
and faces (based on where the characters have

decided to go).

THEMES

Theme aspects can change if the players have
made a city-based or location-based theme
aspect irrelevant in the story. This sort of change
is the biggest change in scale, because themes are
so ingrained in how people see the city or loca-
tion—usually because whatever’s inspiring that
theme has been around for years and people
have grown used to it.

Since they're so entrenched, it should take
a considerable amount of effort to change the
aspect. These changes are the ones that should
happen slowest in the city, compared to dealing
with threats. Along with that, themes are never
completely removed—they're changed, either
for good or ill. Changes come in three flavors:
lessening a theme, inverting a theme, and wors-
ening a theme.

Advancement

LESSENING A THEME

If the PCs strike a huge blow against the forces
that are supporting the theme, but don't eradi-
cate it altogether, the theme could be “lessened.”
When this happens, the GM rewords the theme
aspect to sound less imposing. It’s still there, but
not as severe.

Example: The Baltimore crew (page 362) has
managed to deal a blow to the DECAY AND
CoRrRRUPTION theme aspect. Depending on
how they went about it, the theme could be
changed to something slightly less bad, like ON
Tue TAKE, or maybe even outright positive,
like AsPIRE TO PAST GLORY.

INVERTING A THEME

Here's where big change really happens. When
the PCs undercut the power base of what makes
the theme possible, then they're able to change
the city itself. Such changes are reflected in
removing the old aspect and replacing it with a
totally contrasting one based on what the char-
acters did.

Example: If Evan and company manage
to score very large victories against sources
of corruption in the city, that DECAY AND
CorrUPTION aspect would need to be inverted.
A contrasting aspect might be something like
HonNEsT AT HEART, representing an under-
lying core of purity in the population.

You don’t need to lessen a theme before
inverting it. Some themes will end up being
more like light switches—they're either on or
off, all the way. Use your judgment to decide
when lessening before inverting makes sense.

WORSENING A THEME

Not everything is sunshine and puppy dogs—
themes can also get worse. If the PCs manage
to let a situation escalate, the GM is within her
rights to reword the theme to be more imposing.

Example: Of course, if they just let things go
to hell, then the gang would have to deal with
a worse aspect—the GM changes DEcAY AND
CorruprTION to CESsPOOL OF DEVILRY!

WH-N—
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THREATS

Threats are a little more straightforward. If you
used the threat as an aspect in city creation,
remove it when the PCs successfully take care
of it. Unlike themes, dealing with threats means
erasing the aspect rather than changing it. Of
course, resolving a threat isn't the only option—
threats can get worsened, too.

RESOLVING A THREAT
Depending on the scale of the threat, it should
take anywhere between one and several sessions
to resolve and remove. A small-time location
threat might only take one, whereas a major
city-based threat would take many. (This is the
GM’s decision.)

Once a city-based threat is removed, the GM
should come up with a new threat within the
next couple of sessions—the supernasties rarely
leave a city alone for long. A location-based
threat should only be replaced if the location is
particularly interesting to the players and there’s
still ongoing story around that area of town.
Even then, waiting a few sessions before filling
it in allows the PCs to look into other problems.

Example: Miracle of miracles, the Baltimore
PCs manage to defuse the powder keg that is
Baltimore and establish some semblance of
stability. The GM removes ON THE BRINK as
a threat and considers what to add next.

PROMOTING A THREAT

On the other hand, failing to defeat a threat
could mean it gets a real foothold. This takes
some time, though less for a location than for an
entire city. If the threat gets what it wants and
incorporates itself into the city, the threat can
be promoted into a new theme aspect. Some
threats are happy with getting what they want
and then leaving (usually with a trail of bodies

behind them).

Example: The various factions of Baltimore
remain ON THE BRINK after the first major
milestone. The GM declares that they've
settled into a sort of Cold War mentality, and
the tension becomes routine. ON THE BRINK
becomes a city theme, and a dark feeling of
inevitable doom begins to pervade everything.

LINKING MIIESTONES

& CI1+Y ASPECTS

If you're looking to play a city-heavy
game—where cleaning up the city and
making it better for the mortal denizens is
a top priority—consider linking the PCs’
advancement to how well they are encour-
aging the city’s advancement:

¢ Lessening a City Theme...
Significant Milestone

¢ Lessening a Location Theme...
Minor Milestone

¢ Inverting a City Theme...
Major Milestone

¢ Inverting a Location Theme...
Significant Milestone

¢ Removing a City Threat...
Significant Milestone

¢ Removing a Location Threat...
Minor Milestone

Of course, this should be adjusted for the
amount of effort needed. If it takes several
sessions to remove a location’s threat, then it
was a bigger menace than it seemed at first
and should probably be bumped up a cate-
gory or two. Likewise, taking a single session
to invert a city theme hardly warrants a full
major milestone.

L@ ATIONS

When you hit significant and major mile-
stones, you might want to consider adding and
removing locations, since those are good times
to re-think where you want to play in your city.

ADDING A L&ATION

There are two reasons you might want to add a
location: an interesting place keeps coming up
in your game and you want to stat it out with
its own theme, threat, and face; or you want to
change your game up.

The first is fairly easy; if someone notices
such a location, ask the group during the next
milestone if it's worth statting up. If, as a group,
you can quickly come up with its theme, threat,
and face, then it's a good candidate for adding.

Adding locations to change up the game is
a little more involved. You'll want to ask what
that location offers that others don't—maybe
you're looking for a bit more intrigue in the rural
outskirts of town, and you don't have a location
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like that. Depending on how close you stuck to
real-world facts during city creation, this may
involve more research on your part, or it might
mean just making something up and being sure
that everyone else can buy into this change.
Coming up with new locations otherwise
works the same as when you were creating the

city (page 37).

NEW L@ATION, OLD FACE
One trick you can use when coming up with
a new location is to promote an existing
NPC—either friendly or hostile to the
PCs—as the face of this new location. This
way, there’s some level of familiarity to this
location built in already. In addition, if this
is a drastic surprise to the characters (or
even the players!), it could be the core of a
new mystery.

“REMOVING” A L&ATION
When you're adding locations, you may realize
that an established location doesn't seem to be
important anymore. If so, note that down next
to its entry on the city sheet. Don't “erase” it—

that location might serve as a cameo or even take |

the spotlight once again.

Unless, of course, ( was “erased’ by
a wizard who s hard on buddings...

e~

FAC€ES AND
OTHER NPCS

Unlike locations, faces are fairly easy to change.
They're like any other character the GM feels
the need to change up for story progression.

REPIACING OR ADDING
A L@&@ATION'S FACE

In most cases, it’s pretty obvious when to replace
a location’s face—when you need a new one. If
an existing face has moved on (or was moved
along), the GM will need to create a new one.
Additionally, if one of the faces has proven
to be...well, boring, the GM could consider
replacing the face with a more interesting NPC.,
You can also move an existing face to a new loca-
tion, as described above. ¢

|
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Advancement

Adding a new face can also happen when you
add a new location. See City Creation (page 41)
for all the details on creating faces.

CHANGING OR ADDING
A FACE FOR A CI¥y
THEME OR THREAT

Sometimes beginning a new story arc demands
that the GM introduce a new face for a city
theme or threat. Alternately, a face who fills a
vital role in your story (head of a faction, etc.)
might die or otherwise be written out of the
story and need to be replaced. When these sorts
of things happen, the GM should create this
new NPC just like it’s done in City Creation
(page 41), including tying him in with a city
theme or threat.

If the city’s aspects—its themes or threats—
have changed, the GM should consider revising
the NPCs tied to those changed aspects. Would
altering one or two of the NPC's aspects help
the NPC remain closely tied to the new theme
or threat? In extreme cases, the NPC might
need to be replaced completely.
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CHANGING EXISTING NPCS
The GM needs to exercise the most discretion
when changing existing NPCs. These changes
largely depend on what kind of relationship
you want them to have with the PCs over time.
Consider the following general categories:

Static NPCs: These are NPCs (or monsters)
that the GM doesn’t plan to advance, per se.
Perhaps they're meant for the PCs to eventu-
ally grow strong enough to overcome after a long
story arc. In this case, they shouldn't grow more
powerful (o, at least, grow at a much slower rate

than the PCs).

Rivals and Nemeses: A great technique for
maintaining a good long-term rival or nemesis
NPC (or peer NPC ally, for that matter) is for
the GM to advance that NPC using exactly the
same process the PCs go through—when the
PCs hit a minor, significant, or major milestone,
the GM should advance the NPC the same
way. This helps the NPC stay approximately as
powerful as the PCs.

Other NPCs: There are no hard and fast rules
here—when the GM thinks an NPC needs to

get a bit more powerful or change in some way,

the GM should make those changes.

Aspects and Changed NPCs: The GM should
adjust NPCs' aspects as required to keep pace
with in-game events. Add new ones that become
important (don't forget conflict consequences!),
remove existing ones that are no longer relevant,
and resolve troubles where appropriate.

NEW FACE,

SAME AS THE OLD FACE...

When replacing a face for a location or
a city theme or trouble, think about the
old NPC’s high concept and motivation.
You don't want the new character to seem
so much like the last face that it feels like
there’s no change. Remember, this character
was probably written out of the story for a
reason.

If the high concept is similar, make sure
the motivation is different. Or, if you need
the motivation to be the same or similar,
twist the high concept into something new.
Consider how the old NPC was removed
from the story and if this new NPC would
be a friend or foe of the old one.
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WHAT ARE
ASPECTS?

The central character attributes in THE
DrespeN FiLes RPG are called aspects.
Aspects cover a wide range of elements and
define what makes your character unique—basi-
cally, they describe the core of your character’s
identity. (By contrast, skills, stunts, and super-
natural abilities could be said to paint a similar
picture of what your character can do, rather
than who he is.)
Aspects can be:

¢ Relationships (Mama's Boy,
APPRENTICE TO ANCIENT MAI)

¢ Beliefs (TuE LorD Is MY SHEPHERD,
NoTHING Is FOREVER)

¢ Catchphrases (Can't Keep My
MouTs SHuT, “It’s Not My Faurt!”)

¢ Descriptors (Wiseass WizARD,
RuGGED As THE RoaAD)

¢ Items (Sworp oF THE CRross,
My MoTHER’S PENTACLE)

¢ Pretty much anything else that paints a
vivid picture of the character (Bic Man
O~ Camrus, ANGER Is My CONSTANT
COMPANION)

In terms of game rules, aspects are the main
avenue by which you gain or spend fate points
(page 19) for your character. Fate points are akind
of currency that can be spent for bonuses, and
they are earned when aspects cause problems
and complications for the character.

Here's a summary of all the ways that aspects
are used in the game:

Invocation: Spend a fate point, describe how
one of your character’s aspects is beneficial to
him, and get either a +2 bonus or a reroll to a

skill roll.

Invocation for effect: Spend a fate point and
describe how one of your character’s aspects
allows you to make a declaration (page 116) of
fact about something in the game.

Compel: Either receive a fate point when one
of your character’s aspects works to his disad-
vantage, or spend a fate point to avoid that
disadvantage.

Tag: On any aspect you create or discover in
a scene, get the first invocation for free (as in,
without spending any fate points).

At the start of a game, you'll place aspects
on your character as part of the process of char-
acter creation (page 52). Starting player characters
(PCs) have seven aspects, including one aspect
each for their high concept (page 54) and their
trouble (page 55). These aspects are effectively
permanent, though they can change over the
course of time.

In addition, during the city creation process
(page 24) you will also place aspects on the setting
in which the game takes place—these work
just like character aspects do, defining the most
important features and elements that make the
city unique,

You will also encounter temporary aspects
during the course of play. These aspects
might be placed on your character to describe
momentary changes of condition or circum-
stance (Orr-BaLance, BRokeEn Nosg), or
they might be placed on an environment to
highlight elements that might come into play
during a scene (Gas Main, ON Firg, UNEVEN
TerrAIN). Typically, you will use your skills to
create or discover these aspects during play (see
page 113 for more information).

USING ASPECTS

The process of using an aspect begins by
proposing that one is relevant. Either a player or
the GM may make this proposal. Next, deter-
mine if the aspect’s relevance is working for or
against the character that has the aspect.

As a general rule, if it’s for, it is considered an
invocation and the character will probably be
spending a fate point; if it's against, it's consid-
ered a compel and the character will probably
be receiving a fate point. Each type of aspect use
has specific rules governing how it functions,
but if you ever find yourself confused about
the basics of using aspects, come back to this
fundamental idea.

INVOKING ASPECTS

When you can apply an aspect to the situation
your character is in, it can be used to give you
a bonus. Doing this requires spending a fate
point (see below) and is called invoking the
aspect. In this context, the aspect makes your
character better at whatever he’s doing, because
the aspect in some way applies to the situation.
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Invoking an aspect can be used to either:
¢ Pick up all the dice you rolled and re-roll
them; or
¢ Leave the dice alone and add 2 to the
result.

It is possible to use more than one aspect on
a single roll, but you can't use the same aspect
more than once on the same roll or action
(even if you've re-rolled the dice, that’s still the
same roll or action). Re-rolls are riskier than
just taking the +2 bonus—you can always
end up worsening things or not making much
improvement—but when the dice just didn't roll
your way, a re-roll can be a much cheaper way
to recover. The +2 option is the surest way of
improving a roll that's good, but not quite good
enough.

The GM is the final arbiter of when an aspect
is or is not appropriate (to minimize disagree-
ments between players and GM, see “Getting
on the Same Page,” page 112). Usually this means
you must invoke an aspect that is appropriate
to the situation at hand. If you want to invoke
an inappropriate-seeming aspect, be prepared to
describe how the action actually is appropriate
to the aspect. The GM’s priority here should
not be to strictly limit the use of aspects, but
rather to ensure appropriate use by encouraging
players to make decisions that keep their aspects
interesting,

Example: Maya McKenzie is hiding nearby as
Biff is about to get pounced on by a rampaging
werecat. She rushes to try to push him out of
the way using her Athletics as a block action
(see page 210), but rolls terribly on the dice,
getting @CQ@@. Thankfully, she has an aspect
called Brrr’s STEADY GIRLFRIEND and the
GM bhas previously agreed that this is the sort
of thing she can invoke to help Biff out. Maya’s
player, Amanda, spends a fate point, invokes
Birr’s STEADY GIRLFRIEND, and re-rolls
the dice.

Her subsequent roll of Q@G is better,
but she’s worried she needs more than a +1 to
her Atbletics skill to get both herself and Biff
out of the werecat’s way. She can’t use BIFF’s
Steapy GIRLFRIEND again on the same
action, so Amanda spends a fate point and
suggests that Maya could use her QUIET As
A Mousk aspect, what with cats and mice
being mortal enemies. The GM looks skeptical,
however, so Amanda looks for another aspect
that fits. Luckily, Maya also has UNcoMMON

SENSE as an aspect and suggests that it makes
a better fit—essentially changing her approach
from “push Biff out of the way” to “I know cats,
so I had an inkling it was going to pounce—
let’s both get out of the way!” and using that for
a little extra motivation to achieve success.

The GM agrees, and Amanda spends
another fate point, this time invoking
UNcomMMON SENSE for a +2 to the result.
With an Athletics roll at +3, she’s much more
confident that she'll be able to get herself and Biff
clear of the werecat’s rampage—at least long
enough for their wizard pal Evan Montrose to
whip up something to slow it down.

You aren't limited to the aspects on your
character’s sheet when you make an invoca-
tion—any aspect that your character is aware
of or has access to can potentially be invoked.
This includes aspects on other characters, on the
scene (see page 105 for more on scene aspects), or
on the city. For details on doing this, see
“Interacting with Other Aspects” on page 105.

INVOKING FOR EFFECT

You can also invoke an aspect for effect, using
it to declare a fact or circumstance that would
be of benefit to your character. This costs a
fate point like any other invocation does. For
example, you could invoke your character’s
WarDEN CONNECTIONS aspect to declare that
there’'s a Warden actually in town.

Different groups will have different tastes
regarding the potential scope of invoking for
effect, and your group should talk this over to
see where each player stands. GMs are encour-
aged to be fairly liberal in this regard, provided
that the player’s desired effect is consistent with
the aspect and the overall sensibilities of the
game,

For example, if the GM is hemming and
hawing over whether or not your character can
spend a fate point to declare that he arrives at
exactly the right moment, invoking your charac-
ter’s PERFECT TiMING or GRAND ENTRANCE
aspect for that same effect should remove any
of her doubts. That said, this is not a method
for the players to get away with absolutely
anything—when in doubt, talk it through with
the group.

As with regular invocations, you can also
spend fate points to invoke aspects on the scene
or on other characters for effect. See page 105 for
more details on that,
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COMPEILING
ASPECTS

An aspect can also allow you to gain more fate
points by bringing complications and troubling
circumstances into your character’s life. When
this occurs, it is referred to as compelling the
aspect. Usually, a compel focuses on only one
aspect, but, in certain rare situations, more than
one might be compelled for a larger payout.

The GM often initiates compels. When she
compels one of your aspects, she’s indicating that
your character is in a position where the aspect
could create a problem or a difficult choice.
However, you can also cause the GM to compel
another character’s aspects with a similar ratio-
nale and results (see “Compelling Other Aspects,’
page 107). Sometimes, compels even happen by
“accident” when a player plays his character’s
aspects to the hilt and gets into complicated
circumstances without any nudging.

When you are the target of a compel, you may
negotiate the terms of the compel a bit, just to
make sure that the outcome doesn't violate your
character concept or create a similarly undesir-
able effect. Once the terms are set, you have a
choice: spend a fate point and ignore the aspect,
or accept the complications and limitations on
your character’s choices and receive a fate point.
When you accept the fate point, the aspect is
officially compelled.

GMs take note! Keeping the compels lively
is your explicit responsibility during play.
Staying on top of your compels and leaning
in hard on them whenever the opportuni-
ty’s there will keep the game exciting. Don't
be shy!

Players take note! If you “self-compel,”
bring it to the GM’s attention to get your
fate point!

There are a few ways an aspect can compli-
cate a character’s life via compels: it limits the
responses available to a character in a certain
situation, it introduces unintended complica-
tions into a scene, or it provides the inspiration
for a plot development or a scene hook for that
character.
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LIMITATIONS

An aspect may limit actions and choices. If
your character would normally have a number
of choices in a particular situation and acting
in accordance with his aspect is going to make
more trouble for the character and limit those
choices, that’s grounds to compel the aspect.

It's important to note that an aspect may
dictate the type of action when compelled this
way, but it usually won't dictate the precise
action, which is always the player’s decision. In
this way, compelling the aspect highlights the
difficulty of the choices at hand by placing limits
on those choices, using the idea of the aspect to
define (or at least suggest) those limits.

Example: Murphy has an aspect indicating
her Quick TemPER. The FBI's just blown
into town and is demanding to take over her
case. Murphy could shoot her mouth off here,
making things pretty uncomfortable for her, so
the GM compels her Quick TEMPER aspect,
saying, “Ihese guys are really ticking you off.
Maybe you should tell them what you think of
the FBI's usual quality of work...” and sliding
forward a fate point.

If Murphy accepts the fate point, she’s
accepting that her Quick TEMPER aspect
should limit her choices of how to respond here.
Maybe she’ll tell the FBI off to their faces, or
maybe she’ll simply storm out—that’s her
choice—Dbut however you slice it, her Quick
TEMPER should come to the fore immediately.
Then again, she’s been having enough trouble
as it is at work, and she knows her superiors
on the force would be very upset if she got into
it with an FBI agent; that could result in nega-
tive repercussions, so maybe it’s time to suck it
up and spend a fate point to keep that temper
in check...

COMPUCATIONS

An aspect may also complicate a situation, rather
than directly limiting your character’s choices.
If everything would be going along normally
and the aspect makes things more difficult or
introduces an unexpected twist, that's grounds
for a compel. In some cases, complications may
suggest that certain consequences are mandated,
such as failing at a particular action without
a skill roll—perhaps your character would
succeed at a defense roll against a Deceit action,
but his GULLIBLE aspect is compelled, forcing a
failure if you accept.

Example: Harry Dresden has the aspect THE
Buirping Was oN FIrRe aND IT WasN'T
My Faurt. He’s trying to rescue a girl from a
pair of White Court baddies when he gets into
a fight with them. Slinging his blasting rod and
shooting off a gout of flame, he aims to burn one
of them to ash when the GM slaps down a fate
point. “How about you miss and that flame of
yours ends up being another BurLping Was
oN FIRE situation?”

Harry’s player, Jim, considers: he’s pretty
light on fate points due to his low refresh, and
the warehouse is otherwise empty of people—
no worries about killing anyone. It's early in
the session, so there’s plenty more story to come,
and he knows he'll need those fate points when
it does. Plus, the vampires haven’t killed this
girl yet, so he’s betting they're keeping her alive
for a reason.

On the other band, he’s wasting an action in
the conflict by failing this attack, and be knows
that the more he lets this happen, the more of a
reputation it gives him as a spreader of destruc-
tion, which could come back to haunt him later.
And be has to live with the fact that some poor
uninvolved mortal's warehouse just got burned
down, and this time, it totally is bis fault.

Jim weighs his options, takes the fate point,
and agrees to miss (this time, at least). The
warehouse begins to burn.

GM-DRIVEN COMPELS

Some compels are used to directly drive the story
in one way or another and, as such, are really the
province of the GM. A good GM will want to
use the aspects of the PCs to create adventures
and provide the basis for scenes.

This means that sometimes an aspect may
add a complication “offscreen,” such as when
the GM decides to use a charactet’s personal
nemesis as the villain for a session or to give the
character an unpleasant responsibility or assign-
ment. She might also use a character’s aspect
to justify a particular “hook” for a future scene.
When this happens, it counts as a compel.

GMs should not rely on a player’s particular
response to this kind of compel to drive a plot—
remember, the purpose of a compel is to create
drama, not force people into things. Keep in mind
that a player can always negotiate the terms of
a compel—he might have an even better idea
for a dramatic way to start a scene or move the
story along.
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SAY YES, ROIL THE DICE, OR COMPEL
You may have gathered this already, but just to be clear,
there’s a chance that a compel could happen any time
you might otherwise pick up the dice. Usually, when
you as a player want to try to do something, the GM
will have you roll dice if she has an interesting idea of
what might happen if you fail. If she doesn’, there’s
really no reason to roll at all.

But, if there’s a good opportunity for your action
to complicate things, she might “trade in” the dice roll
in favor of making up something that’s interesting
and engaging. This is great stuff to make dramatic
moments with, and it’s definitely something you can
use as well—as long as you're willing to deal with the
potential complications, you might be able to succeed
at an immediate task in exchange for future problems.

For example, Harry’s aspect of THE BurLbing Was
oN FIre aAND IT WasN'T My Fautr is something he
could point at and say “How about I blast through this
wall and escape my attackers, but the place catches
on fire and starts to collapse?” The GM might say,
“Okay, but you're going to get picked up by the cops
because someone spots you leaving the scene,” and
accept that as a worthy compel, handing Harry a fate
point without the dice ever getting involved. There’s no
need to roll and see how the spellcasting went since its
success and nasty fallout has already been stipulated as
a consequence of the compel.

Situations like this can really help inspire players to
get involved in the evolving story.

| pEMAND 23
RETRoACTIVE
FATE PoINTs.
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A NO*¥e FOR GMS:
“ACCIDENTAL” COMPELS

It's worth remembering that sometimes players
simply play to their aspects without thinking to
ask for a compel. When that happens, the GM
should make a note of it (sometimes—even
often—with the player reminding her) and, if
possible, award the player with a fate point retro-
actively. If it’s too late for that, the GM should
make a note to give that player one extra fate
point next session, after the refresh.

It's important that the GM keep in mind
what sorts of things would normally constitute a
compel. Compels happen in order to make certain
choices or situations more difficult or more
dramatic for the compelled character. Certainly,
staying in character and playing in a way that’s
appropriate to a character’s aspects should be
praised; but it should be rewarded only when the
player’s aspect-consistent play has actively made
his character’s choices more difficult.

P -

Example: Thomas bhas an aspect for bis
family: FALLEN PRINCE OF THE RAITH
Famiry. This means he’s a liability for bis
house and bis father is continually trying to
find ways for other people to kill Thomas for
him. The Red Court is going to be throwing a
lavish ball at the Velvet Room, and Lord Raith
has sent Thomas a “note” letting him know
that Thomas is expected to attend. The GM
suggests that this is a compel based on Thomas’
FALLEN PRINCE aspect, because his status
in the family doesn’t leave him many choices.
Thomas player, Clark, accepts and the GM
gives him a fate point.

There are at least two ways Clark can fulfill
the terms of this compel. Thomas can take the
easier but possibly deadly choice of attending
the Red Court ball, or he can defy Lord Raith,
which would take the story in a very different
direction—in that case, Lord Raith would
come after him with intensity and fury. If he
was taken by Lord Raith’s servants, he would
have to answer dearly for his defiance...

Sometimes, it may seem as though there
is no practical way to buy out of a “scene-
starter” compel. Suppose you have the
aspect My DEAR BROTHER, and the GM
proposes a compel with, “Hey, so you find
your brother beaten to a pulp and left on
your doorstep, with a note that says ‘Now
we know where you live’ on it It would
be pretty lame to spend a fate point and
suggest that it doesn't even happen.

Keep in mind, though, that when you
buy out of a compel, what you're really
buying out of is the potential complication
that could arise from what’s proposed.
You're giving yourself the option of a
response that’s not as dramatic. So you don't
have to say, “No, my brother doesn't show
up on my doorstep.” You might say, “Man,
I've got a lot going on right now in this
story...look, here’s a fate point, and let’s say
I call an ambulance and just get him to the
hospital”

(What about just delaying the arrival of
the wounded brother for a scene or two?
Either you buy out of the complication or
you don't. If the complication’s going to
happen and you want to do another scene
first, that’s a thing for the group to negotiate
over—see below—but it doesn't get into the
actual mechanics of refusing a compel.)
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NEGOTIATING A COMPEL

In play, players and the GM can both initiate
compels. When the GM initiates a compel, the
process is very simple, The GM remarks that the
aspect might be appropriate here and offers you
a fate point. Of course, in a perfect world, the
GM would always be aware of all aspects and
always know when they should be compelled
and rewarded. In practice, the GM is keeping
track of a lot of stuff and may not realize that
you have an aspect that is appropriate to the
situation.

When this happens, you should feel free to
capture the GM'’s attention and point to the
appropriate aspect, holding up a fate point and
raising your eyebrows or giving some other
signal to indicate you thinks it’s time for a
compel.

When you call attention to one of your char-
acter’s aspects, it may be as formal as“I think my
GrEEN EvEs oF JEALOUSY aspect applies here,”
or it may be conversational, like, “Boy, that guy
talking to my girl is pretty suave, as I watch them
with my Green Eves or Jearousy” (bran-
dishing a fate point). There’s no one way to do it
and groups are encouraged to fall into whatever
pattern is most comfortable for them.

After a player or the GM suggests a compel,
the immediate next step is to negotiate over the
terms. Usually, the person who suggests the
compel has an idea in mind already, but that
doesn't mean things are set in stone. Remember:
compels are supposed to make things more
dramatic and interesting, not force people into
boxes. So, you should feel free to offer a suit-
ably dramatic counter-proposal if you feel itd
be more in keeping with your character, suggest
alternate details, and so on. Likewise, GMs
should feel free to turn up the heat on a player
who's proposing a weak compel.

Example: Harry and Billy are in the park
investigating a sudden rain of frogs and have
gotten into an argument. Due to some recent
developments in the GRAVE PERIL case, Jim,
Harry’s player, bas changed one of his aspects
to I Work ALONE. As the argument gets more
heated, Jim suddenly turns to the GM and
brandishes a fate point menacingly, insisting, “I
Work ALONE!”

The GM blinks for a few moments before
remembering the recent addition to Harry’s
sheet. She smiles and slides forward a fate
point. “You do work alone, as it so happens”




Aspedz‘s

J EEE,

By TRy
NOoT To
RUB THAT
ONE IN oR,
ANYTHING.

Hey, you
weren't the
one whe hat

1o get nated
n a public
park i order
70 put 2
Aurtin’ on a
Jhoul. | M _just
Glad that
[ was gJomg
commando in
sweatpants
that day..if
! hal a nitkel
Sor every pair
oF boxers [ve

destreyed...

| REALL~NY
DIDN'T
NEED To
KNow THAT,
oKA-Y,?

104

she says. “And it’s left you tired, cranky, and
inattentive as you work yourself into an early
grave. Which is why you've totally failed to
notice the ghoul with the shotgun in the shop-
ping cart, right?”

Jim groans. “Yeah. I guess I'm so focused
on getting Billy to stop trying to play in the big
leagues, I just end up missing it.” He pauses,
and adds, “Can we at least make this compel
about me losing face to Billy and having to
admit he’s right, rather than being about me
getting my ass blown away in the first scene?”

The GM grins and says, “Tell you what.
I'll say that the ghoul doesn’t actually get to
take advantage of the fact that you're defense-
less, but maybe this bit is a little bigger than I
originally thought. Oh, and Billy will get initia-
tive for the conflict. Deal?”

Jim groans again and agrees. The GM
hands over a fate point and also describes a
black pickup truck pulling up, bringing more
assailants with guns. A pitched firefight ensues,
and things in Harry’s life have just gotten a
whole lot more interesting.

WHAT'S A WEAK COMPEL?

When judging whether or not a compel is
“worthy,” the primary thing to look for is whether
the outcome provides a palpable sense of conse-
quence to the character and/or the story. If the
outcome isn't going to create something that’s
going to matter much in the grand scheme of
things, then it probably isn't enough to work as
a compel. Making a compel more worthy might
mean that the GM changes the circumstances
of a conflict to be less advantageous to a char-
acter; it might mean that the session suddenly
takes a stunning new direction plotwise; or it
might mean that the character has an additional
problem to deal with that he didn't before. As
long as it’s an effect you can feel in play, it's prob-

ably good enough.

COMPEILING
MULTIPIE ASPECTS

Occasionally, a situation will come up in play
that seems to be relevant to more than one of
your character’s aspects. This should not be seen
as a problem—rather, it's an opportunity for

high drama.

When a situation is complicated enough
to involve more than one aspect, then all the
aspects are subject to a compel. You must decide
how to deal with this—after negotiating, you
can take every compel for a large payout, or take
only a certain number and then buy out of the
rest. This might mean that you ultimately break
even on fate point gain, but that’s okay—it still
shows your character’s priorities in a dramatic
moment, which is a successful compel.

Keep in mind that there should be a clear
complication or limitation offered by each
aspect; one complication that references two
aspects shouldn't give you two fate points unless
it's a really, really big deal. And if that’s the case,
you might want to consider the optional escala-
tion rule instead.

Example: Michael Carpenter is on a mission
from God, seeking out a diabolist. After a
period of investigation, he discovers the location
of his quarry and that the diabolist is planning
Imminent Demon-Summoning Badness ™.

Michael is a KN1gHT OF THE CROSS and
it’s his job to stop the nefarious bastard (which
Michael would never call him, of course), no
matter what the cost. To get there in time, he
has to drop everything and go right now.

However, he’s also a FAmiLy MAN, and
some of the diabolist’s minions have captured
his family and are holding them hostage at a
location across town from the diabolist’s ritual
site. He cannot be in both places at once.

The GM looks at Michaels player, Ryan,
and says plainly, “Ihis is a compel of your
Kn1cHT oF THE CROSS aspect and your
Famiry MAN aspect. You must choose which
way you're going to go.”

Ryan grits bis teeth, thinks about it, and
says, “I must do the Lord’s work—faith is what
I'm all about, right? I have to go take out the
diabolist and put my family in God’s hands
for now. But you can bet that as soon as the
summoner’s defeated, I'm going to rescue them
with all haste.”

The GM decides that both aspects are
certainly complicating Michael’s life—he’s
following bhis obligation as a Knight, which will
have as yet untold consequences for his family.
She slides over two fate points—he’s going to
need them.
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ESCAIATION

(OPTIONAL RUIE)

Rarely, in moments of high tension or
drama, the GM can choose to escalate a
compel. This optional rule should only
be used when your character is having a
defining moment in his story. As a result,
some GMs may wish to require that your
character’s high concept (page 54) be in play
when this optional rule is used.

Escalation can only occur when you
have bought out of a compel. To escalate,
the GM slides forward a second fate point
and prompts with something like, “Are you
sure...2”

If you accept, you'll get two fate points
instead of one, in addition to getting back
any you've spent to buy out of the compel in
the first place; if you refuse, it's going to cost
you another fate point (for a total of two).
In the rarest of cases, when the story is at its
highest tension, the GM may escalate a final
time, making the reward and cost to buy out
three fate points. If you are willing to spend
three to refuse this truly epic compulsion,
the book is closed.

You can also prompt the GM to start an
escalation. When sliding forward your first
fate point to buy off a compel, say something
like, “T won't go along for one fate point...”
Most GMs will look at the situation at
that point and decide whether or not it’s
a moment of high drama. If it isn't, they'll
accept the proffered point; but if it is, the
escalation’s on!

GMs may also want to consider turning
the crank each time a player chooses to
escalate. Each step of the back-and-forth
between player and GM should add some
detail to the story that shows the stakes are
escalating—it’s not a simple game of chicken
via sliding tokens around on a table. For
example, if the aspect compelled is GREEDY
and escalation is in effect, things should be
spiraling rapidly from a simple moment of
avarice to an urge so powerful that klepto-
maniacs would blush and give pause.

Whatever the case, escalation should be
done sparingly. Compels will bring enough
heat on their own most of the time—you
don't always need to be dropping nuclear

bombs.

INHFERACTING
WITH OTHER
ASPECTS

The aspects on your character are not the only
aspects that you can use. Your fellow players’
characters have aspects, of course, as do some
NPCs. Sometimes even the scene itself may
have aspects (called, shockingly, scene aspects),
like Dark or CLUTTERED; see page 198 in Playing
the Game for more details. Additionally, the
city where your campaign takes place will have
aspects on it that your group will make up
during city creation (see page 24), which can be
considered scene aspects on nearly every scene.

To interact with an aspect other than your
own, your character needs to directly interact
with the object, location, or person that has
the aspect you want to invoke, in a way that
is appropriate to the action in progress. This
means that if a scene has an aspect of IL.L MET
BY CANDLELIGHT, not only can characters be
described as emerging from the shadows with
eerily under-lit faces, but those characters may
also invoke the aspect to aid their Stealth rolls
(thanks to the low lighting implied). They might
later invoke it to knock the candles over and set
the room ablaze, or to trigger encounters that
are inopportune to one or more parties (“Ill
Met” indeed!).

Your character also needs to have reason-
able access to the aspect in question. With scene
aspects, this is easy—your character usually just
needs to be present in the scene to interact with
the aspect. There are several ways you can gain
access to an aspect that is on another character
or scene:

¢ Discover it via assessment (page 115)

¢ Create it with a declaration (page 116)
¢ Establish it with a maneuver (page 207)
¢ Inflict a consequence (page 203)

If your character can interact directly with the
owner of the aspect in an appropriate manner
and has reasonable access to the aspect in ques-
tion, you may use that aspect in a number of
different ways.

ASpedfs
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INVOKING
OTHER ASPECTS

The procedure to invoke an aspect that isn't on
your character is precisely the same as a regular
invocation: just declare how that aspect is rele-
vant, spend a fate point, and take a +2 or a reroll.
The only thing to keep in mind is that, if you're
invoking an aspect on another PC or on a NPC
to gain an advantage over them, that character
will receive the fate point you spent, either at the
end of the exchange (in conflict, see page 197) or at
the end of the scene (outside of conflict).

Example: Biff s player, Fred, knows that Maya
has the aspect BIFF's STEADY GIRLFRIEND.
It’s something both players set up during char-
acter creation to highlight how Biff somehow
always ends up needing Maya to help him
out of a jam. It’s Biff s turn to act, and since
Maya has shown up, he thinks it’s a great time
to use some teamwork to get the heck away
from the rampaging werecat. Fred describes
Biff grabbing Maya in his arms and making a
dive to get behind the wind-wall that Evan has
whipped up, saying be’s going to invoke Maya’s
Birr’s STEADY GIRLFRIEND aspect to do so.
Just as when be invokes his own aspects, Fred
spends a fate point and decides to use it as a +2
on his Athletics roll.

This particular invocation was to Maya's
advantage as well as Biff’s, so she does not get
the fate point that Biff spent.

Later in the game, Biff is talking to
someone in a bar who's been spying on him,
and he knows from a previous assessment that
the guy has a BAD TEMPER aspect. He decides
to invoke the guy’s aspect with his Intimidation
roll to get the guy to lose his cool and slip up.
Because that invocation creates a disadvantage
for the spy, the GM gives that character a fate
point at the end of the scene, to save for a future
meeting.

Invocations on other aspects can also be done
for effect, allowing you to use someone else’s
aspect or a scene aspect to make a declaration.
All the guidelines for invoking for effect (page 99)
apply here.

Have | MENTIONED RECENTLY
SeLLs wAS A REAL TERKYE

He was A REAL TERK:

TAGGING

A tag is a special move that you may be able to
do when you're invoking aspects other than your
own. Whenever you make a roll to gain access
to or create an aspect, as per the list on page 105,
you may invoke it one time, and one time only, for
free—as in, you don't spend from your pool of
fate points to take advantage of the aspect.

A tag is subject to one key limitation: it must
occur almost immediately after the aspect has
been brought into play. Some minor delay is
acceptable, but should be avoided when possible.
At worst, a tag should happen sometime during
the scene in which it was established. Some
assessments are an exception to this time limit;
see page 115.

If you wish, you can allow another character
to use the tag for an aspect you've discovered or
introduced. This allows for some great set-up
maneuvers in a fight; you can maneuver to place
an aspect on a target, then pass the tag to an ally
who attacks, using the advantage on his own roll.
This can only be done, however, if it is reason-
able that the advantage could be passed off. A
sniper who uses a maneuver (page 207) to aim
his rifle at a target, putting an IN My SicHTs
aspect on it, can't pass the advantage to someone
else—the aspect placed is specific to him. But
if Harry uses a maneuver to put a SPRITZED
WitH HoLy WATER aspect on a vampire, he
could reasonably pass the advantage to Billy,
who moves in for the knockout blow.

Tags, even if they are to a character’s detri-
ment, do not award a fate point like a normal
invocation would. If no fate point was spent,
there’s no fate point to pass around.

Example: Harry Dresden has just used
his wizard’s senses to discover that the
Shadowman, a dark sorcerer who sent a toad
demon to eat him and his date, is observing
events from nearby using a sorcerous scrying
spell. This knowledge is the result of a skill roll
that revealed that the aspect SHADOWMAN
WarcHING was (secretly) on the scene. Harry
decides to send a spell back up the link by way
of saying hello, and since he just discovered
(“assessed,” page 115) the aspect, he is due a tag.
When he casts the spell, he uses the tag to add
2 to his roll. This is clearly to the Shadowman’s
detriment, but since the tag was free for Harry,
the Shadowman doesn’t get a fate point.
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Later, Harry sends another spell up the
link to shut it down. This time, Harry has
to spend a fate point for his +2. Because the
invocation here is to Shadowman’s detriment
and this time Harry has spent a fate point,
Shadowman will receive a fate point at the end
of the scene. The GM makes a note of that, and
saves that point up for Shadowman to use in
the big confrontation a few scenes later.

Tagging often involves temporary aspects
that result from maneuvers. Make sure you have
a grasp on how temporary aspects behave, which
you can find in the “Conflicts” section of Playing
the Game, page 207.

COMPEILING
OTHER ASPECTS

Being able to interact with the aspects of
others creates a powerful opportunity for the
clever player to set up another character to be
compelled. If you are aware of and can access an
aspect on another character or NPC, you may
spend a fate point to try to trigger the circum-
stances of a compel (see page 100) on the target. If
the GM decides this is a compel-worthy circum-
stance, then she takes the offered fate point and
proceeds with a compel, running it as if she had
initiated the compel herself.

This is a chain reaction—the first player calls
for the compel, and if the GM accepts it as valid,
she negotiates it with the player of the target
character, who either decides to accept (gaining
a fate point) or avoid (spending a fate point).
Once the initiating player spends the fate point,
he does not get it back even if the target buys out of
the compel.

GAME ASPECTS?

Some GMs may wish to step out to an
even more ‘meta-” level and allow for a
game session or even the entire campaign to
have aspects on it (game aspects), like I1’s
Arways DARKEST BEFORE THE DAwWN or
Tae VampiRe WAR. Such aspects should
be used sparingly, since their omnipres-
ence will strongly shape the face of the
game. When adding a game aspect to your
campaign, ask yourself: am I okay with this
showing up in nearly every scene or session
(or at least the majority of them)?

As with a normal compel, the final result can
be negotiated as much as is necessary.

Example: During the course of an investiga-
tion, Harry Dresden has encountered a fetch,
a creature that feeds on fear. The fetch has the
aspect FEAR-EATER on it, which Harry has
recently discovered thanks to a Lore roll to
figure out how to attack the fetch.

Harry wants to draw the fetch to him
instead of another innocent victim, so he
decides to focus on his own fears, visualizing
them and reliving them to draw the fetch in.
Harry's player, Jim, wonders if, rather than
going to the dice, he can short-cut all that and
go straight to getting the effect that he wants by
compelling the fetchs FEAR-EATER aspect.

The GM agrees that Jim can do this if be
spends a fate point (understanding that this
means the fetch then gets to consider and poten-
tially refuse a compel). Jim agrees, and thus
uses FEAR-EATER to trigger a compel of “this
fetch is drawn to me as its primary target.” The
GM, acting as the fetch, then needs to decide
if the fetch is willing to spend a fate point to
avoid this compel or gain a fate point and come
bee-lining for the wizard. If the fetch buys out
of it, at least Harry has cost it a fate point; if
it doesn’t, he’s drawn the creature to him. It’s a
win/win situation, of a sort...

SCENE COMPELS
Scene aspects may imply some circumstances
that will befall any (or many) of the characters
in the scene—EveryTHING Is BurNinG! is
a classic example and a frequent aspect in any
scene involving Harry Dresden. In such a case,
it's entirely apropos to act as if that aspect is on
each character’s sheet and compel (see page 100)
the aspect for each of them, dishing fate points
all around and nicely covering the effects the
aspect has on the characters in the scene.
Technically speaking, a player could try to use
a scene aspect to initiate a mass compel, but itd
be a pretty expensive proposition—hed have to
spend a fate point for every character he wants
to be affected by the compel.
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CREATING
CHARACHER
ASPECTS

More than anything else, aspects are your most
explicit way of telling the GM, “This is the stuff
I want to see in the game.” If you pick an aspect
like THOrRN IN THE RED CouRrT’s SiDE, then
you should be able to expect that the GM will
put you at odds with vampires of the Red Court
pretty regularly. GMs should want players to use
their aspects and should design the story of the
game such that it is based on and around the
aspects the players have chosen for their char-
acters (we'll talk more about this in Building
Scenarios, see page 340). Players should pick the
aspects they want to use, and GMs should
encourage them to choose aspects that will be
both interesting and useful.

Once you decide on an idea for an aspect, you
need to figure out a name that best describes
what you intend. There are usually many possible
names for a desired aspect, which can make this
choice somewhat difhicult. However, most of the
time an aspect is going to be a phrase, a person,
or a prop. These categories of aspects aren't hard
and fast, and there can be some overlap among
them—they're just intended to give you an evoc-
ative way to think about aspects and help break
mental blocks.

BELIEVE ME, SOME ¢

A phrase can be anything from a simple
detail (STrONG), to a short description
(TrorL's BLoop GivEs STRENGTH), or even
a literal quote (“No ONE Is STRONGER THAN
THroGBAL!"). Phrase aspects come into play
based on how often the character’s current situ-
ation matches or suggests the phrase. A colorful
phrase adds a lot of flavor and innately suggests
several different ways to use it. This potentially
makes phrase aspects some of the most flexible
aspects in the game.

A person can be anyone important to your
character. A friend, an enemy, a family member,
a sidekick, a mentor—as long as someone
matters to your character, that someone makes
an appropriate aspect. A person aspect is most
easily used when that person is in the scene with
your character, but the aspect can come up in
other ways, depending upon the person’s history
and relationship with your character (ideally, the
relationship should be stated in the wording of
the aspect).

For example, a character might take My
OLp TeAcHER FINN as an aspect. Beyond the
obvious applications of having Finn show up,
a player might also invoke this for a bonus and
justify it by talking about “hours spent in Old
Finn's knife throwing classes” or something
similar.

Keep in mind that an organization can be
used in the same way, representing both the
ability to call on that organization’s resources for
aid and the obligation to work for that organi-
zation’s best interests, even when they conflict
with your own. So, WizarRD oF THE WHITE
Councit is technically a “person” aspect in that
sense; it gives a character the ability to call on
the Council for aid, but also requires that char-
acter to deal with whatever problems the asso-
ciation might bring.

Props are things, places, or even ideas—
anything external to your character that isn't a
person. A prop can be useful if it’s something
your character has with him or if it’s the crux of
a conflict, but it may also imply things about your
character or even be significant in its absence
(Ah, if only I had my Trusty TooLrBox!)
and thus earn you fate points (see “Compelling
Aspects,” page 100).

Again, keep in mind that these categories are
allowed to blur if need be—an aspect like “TimE
10 CaLL THE MAYOR!” has elements of both a
phrase and a person, and that’s just fine.

THOSE C_oUNCIL PROBLEMS cAN BE REAL WHoPPERS-

® \

noa

e —

)

EEHHEHZ—”—'—_"’

0

| L b = N e BN

nonAMDD

nonnOnNOoOnOnNn
— e —— ——— —— - p— — T—y——

0

r‘*-lr"

naa



POWERED PROPS

A player may want to take a prop aspect
for an item that has supernatural power
attached to it, to signify a “trademark” item
(think King Arthur and Excalibur). This
is a great idea, but keep in mind that your
character may need to invest other resources
(such as stunts, or time and effort) to
possess props of particular power.

In other words, it's not enough to give
yourself an aspect saying you have a Sword
of the Cross—you'll also have to buy
the sword as a facet of your supernatural
abilities. Or to look at it a different way,
the prop aspect is more about the rela-
tionship you have with the prop than it is
about the prop itself and what it does. For
more on supernatural items for your char-
acter, see Supernatural Powers (page 158) and
Spellcasting (page 248).

“POSITIVE" VS.
“NEGATIVE" ASPECTS

Strictly speaking, the most beneficial aspects
for your character are the ones that are most
interesting; in this case, “interesting” specifically
means that they are double-edged—useable to
both the character’s benefit and detriment in
different situations.

You may have noticed that a number of the
aspects throughout this book appear to be “bad”
aspects—they indicate a downside for a char-
acter or a directly negative connotation. Aspects
like OrTeEN DrRUNKER THAN A SKUNK, A
BorN SuckEir, STuBBorRN As HEeirr, and I
CaN NEeVER TELL A Lik all suggest situations
where the character will have to act a certain
way—making an ass of himself at an important
social function, falling for a line of bull, failing
to back down when it's important to do so, or
speaking truthfully when truth is the path to
greatest harm.

So why put such aspects on your sheet if
they're only going to make trouble for you?
Simple: you want that kind of trouble.

On a basic game-rules footing, these are a
direct line to getting you more fate points, and
fate points are the electricity that powers some
of the more potent positive uses of your aspects.

Outside of just the rules, a “negative” aspect
adds interest and story hooks for a character in

a way that purely positive aspects can't. This sort
of interest means time in the limelight. If some-
one’s trying to take advantage of the fact that
your character’s a SUCKER FOR A PRETTY FACE,
that’s an important point in the story and the
camera is going to focus on it. They also immedi-
ately suggest story ideas to your GM, providing
her with ways to hook your character in.

However, an aspect that has only negative
connotations could be limiting to your character
in certain ways, because you also need to have
an avenue to spend the fate points you're taking
in. Aspects that are more “positive” are the chan-
nels for what makes your character special and
awesome, allowing him to excel in situations
where others might not.

Likewise, you also don’t want an aspect that
has only positive connotations. Not only do they
prevent your character from routinely getting
fate points but, dramatically speaking, they're
kind of boring. Stories about characters who are
always competent and always succeed are lacking
in conflict and surprise. If your character starts
to become predictable and boring, he’s probably
going to stop being a focus of the story.

So, you definitely want to have hints of both.

THE RUIE OF THREE

As a rule of thumb when picking an aspect,
think of three situations where you can see the
aspect in play. If you have one reasonably posi-
tive situation and one reasonably negative situa-
tion out of that set, you're golden! If the aspect’s
uses are all negative or all positive, you may want
to reconsider how you've worded your aspect—
try to put in a little of what's missing. Ultimately,
though, one aspect that’s “all good” or “all bad”
isn't much of a problem, so long as you have a
good mix throughout your whole set.

As an example, something like GENIUS-
LeveL INTELLIGENCE might seem like it doesn't
provide very much in the way of negative output.
So you might change the context of it a little and
reword that to NErDIER THAN A COLLEGE
ProressoRr. You could still justify getting the
same advantages as the original aspect, and
you could pick up some potential negative uses
in the social arena—maybe the character’s
attempts at social interaction are plagued by
people perceiving him as just too nerdy, or no
one ever takes him seriously when he’s trying to
intimidate or impress.

ASpedz‘s
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Keep in mind that it is possible to find posi-
tive ways to use negative-seeming aspects.
Someone who is STuBBORN As HELL may be
more determined to achieve his goals. Watchful
eyes might dismiss the guy who's OrTEN
DrunkeER THAN A SkUNK as “just a drunk”

when he’s using his Stealth skill.

SITUATION VS. STORY

Aspects also tend to divide into two camps—
situation and story—and it'’s a good idea to
make sure you have aspects of each type.

The distinction between these is better illus-
trated with examples, but here’s a general defi-
nition: situation aspects describe circumstances
and events that routinely happen to the char-
acter, while story aspects describe the reasons
why those things tend to happen.

Situation aspects are often phrase aspects,
descriptors like Nick or Time, Last ManN
StaNDING, and ALwAyYs THE BUTT OF A JOKE.
They provide a set of expectations for the kind
of stuff you're going to see happening whenever
that character is around. A good example from
Harry’s list is THe BuiLping Was ON FIRrg,
Anp IT WasN't My Faurr—there is a pattern
of examples in the casefiles where Harry’s pres-
ence contributes to or results in massive prop-
erty damage of one kind or another. Characters
in novels, comic books, and other fictional media
often have these kinds of reliable, schtick-like
qualities as a way to make them more vivid
and interesting. Over time, they create a sense
of familiarity that helps people become more
invested in and sympathetic to the character.

By themselves, though, situation aspects only
do half the job. Harry doesn't just willy-nilly
decide to go around setting buildings on fire—it
happens because he gets drawn into those bad
situations somehow. There are things in his life
that drive him toward the events where those
situation aspects are going to come into play.
This is the role of story aspects.

Story aspects are most often people and prop
aspects, representing those elements of the game
world that your character is tied to. They provide
a set of the likeliest candidates to bring trouble
to your character’s door and provide a reason for
him to go out into the night. A good example
from Michael Carpenter’s list is the way his high
concept, KNIGHT oF THE CROSS, sometimes
conflicts with his trouble, FAmMiLy MaN.

Michael is wholly devoted to the service
of God, his own wife, and his children. As a
result, a lot of trouble comes to his door—the
Almighty often compels (no pun intended)
Michael to leave home for what can only be
described as holy quests, and there are a few
examples where his family has played a part in
Harry’s casefiles, whether as victims, targets, or
active participants.

These things serve as an inherent impera-
tive for Michael to do what he does, providing
essential context for understanding his actions.
For your character, they will also do something
else—provide a ready source of material that
is guaranteed to get your character into a story.
Story aspects help the GM come up with mate-
rial for the game that will involve your character
personally from the get-go, which helps make a
more satisfying game for all those involved.

The real mojo happens when story aspects
and situation aspects work together. Imagine
your character has both STuBBORN As A MULE
and SaMANTHA, My LoNGg-LosT SISTER as
aspects. During the game, the GM is definitely
going to provide clues as to the whereabouts of
your sister, bring in adversaries who try to use
the knowledge that she’s missing as leverage over
your character, or even just introduce the poten-
tial to get more information.

Because these things are happening, your
character is going to have a lot of opportunities
to demonstrate that stubbornness in scenes and
conflicts, pushing against all odds in the hopes
that he can track his sister down. He'll make
enemies, get into trouble because he’s too stub-
born for his own good, conquer foes, and gener-
ally shake up the world around him.

That's why it’s important to make sure you
have aspects like these. And again, keep in
mind that these are not hard and fast catego-
ries—some aspects might straddle the line a bit.
Consider a hitman character with an aspect of I
Harte THE PERsoN I've Become—this might
be both a story and a situation aspect in some
sense, even though it doesn't imply a connection.
Personal issues can be a very strong source of
motivation for some characters, and it’s easy to
imagine this hitman getting drawn into a story
in an effort to redeem himself in his own eyes.
Likewise, the aspect also suggests a number of
behaviors that might become trademark for him,
like having an uncharacteristic merciful streak,
or engaging in wild, destructive behavior out of

self-loathing,
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HEATING THINGS UP

Aspects are one of the major sources for igniting
ideas and story hooks for your character. They're
the first thing a GM will look at on your sheet
when trying to work out what sorts of stories
to throw your way. This is powerful juju, and
the best part is that you are in total control of
it with the words you choose for your aspect. If
one character has the aspect Quick and another
has the aspect SworN ENEMY OF THE SECRET
BroTHERHOOD OF THE FLAME, which one do
you think suggests more ideas for the GM? Your
aspects give you a “vote” in what sort of game
you're going to be playing in. Don't let it go to
waste. (If nothing else, you have just established
that the Secret Brotherhood of the Flame exists
in the setting, and the GM will probably turn to
you for further details.)

At first glance, the most powerful aspects
would seem to be things that are broadly useful
with no real downside—things like Quick,
Lucky, or STRoNG—and you may be tempted
to go with those. Resist that temptation!

See, there are three large problems with
broad aspects like these: they're boring, they
don't generate fate points, and they surrender
your ability to help shape the story.

Boring is pretty obvious. Consider a char-
acter who is Lucky and one who has STrRANGE
Luck. Both aspects can be used for many good
things, but the latter allows for a much wider
range of possibilities—and more compels (see
page 100 for more on compels). Remember, every
time an aspect makes trouble for you, you'll
receive a fate point. STRANGE Luck means
that the GM can throw bizarre—even unfortu-
nate—coincidences at your character, but you get
paid for it. (If this doesn't seem tempting enough
yet, remember that the GM is probably going to
do something bizarre to you anyway—shouldn't
you benefit from it and have some say in how it
happens?)

The most powerful aspects are easy to spot:
they're the most interesting ones. An aspect you
can use to your advantage, but which can also
be a disadvantage, has the most mechanical
potency. What's more, aspects that tie into the
setting (connecting your character to a group or
a person) help you fill in the cast of characters in
a way that is most appealing to you.

Whenever you're writing down the name of
an aspect, ask yourself, “How hot is this aspect?”
If it seems kind of lukewarm, then you might be
missing the mark, and it's time to turn up the
heat. You certainly don't have to do this with
every aspect you take, but it's a great way to stay
involved in the overall story.

Here are a few “good—better—best”
examples:

¢ Tepid: WizArp.
Toasty: WizarDp PrivaTe EvE.
Fuego!: THE ONLY LisTING
UNDER “Wi1zaRrD” IN CHICAGO'S
YerLow Pages.

¢ Tepid: STRONG.
Toasty: TroLL-BLooD STRONG.
Fuego!: STRONG-MAN OF THE
WINTER COURT.

¢ Tepid: Dark Pasr.
Toasty: RErorMED EviL CULTIST.
Fuego!: Tue EBon SurouDp CuLt
WanTs ME DEeab.

In each of these cases, the “tepid” option
certainly suggests its uses, but it doesn't really
jump off the page as something that suggests
story. The “toasty” option is better since it's more
specific; both GM and player can see some
potential story hooks in these, and they serve
to differentiate themselves from their lukewarm
predecessors. But in terms of rocking the house
and suggesting story left and right, “Fuego!” is
what you want.

Tue Oniy Listing UNDER “Wizarp”
IN CHicaco’s YELLow PaGes could well
be a prime driver for why dark and compli-
cated stories tend to take a full-tilt run at
Harry Dresden’s head. STRoNG-MAN OF THE
WiNTER COURT not only suggests that the
character is very strong and faerie-blooded,
but it also states a relationship with the Winter
Court itself. That's three sides to the aspect right
there. THE EBoN SHRouD Curtr WaANTS ME
DEeap both references the character’s dark past
and complicates his present circumstances, with
there always being a chance that some heavies
from his former cult will come knocking and go
snicker-snack with his head.

So when you pick an aspect, ask yourself: is
this tepid, is this toasty, or is this “Fuego!”?

ASpZdz‘s
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GETFING ON
THE SAME PAGE

Aspects are probably the clearest message
you can send to the GM about what you want
from the game, short of walking right up to
her and saying so (which is also a great plan).
Furthermore, in all likelihood, the GM is going
to have copies of your character sheets when
you're not around, so the aspects you've picked
are going to represent you in absentia. Once
you've picked all the aspects for your character,
take a step back and look at them. Do they
represent your character the way you want them
to? If not, change them!

By themselves, aspects can't say it all. Short of
making each aspect a paragraph or essay, you're
dealing with a few short, catchy phrases and
names here. You want them reasonably short,
because you want to be able to talk about them
casually without running out of breath.

But the brevity of an aspect’s name means
some things are left unspoken. It's beneficial
to take the time with the GM at some point
to speak these unspoken things. When you're
picking aspects, one of the best ways to deter-
mine that you and the GM are on the same page
is to discuss where you feel the aspect would be
a help or a hindrance. Both you and the GM
should look at an aspect not as the end of an
idea, but as the beginning of one. You're both
going to bring your own ideas of what the aspect
means to the table and, at least to some extent,
you're both right.

Usually this works out fine—the combined
perspectives make the whole greater than the
sum—but sometimes you and your GM might
have a radically different idea of what the aspect
entails. So be clear with one another and figure
out how to iron out any differences of perspec-
tive—ideally before the fate points start flying,
since taking fifteen minutes to get into an intense
discussion about what you meant when you gave
yourself the aspect “Look OuT BeEHIND YouU!”
can be a real momentum-killer for the game.

9T
I
LHhERIZE

Example: In the Baltimore example, Rob is
creating a wizard named Evan Montrose. He
decides to take the aspect METICULOUS since he
figures it’s nicely reflective of the character. The
GM asks what sort of things it’ll be useful for,
and Rob suggests that it’s useful for him when
he needs to pay attention to the details and get
things precisely right. He figures this will come
into play most often when Evan is carefully
putting together a thaumaturgical spell.

The GM likes it, but she asks if there’s
any way this might end up causing trouble for
Evan. After thinking about it, Rob offers that
the aspect probably means that Evan responds
poorly when things aren’t done by the book. The
GM asks if By THE Book wouldn’t be better
than MEeTicuLous, but Rob doesn’t like the
sound of that—he wants something that feels
like it has a broader reach, but does agree that
PrecisioN 1s EVERYTHING is a bit spicier.
The GM offers the idea that Evan might have
trouble improvising and dealing with chaos.

Rob thinks about this and realizes that
Evan also has an IN OveEr My HEAD aspect
on his sheet—the idea definitely plays well with
PrecisioN 1s EVERYTHING, suggesting that
Evan’s need to do things in specific, particular
ways probably means he’s often making the
choice to do things the bard (but right!) way.
The GM agrees and makes a few notes in her
notebook about Evan’s meticulous nature. With
a little back and forth, both the player and GM
now have a much better sense of how the aspect
will work in play.

After you've gotten a couple sessions under
your belt, you might feel like you've picked one
or more aspects that don't “feel right.” If an aspect
doesn't seem to be working out well for you, you
should feel free to change it—just make sure the
GM is in tune with what you're doing and that
you keep her in the loop. (She might give you a
cool reason to keep the one you have after all.)
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CREATING AND

°* DISCOVERING

ASPECTS IN PIAY

There are several ways previously unknown or

nonexistent aspects can show up in play. Here,
i .

we'll discuss the methods.

GUESSING ASPECTS

Sometimes, you might want to use an aspect
that’s on a scene or character without actually
knowing if the target has the aspect in question.
In other words, you're making a guess—maybe,
just maybe, an aspect fitting a particular descrip-
tion is there—and, while guesses are allowed,
they're subject to some special rules.

One way to make a guess is to roll it as an
assessment action (see page 115); if it’s successful,
the GM can reveal whether or not the target has
a similar aspect. The good part about this option
is that, even if your guess is wrong, you'll still get
an aspect from the target if the action succeeds.
The bad part is that a target will usually get a
roll to defend himself from being assessed, and
therefore the attempt might fail.

Another route is to spend a fate point and try
to guess the aspect, explaining how you intend
to use the aspect if it exists. This is basically
“gambling” with an invocation or compel—
you're committing your fate points on the possi-
bility that your hunch about the target’s aspects
is correct. You won't get another aspect from
the target if you're wrong, but because you're
spending the fate point, the target will not get
the option to defend against you.

If, conceptually speaking, the guess hits
reasonably close to the mark—even if it doesn't
match the aspect’s exact name—the GM should
exercise some flexibility and allow it.

Example: Harry is sneaking up on a gang or
a cult—be isn’t sure which yet—in a shad-
owed warehouse. His player, Jim, might “quess”
that a scene has a DARKNESS aspect on it and
spend a fate point, asking if he can invoke it
for his Stealth roll to get near the cult unde-
tected. The scene has the aspect SHADOWED
CoRNERS instead; but Jim'’s guess is reasonably
close to the mark, so the GM reveals that the
aspect is SHADOWED CORNERS and allows the
invocation. z

If the guess just plain misses the mark,
and the fact that the mark was missed doesn't

amount to a significant and potentially secret
piece of information, you should get the chance
to reconsider your guess and take back the fate
point you spent.

Example: Same as before, but this time, the
GM:s idea of the warehouse is that it's actually
pretty well-lit—big fluorescent lights hanging
on the ceiling, etc. When Jim spends the fate
point and explains bis intent, the GM holds up
her band: “It’s actually pretty well lit in here.
There are fluorescent lights everywhere, many
of them turned on.” Jim takes back his fate
point, since this wasn’t a particularly secret bit
of information—it just hadn’t been brought up

yet.

If the guess misses the mark, but missing the
mark tells you something significant and poten-
tially secret, the fate point is still spent. This sort
of circumstance almost never comes up with
scene aspects, but it can come up when guessing
at aspects on another character, and may even
amount to a“reveal” (see“Assessment,” page 115) of
the target’s true aspect.




114

Example: Harry’s trying to reason with bis
lycanthrope captor and spends a fate point,
guessing at an aspect on the guy—sometking
along the lines of REASONABLE MAN. The
GM smiles darkly and shakes her head. “No;
the more you talk to this guy, the more you
realize he's a bundle of rage under the skin.
Reasoning with him won’t work.” The fate point
stays spent—Harry bas learned some valuable
information about his captor and may even
be able to guess at the existence of an EASILY
ANGERED aspect that he could invoke later on.
He could also try to sweet-talk the GM nicely
enough that she’ll consider this to be a reveal of
such an aspect, allowing for a tag (page 106).

In the worst case scenario, your guess misses
the mark because you've been duped. This will
most often happen as the result of a Deceit
action (see page 126), although it might arise from
other circumstances. In such a case, the deceiver
can either return the spent fate point to you or
leave it spent.

If he leaves it spent, you just learned you were
duped—you don't get the benefit of tagging the
aspect, but you've learned something significant
about your target. The deceiver does not get this
spent fate point for himself, either—it’s simply
gone.

If the deceiver returns the fate point to you,
things may actually be a bit worse for you—the
deceiver gets to place a temporary aspect on you
(and tag it), representing how he managed to
snooker you.

Example: Harry is in a limousine with John
Marcone. Unbeknownst to Harry, Marcone
succeeded in an earlier Deceit roll that let him
appear to be WELL-INFORMED AND WARY
ABoutr Wizarps. Like all good lies, this
has a grain of truth in it: Marcone is indeed
well-informed, but he’s not cautious in the way
Harry’s been led to believe. When Harry goes
for an Intimidation ploy to try to get Marcone
to back off, he meets Marcone’s eyes and spends
a fate point, saying he’ll invoke Marcone’s
Wary ABouTr WIZARDS aspect to improve
his roll, with the intent of getting Marcone to
back down and break the eye contact before the
soulgaze (page 226) hits.

But this is exactly what Marcone wanted.
He opts to give back Harry’s fate point and
turns the tables, putting a temporary aspect of
TrAPPED BY THE TIGER’s Sour on Harry,
and taking the tag to give him a free +2 on
his roll as the two enter into a sudden, deep
soulgaze. Harry's doesn’t get the benefit of
invoking an aspect that isn’t actually there and
has gotten suckered into a soulgaze he didn’t
want—with Marcone in the superior position!

Regardless, guesses can't, and shouldn't, be
made willy-nilly. There must always be a justi-
fication for making the guess. If the guess seems
unjustified—if the player is “shotgunning”
guesses to randomly try to figure out another
character’s aspects—the GM is completely justi-
fied in shutting that player down cold.

READ NOW OR READ LATER?
These next three sections (“Temporary
Aspects”, “Assessments” and “Declarations”)
rely a lot on later parts of the book. If
you don't understand all of it right now,
don't worry! Come back and reread these
bits later.

TEMPORARY
ASPECTS

Unlike the “permanent” aspects built into a char-
acter’s sheet, temporary aspects are introduced
to (or inflicted upon) a character or scene by the
actions of a character in the game, but fade from
that recipient over time. Temporary aspects may
differ in terms of the duration and tenacity with
which they stay on their recipient.

Most commonly, a temporary aspect results
from a successful maneuver (page 207). If you get
no shifts on a maneuver roll, the maneuver is
considered successful, but the aspect is consid-
ered fragile—that is, it can only be tagged once
and then it goes away. Fragile aspects are usually
described as very momentary changes of circum-
stance—if you use Guns as a maneuver to aim at
a target and you don't get any shifts, you might
call that aspect A Quick Beap. When you
attack the target, you can tag it; but then you
lose your bead on him for some reason, like he
shifts position or slips behind cover or some-
thing else.
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If you get shifts on a maneuver roll, the
resulting aspect is said to be sticky—in other
words, it “sticks” to the target until something
can be done about it. Sticky aspects don't go
away after they're tagged, allowing people to
spend fate points to continue to invoke them.
These are usually described in more severe terms
than fragile aspects, to represent that they're a
tangible problem or advantage for a character. If
you get shifts on a Guns maneuver to aim, you
might call that aspect RigHT IN MY S1GHTS—
essentially, you can hold a steady aim on your
target until he does something drastic to throw
your aim off.

Sticky aspects may be easier to place on a
location or scene rather than on another char-
acter, because the scene can’t roll to “defend”
against your maneuver. This is especially true
when they potentially offer complications
to everyone present, on both sides, as with a
maneuver to add a Tue BuiLpiNG's oN FIRE!
aspect to a scene.

Getting rid of a sticky aspect requires making
a successful maneuver roll to cancel the effects
of the maneuver. If a character is in a position
to stop you from getting rid of the maneuver,
he can try to make an appropriate “defense
roll” to oppose you. If he succeeds, the aspect
remains. If you succeed, it goes away. If no one
is in a position to stop you from getting rid of
the maneuver, it's very easy—you just have to
make a roll against a difficulty of Mediocre (+0).
Temporary aspects that result from maneu-
vers will always go away at the end of a conflict
or scene.,

Some temporary aspects have real staying
power and have the ability to outlast a scene;
they may even stay affixed to the target for as
long as a session (or more) of play. Those kinds of
temporary aspects are called consequences, and
each character has a certain limit on how many
he can take, based on his skills. They represent
lasting effects such as physical wounds, psycho-
logical problems, and so forth. These aspects
usually can't be removed by normal means—
they require appropriate justification to remove,
as well as the expenditure of a certain amount of
recovery time. For more details on consequences
and recovering from them, see page 203 in Playing
the Game.

ASSESSMENTS

Sometimes you may choose to use your skills
to make a careful assessment well in advance
of taking action—maybe as part of putting
together a plan, or simply observing the target
long enough to learn something that would be
a critical advantage. This approach is most often
used with skills that have an element of percep-
tion—such as Investigation and Empathy—
but knowledge skills could also be applied to
discover “knowable things.” Here, the skill is
not used to place a temporary aspect on the
target (as with a maneuver, page 207) so much as
to discover an existing aspect on the target that
may have been hidden or secret.

Because this aspect is freshly introduced
into play by your action, you should be able to
tag this aspect. However, you're often going to
use assessment as a way to prepare for a future
encounter, which may not happen for several
scenes. So, if you've discovered an aspect this
way, you don’t have to worry about the usual
time limit (page 106) for tagging until the first scene
where you encounter the target of your assess-
ment. Aspects discovered in this fashion are still
present after these time limits expire, so they can
still be invoked later.

All assessment efforts require the use of a
significant chunk of time, usually indicated in
the skill write-up. However, this time invested in
preparation allows these skills to come to bear in
more time pressured environments (like a fight)
where they would not typically be useful.

Example: Harry consults with Bob about
werewolves, trying to learn all that he can about
them. He’s particularly concerned about the
loup-garou he thinks he’s going to be tangling
with, so he focuses bis efforts there—using his
Lore skill, with Bob’s help. The GM sets a diffi-
culty for the Lore roll to discover (assess) an
aspect of the loup-garou that might help Harry
in an altercation with it. Thanks to Bob’s help,
it’s a success, and Harry now knows that the
loup-garou is VULNERABLE TO INHERITED
SILVER.

ASpedfs
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DECIARATIONS

Traditionally, perception and knowledge
skills usually focus on the discovery of what
already exists (“knowable truths”). But in THE
DrespeN FiLes RPG, these skills also allow
for declarations. That is to say, using these skills
successfully can allow you to introduce entirely
new facts into play and then use those facts to
your advantage. These new facts might also take
the form of an aspect. (For example, if your char-
acter has a strong Alertness or Investigation skill,
you might use a declaration to add features to a
scene for you to use to your advantage—when
the fire starts, your character just “happens” to
notice that the janitor left a bucket of water in
the hallway.)

As with maneuvering (page 207) and assess-
ment (above), the resulting aspect can be tagged.
Unlike assessment, declaration doesn't take any
actual in-game time at all—just successful use of
a knowledge skill at the right moment.

Example: Evan Montrose finds himself facing
a pack of Black Court vampires that he’s trying
to ditch, but he doesn’t have any of their usual
weaknesses on hand. He doesn’t have time to
research things—he’s in the middle of a chase—
so his player, Rob, decides to invent some details
about the environment Evan’s in so be can take
advantage of them. He uses his Alertness skill
to declare that the scene has an aspect of PIPES
Furr or RunNING WATER—the GM thinks
this is a reasonable, possible, and fun way for
Evan to evade his pursuers, so she sets a low-ish
difficulty for the roll. If Rob’s roll succeeds, he'll
will find the pipes and should be able to use
the scene aspect on a subsequent roll (tagging
the aspect, since be introduced it) by opening a
main valve and halting their pursuit—running
water and Black Court vampires tend not
to mix.

Many skills have a trapping (page 120)
allowing some kind of knowledge—for example,
someone might use his Guns skill to make some
declarations about the firepower an opponent is
carrying.

GM ADVICE:
WHY DO DECIARATIONS
SEEM EASIER THAN
ASSESSMENTS?
A close reading of the rules here may
suggest that declarations are easier than
assessments. Declarations take less time
and may have lower difficulties than assess-
ments. This perception is mostly correct.
The thing is, declarations done by the
players take some of the “work” off of the
GM. Assessments are largely a case of the
players asking a GM to provide them with
detail. By contrast, a player driving a decla-
ration is supplying some of his own content
for the game, which makes the GM’s job
much easier and, better still, increases the
player’s buy-in.

As with assessments, aspects created with
declarations don't go away after being tagged,
so long as circumstances make it reasonable
that they hang around. This does mean that
occasionally assessments and declarations can
backfire on the character establishing them
(other characters might use the same aspect, or
the GM might bring that aspect back around to
complicate the character’s endeavors).

Example: Rob has declared PirEs Furr
oF RuNNING WATER on the scene and used
that to help Evan evade his pursuers. Rob tells
the GM that Evan will do a tracking spell to
help him get a bead on the missing person he
was tracking through bere. She grins and says,
“Makes sense, but you know, now there are all
these pipes full of running water everywhere. ..
you know running water grounds out magical
energy, so those pipes are going to create a
natural threshold in this area.” Rob sighs and
realizes the spell’s going to be a bit harder than
he anticipated.
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SAMPIE ASPECTS

To get a sense of how aspects might be used in
play, consider the examples below. Not all of
these are“Fuego!”aspects (see page 111) and that’s

—, intentional; “Fuego!” really works best when an

aspect is personalized for a particular character.
For many, many more examples of aspects,
take a look at the sample characters found in
VorLuME 2: Our WoRLD, as well as those in
Nevermore/Baltimore in this book (page 358).

EXIIED 1O THE SPECIAL
INVESTIGATIONS DIVISION

The character is a Chicago police officer in the

Tl Special Investigations unit; this is where they

send all the problem cops so they can work all
the weirdest cases.

A player might invoke this to: Get a bonus
when working with other Special Investigations
folks, know things about the stranger happen-
ings in a city, exercise the authority of the

Chicago PD.
A GM might compel this to: Complicate the

character’s life with his lack of real standing in
the police department, drop the weirdest cases
on his desk, give him a warrant for a werewolf,
that sort of thing.

FAERIE BARGAIN
The character has made a bargain with one of
the Fae, usually for power or some other benefit.

Such bargains have a high price.

A player might invoke this to: Enjoy the bene-
fits of his bargain, make contact with the Faerie
realms, know things about the Fae.

A GM might compel this to: Trap the char-
acter in the terms of his bargain, place the char-
acter in the middle of a power struggle between
the Faerie Courts, complicate his life with Fae

meddling.

A MIGHTY FORTRESS IS MY GOD
The character’s faith in God is central and
important to him. It guides him and shapes him,
forming a foundation for his actions as a moral
being. (This likely goes hand-in-hand with a
strong rating in the Conviction skill—page 124—
representing the character’s strength of faith.)

A player might invoke this to: Bolster his
prayers, ward off evil, seek guidance from above.

A GM might compel this to: Temper the
character’s reasons for fury with forgiveness
and mercy, force him into moral conundrums,
complicate his life with the “will of God.”

MY APPRENTICE

The character has an apprentice with “lesser”

(or at least less-trained) abilities than his own.
Naturally, this apprentice is bound to get into
troubles of his own and remains a constant
responsibility to the character, but he has the
potential to grow into a powerful ally.

A player might invoke this to: Do a little team-
work with his apprentice or ensure his appren-
tice is available to send on an errand.

A GM might compel this to: Get his apprentice
in trouble, set up the mentoring responsibilities
such that they run counter to the goals of the
mentor, engineer a situation where his appren-
tice must go on trial before the White Council...

OLD WORLD ORDER

Due to a long life or strange upbringing, the
character is steeped in “Old World” values and
rules from another time and place.

A player might invoke this to: Navigate the
political climate of the Red Court or the White
Council, negotiate with ancient creatures,
enforce an archaic code of conduct in a duel.

A GM might compel this to: Cause the char-
acter to behave anachronistically in the modern
world or otherwise have difliculties adapting to
the current age.

THIS IS NOT A SHOPPING LIST!
Hey, you!

Yes, you, the guy who's looking over this
list like he should start taking aspects from
it and putting them on his sheet.

Stop it!

These are examples to get you to imagine
much cooler stuff of your own. None of these
are as awesome as your own ideas. So don't
treat this as a shopping list—treat it as
inspiration to say ‘I can do better than that!”

ASPZ&ZLS

I'm eoineg To
START BLAMING
You FoRr,
EVERY THING
BAD THAT
HAPPENS To
mME) BiLisy.
Y ou arRE
SLEARLY
TALKING To

MY ﬁM

Just ¢lese
HSour eyes ank
hink of the =
Sate points...
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P@R IMPULSE CONTROL

The character has a penchant for acting from
his gut, and quickly at that. Hesitation isn't a
problem for him, but he doesn't have a tendency
to exercise caution, either.

A player might invoke this to: Respond quickly,

attack suddenly, anger or scare someone.

The GM might compel this to: Cause the char-
acter to lose his temper, shoot his mouth off, or
otherwise leap before looking.

WALKING UNDER THE

D@M OF DAM@IES

The character has broken one of the Laws of
Magic, but there were mitigating circumstances
that stayed his execution at the hands of the
White Council. As a result, he’s on probation—
under constant surveillance by the Wardens,
due to lose his head at a moment’s notice if he
missteps even once.

A player might invoke this to: Draw the White
Council’s attention (if they've been ignoring
something they shouldn't), establish a “name”
or “reputation” in the supernatural community,
run a “‘con” on some supernatural bad guys to
convince them he’s one of them.

A GM might compel this to: Draw the White
Council’s attention (if they've been missing
something the character hopes they’ll keep
missing), add complications to the plot (like
having a Warden show up every third scene to
threaten the character), remove potential allies
because they can't handle the risk of being seen
with the character.

WHIEe COURT VIRGIN

Perhaps unaware of his true heritage, the char-
acter is from the bloodline of the White Court
vampires, but he hasn't yet consummated his
power by feeding upon (and killing) a victim. He
is caught between the promise of power and the
dark price of it and may find himself drawn to
feed in times of stress.

A player might invoke this to: Attempt to
control his abilities, gain insight on interactions

with others of the White Court.

A GM might compel this to: Place a tempting
“meal” before the character, entangle him in
his family’s machinations to get him “initiated,”
tempt him to give into his bestial urges.

WIZARD OF THE

WHI+€ COUNCIL

The character is a full wizard of the White
Council, an heir to a bloodline of power, able to
exercise vast and strange powers of magic.

A player might invoke this to: Maneuver in
White Council politics, aid in the casting of
spells and the knowing of occult lore.

A GM might compel this to: Come under
White Council scrutiny or obligation, be a target
of the White Council’'s many enemies.
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WHAT ARE
SKIILS?

If aspects define who a person is, skills define
what he can do and how he defends himself.
Some skills are straightforward, like Michael
Carpenter’s conviction and his capability
with a sword. Others are more open, like
John Marcone’s ability to get what he needs
through his resources and charisma. And Harry
Dresden’s own inner strength and discipline are
skills he uses to wield magic.

Almost every time you need to do or react to
something, you'll be rolling one of your charac-
ter’s skills and adding that skill’s rating, based on
the ladder on page 16. Any skills your character
doesn’t have listed default to Mediocre (+0).

Each skill has a number of trappings, which
are the rules for the skill in various circum-
stances. Each trapping has a name, so it’s easier
to reference; whenever you encounter a trapping,
you'll see a A\ next to it.

Rules and advice for setting difficulties for
various skills and their trappings are covered in
Runningthe Game (startingon page 310) and cross-
referenced in this chapter on a per-skill basis.

Skills are enhanced—either through bonuses
to rating or though additional trappings—
by mortal stunts and supernatural powers,
which are covered by their own chapters (page 146
and page 158).

Here is the list of skills, their trappings, and
the page where you can find the rules for them.

Page
121
121
123
123
124
125
126

127
128
129
130
130
131
132
133
134
135
135
136
138
139
140

142
143
144

Skill Trappings

Alertness

Avoiding Surprise, Combat Initiative, Passive Awareness

Athletics Climbing, Dodging, Falling, Jumping, Sprinting, Other Physical Actions

Burglary Casing, Infiltration, Lockpicking

Contacts Gathering Information, Getting the Tip-Off, Knowing People, Rumors

Conviction*® Acts of Faith, Mental Fortitude

Craftsmanship  Breaking, Building, Fixing

Deceit Cat and Mouse, Disguise, Distraction and Misdirection, False Face Forward,
Falsehood and Deception

Discipline* Concentration, Emotional Control, Mental Defense

Driving Chases, One Hand on the Wheel, Other Vehicles, Street Knowledge and Navigation

Empathy Reading People, A Shoulder to Cry On, Social Defense, Social Initiative

Endurance* Long-Term Action, Physical Fortitude

Fists Brawling, Close-Combat Defense

Guns Aiming, Gun Knowledge, Gunplay, Other Projectile Weapons

Intimidation The Brush-Off, Interrogation, Provocation, Social Attacks, Threats

Investigation Eavesdropping, Examination, Surveillance

Lore Arcane Research, Common Ritual, Mystic Perception

Might Breaking Things, Exerting Force, Lifting Things, Wrestling

Performance Art Appreciation, Composition, Creative Communication, Playing to an Audience

Presence* Charisma, Command, Reputation, Social Fortitude

Rapport Chit-Chat, Closing Down, First Impressions, Opening Up, Social Defense

Resources Buying Things, Equipment, Lifestyle, Money Talks, Workspaces

Scholarship Answers, Computer Use, Declaring Minor Details, Exposition and Knowledge Dumping,
Languages, Medical Attention, Research and Lab Work

Stealth Ambush, Hiding, Shadowing, Skulking

Survival Animal Handling, Camouflage, Riding, Scavenging, Tracking

Weapons Distance Weaponry, Melee Combat, Melee Defense, Weapon Knowledge

120

* These skills affect stress tracks. See page 201 for more on stress tracks.
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AIERTNESS

(Stunts, page 149)

Alertness is a measure of your character’s passive
awareness—his ability to stay on his toes and
react to sudden changes in his environment. In
short, it is the perception skill to notice things
that you are not looking for. High Alertness
characters strike early in a fight, tend to pick up
on details of a scene simply by entering it, and
are rarely surprised. They include bodyguards,
outdoorsmen, and sneaky criminals.

BirLy, | BETTER HAVE A
DECENT ScoRE IN THIS.

Well, you aren’t a bodyguard or really an
outdoorsman...does that make you a sneaky
criminal?

ShuT up, Bos.

A AVOIDING SURPRISE

ALERTNESS

Whenever the trap is sprung in an ambush
(see Stealth, page 142), you can make one final
Alertness check against the Stealth of your
attacker in order to see if you are surprised. If
you fail this check, roll all your defenses as if
they were Mediocre for the first exchange. If you
succeed, you may defend normally at your full

skill levels.

A COMBAT INITIATIVE

ALERTNESS

Alertness determines initiative (order of action)

in any physical conflict. To minimize the die-

rolling, your group can use the listed value for
b .

everyone’s Alertness to determine the order of

everyone’s actions.

A PASSIVE AWARENESS

ALERTNESS

You will rarely ask to roll Alertness—if you
are actively looking for something, Investigation
(page 133) is usually more appropriate.
Alertness is reactive perception. That is,
Alertness is more appropriate for things that
you do not expect or are not looking for—such
as the spiked pit trap in the hallway you're casu-
ally walking through. It’s a skill that, typlcally,
the GM calls for you to roll.

ATHIETICS

(Stunts, page 149)

Athletics measures your general physical capa-
bility—except for raw power (which is Might,
page 135) and stamina (which is Endurance,
page 130).

Athletics covers running, jumping, climbing,
and other broadly physical activities you might
find in a track and field event. Characters with
high Athletics move further and faster than
the rest of us, making it difficult to catch or hit
them in a fight—think of athletes, soldiers, and
outdoorsmen.

A COMBING

ATHLETICS

Athletics is the skill used for climbing, The GM
sets the difficulty for how hard it is to climb a
given obstacle. (For advice on setting difficulties
and designing climbing challenges, see page 318.)
At the GM’s option, you may use shifts to speed
the process if you succeed (see page 193).

A DODGING

ATHLETICS

You can use Athletics as a defensive skill to
respond to physical attacks. This works very well
in conjunction with taking a full defense action
(vielding a +2 to the roll; see page 199). The one
important thing to note is that taking a full
defense action means that you can't use Athletics
for other things, like sprinting—though as with
all skills, you can move one zone as a supple-
mental action (page 213) by taking —1 to the roll
for your main action.

A FAILING

ATHLETICS

When you fall, you may roll Athletics to try to
limit the severity of the result. For guidelines on
the severity of falls, see page 319.

A JUMPING

ATHLETICS

This is not the Olympics—jumping is some-
thing you do to leap obstacles or span bottom-
less chasms, and in those situations the GM sets
a fixed difficulty for characters to meet or exceed.
(For advice on setting difficulties and designing
jumping challenges, see page 319.) Generally, that
difficulty is the bare minimum that clears the

Skills

121 ,
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distance, so beating that by a few shifts is a good
idea. Outside of that, jumping is often consid-
ered an extension of normal movement.

A SPRINTING

ATHLETICS

You can use Athletics to move faster by taking
a sprint action. Normally, you can only move
one zone as a supplemental action (page 213) by
taking —1 to the roll for your main action. If
you spend your entire action moving, you are
sprinting; rolling Athletics against a target diffi-
culty of Mediocre, you can cross a number of
zones and borders equal to or less than the total
shifts of effect. If you get no shifts on your roll,
you can still move one zone as long as there are
no borders. See page 212 for additional details.

A OTHER PHYSICAL ACTIONS

ATHLETICS

Athletics is often the “when in doubt” physical
skill, and it can get a lot of use. Sometimes
there’s confusion about when to use Athletics
and when to use Might. As a rule of thumb,
Athletics is used to move yourself, while Might
is used to move other things and people. When
an action calls for both, they might modify one
another (page 214). If there is no clear indication
which should bé primary, default to Athletics as
primary and Might as the modifying skill.
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BURGIARY

(Stunts, page 149)

The ability to overcome security systems, from
alarms to locks, falls under the auspices of
Burglary. This also includes knowledge of those
systems and the ability to assess them. Without
a lucky break, a criminal with only Stealth and
Deceit will ind himself limited to small-time
thievery, while one who adds Burglary to his
repertoire will soon be pursuing bigger targets.
Characters with a high Burglary skill include

burglars, private eyes, and even some cops.

William, Harry should have a decent score
in this.

<uuT up, Beos.

A CASING

BurGLARY

You can use Burglary as a very specialized
perception skill, specifically to assess the weak-
nesses and strengths of a potential target. Here,
you try to determine the existence of unobvious
or hidden aspects using assessment (page 115).
Declaration may occur as well if you come up
with an entertaining new aspect to place on the
target of your future burglary (like SEcurITY
CameRra “BLinDp Zong”). Thus, either the GM
can indicate you've discovered some flaw, or you
can make a declaration about a flaw in the secu-
rity that you intend to exploit or defeat. When
you make a declaration, Casing follows the same
guidelines as the Declaring Minor Details trap-
ping for Scholarship (page 141) but is limited to

security facts (including potential escape routes).

A INFILTRATION

BurGLARY

Given an opportunity to case an intended target
(above), you are much more prepared to infiltrate
that location. You can invoke known aspects on
the scene. In addition, you can use your Burglary
skill to complement (page 214) any skills you use
on targets you've had a chance to study and
prepare for. Thus, Burglary may complement
your Stealth and even, in certain circumstances,
your social skills such as Contacts or Deceit.

A L&KPICKING

BurGLARY

You have a talent for defeating security systems,
from simple locks to complex electronics.
Naturally, these offer a sliding scale of difficulty,
and the tougher targets are often the focus of
the aspects you choose to reveal or declare when
you case the place. Further, your Craftsmanship
or Scholarship skills might modify (page 214)
Burglary when dealing with particularly intricate
mechanical or computerized security targets.

CONTACTS

(Stunts, page 150)

The Contacts skill represents who you know
and how good you are at finding things out from
them. You may know a guy, or know a guy who
knows a guy, or maybe you just know the right
questions to ask in the right places. Whatever
your methods, you can find things out just by
asking around. Characters with a high Contacts
skill are connected, always with an ear to the
ground, their fingers on the pulse of the city.
They include reporters, private eyes, and spies.

The Contacts skill doesn't work in a
vacuum—you need to be able to get out and
talk to people for it to be useful; when that isn't
possible, neither is the skill. Contacts are also
limited by familiarity. Finding yourself in an
entirely unfamiliar environment means drasti-
cally increased difficulties (+4 or more) on your
Contacts rolls. For every week you stay in the
area and expand your social networks, the famil-
iarity penalty is reduced by one.

A GATHERING INFORMATION

CoNTACTS

As with the answers and research trappings
from Scholarship (page 140), gathering informa-
tion begins with a question. The difference
here is that you're posing the question to your
contacts—you go out and talk to people, trying
to learn the answer to a question like, “Who's
trying to kill me?”

Describe where you are going to talk to folks
(usually “the street”), and the GM sets the diffi-
culty. Roll normally, and then the GM explains
what you discovered. If the roll fails, then you
may take extra time to try to succeed (page 316).
This is much like scholarly research, but instead
of needing a library, you need to talk to people.

Skills
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These people must have the right level of access
to answer the question (this corresponds to the
“quality” of the library). If you are being shut out
for one reason or another, no amount of dogged
persistence through time investment is going
to help. When that happens, it usually means
there’s another problem you need to solve first.

One important warning about authenticity—
being the most informed guy and knowing all
the latest gossip aren't necessarily the same
thing. The Contacts skill discovers what people
know, and people always have their own biases.
Information is only as good as its source.

Your use of Contacts rarely tests the truth
of the information provided, save by the
discovery—through several sources—that
contradictory answers are coming in. If you
want to determine the truthfulness of the infor-
mation you’re uncovering, that means more
in-depth conversation with individuals...and it
may involve using Empathy, Rapport, Deceit,
Intimidation, and more.

Finally, consider that it is difficult to use the
Contacts skill secretly. Rolling the Contacts skill
usually indicates that you are going out and
talking to people. If you're asking some particu-
larly sensitive questions, word is going to get
back to the people who have the real, deeper
answers—people who might see shutting you
up as the best way to keep their secrets.

A GEHFING THE TIP-OFF

CoNTACTS

Contacts also keep you apprised of the general
state of things, sometimes without you going
out and making an active effort. In this way, the
Contacts skill acts as a sort of social Alertness,
keeping you abreast of things that might be
coming your way. It's far from foolproof and,
like Alertness, the GM is usually the one to call
for a roll—you can't go out looking for a tip-off,
though you can tell the GM that you're going
out and talking to your contacts just to check on
what'’s up, which is a good hint that youd like a
tip-off.

Hm, faith as a basis for power? don’t see it. \

vE sAID ~ou'RE NOT ‘

WeLL, you —
| RUST ME)

Hp To FAITH TA2E.
A BAD WAY To MODEL
ASTING.

THis AINT
MORTAL SPELLS

If you say so-

e

A KNOWING PEOPIE

CoNTACTS

If you have a strong Contacts skill, you know a
wide variety of people and have at least a cursory
connection with virtually any organization in
the places you live and work (sometimes even
those where you don't). Deeper connections
may come about through concerted effort or the
application of stunts. You can roll Contacts as
a declaration in any scene to establish that you
have a contact at hand, whether in a certain loca-
tion or in a certain group of people. The more
aspects (or other prior established context) that
you have relevant to the location or group, the
easier the declaration will be. For further guide-
lines on setting difficulties for Contacts rolls, see

page 319.

A RUMORS

CONTACTS

Contacts are also useful for planting rumors,
not just for ferreting them out. At its simplest,
you can use Contacts to just ‘get the word out”
effectively and quickly, but you can also use it to
change some of the public’s perspective about
someone or something over time.

Tell the GM what rumor you want to plant,
and she assigns bonuses or penalties based on
how preposterous or reasonable the rumor is.
The GM uses the final roll to determine the
result of the rumor.

It's worth noting: your roll is also the target
for someone else’s Contacts roll to find out who
has been spreading rumors—so be careful!

The most common effect of a successful
Contacts roll to plant a rumor is a “sticky”
temporary aspect (page 115). This might even
be treated as a social attack (pa'ge 215) in some
circumstances.

CONVICTION

(Stunts, page 150)

Conviction represents your strength of belief.
This could represent your quiet confidence in
yourself, your family, and your friends, or the
certitude of your faith in a higher (or, for nasty
sorts, infernal) power such as magic or God.
No spellcaster ever gets much power without
believing in his ability to do magic, and no holy
man gives the forces of darkness much pause
without Conviction. Characters with a high

<
[
ol
N
]
o
c |
-
|
1
‘3
1

o

¢ T O T O T I
l‘l rq-rn"ﬂﬂ—r"—r.-r e —— g e e 2 ‘-T-«

I

T

anan

nanan



&

G

B

e |
'p». \

e 1

S {20 et

as:

TN ey

- ._W

Conviction are powerful, grounded individuals,
whose beliefs make them able to weather any
storm. They include holy people, patriots, and
wizards.

Conviction is one of the three cornerstone
skills for effective spellcasting, along with
Discipline and Lore.

The Mental Fortitude trapping also adds to
your mental stress track (see page 201 for more
on stress tracks).

AACTS OF FAITH

CONVICTION

Roll Conviction whenever you're called upon to
test the strength of your beliefs. When you are
under a specific mental or social attack designed
to undermine your faith (whether that’s in God,
your magic, your friends, or whatever you might
believe), you can use Conviction instead of

Discipline to defend.

AMENTAL FORTITUDE

CONVICTION

Whether facing torture or confronting some-
thing scary, Conviction is how you draw your
strength to survive fear and other psychological
distress—combined with strong Discipline,
your Conviction strengthens the walls of the
fortress of your mind.

Used this way, Conviction is a passive ability,
representing your mental ‘toughness” under such
circumstances. As such, a higher-than-default
rating in Conviction improves your ability to
handle mental stress, giving you more than the
default number of stress boxes (2) if you take

this skill:

Total # of
Conviction Mental Stress Boxes
Mediocre 2
Average, Fair 3
Good, Great 4
Superb+ i

plus one additional mild
mental consequence for each
two full levels above Good

So) MoST WIZARDS ARE MENTALLY
ToUGHER., THAN oTHER PEOPL.E_?

Yup. l

RocK oN,

CRAFTSMANSHIP

(Stunts, page 150)

Craftsmanship is the understanding of how
stuff works, reflecting your practical know-how
when it comes to using tools effectively. While
Craftsmanship can be complemented (page 214)
by Scholarship, it can just as easily be the result
of a lot of hours of getting your hands dirty
and having a natural feel for how things work.
Characters with high Craftsmanship are handy
around the house and under the hood of a car;
they are always helpful when a moody wizard
shorts out your GPS. They include inventors,
mechanics, and carpenters.

A BREAKING

CRAFTSMANSHIP

Craftsmanship is also the skill for unmaking
things (in a2 mundane, practical sense). Given
time and tools, a craftsman can topple virtu-
ally any building, structure, or device. In those
circumstances, you can use Craftsmanship to
attack these things directly and deal stress or
consequences to them (see page 320). In addition,
you may use Craftsmanship to set up attacks
and maneuvers against another target using the
sabotaged building, structure, or device—such
as setting up a bridge to collapse when some-
one’s walking across it.

A BUILDING

CRAFTSMANSHIP

You can use Craftsmanship to build some-
thing—provided you have a decent under-
standing of how to build it, as well as plenty of
needed tools, materials, and time. The less you
have of any of these things, the higher the difh-
culty to get it done. Craftsmanship is primarily
used with declarations; see the guidelines for

building things on page 320.

A FIXING

CRAFTSMANSHIP

Craftsmanship can be used to repair devices—
again, if you have the time, materials, and the
right tools. Details on setting difhiculties for
repair can be found on page 320.

Skills
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Harry should
have a low score
in this.

<HuT UP]
Bos.
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DECEIT

(Stunts, page 150)

Deceit is the ability to lie. Be it through word
or deed, it’s the ability to convey falsehoods
convincingly. Characters with a high Deceit can
easily seem much different than they actually
are. They are masters of misdirection and they
paint a sheen of seeming truth over the darkest
lies. High Deceit characters include grifters,
spies, and politicians.

A CAT AND MOUSE

DEecerr

You can use the Deceit skill for more than just
dodging attention—use it to riposte a social
query with a web of deception. When someone
else initiates a social conflict, you may use your
Deceit as a social attack skill, representing
particularly convincing lies as consequences on
your target. For example, if the social conflict is
a tense business negotiation, you might inflict
Tuinks I Have HonNesT INTENTIONS as a
consequence, potentially allowing you to exert
influence over your target in the future.

This is a dangerous game. You are opting
not to put your False Face Forward (see below),
which would keep things on a safer, defensive
footing. Instead, you're going on the attack,
making an active, aggressive attempt to turn the
tables on your opponent—missteps are quite
possible. If your opponent ultimately defeats you
in this conflict, the truth will be revealed in some
way. However, if you outclass your opponent
significantly, this can be a powerful technique.

A DISGUISE

DEecerr

Deceit covers disguises, using your Deceit skill
against anyone’s attempts to penetrate your
disguise. Such disguises are dependent upon
what props are available, and they don't hold up
to intense scrutiny (specifically, an Investigation
roll) without the use of stunts (representing
your deep expertise at disguise), but they're
fine for casual inspection (i.e., Alertness rolls).
You may use the Performance skill to modify
(page 214) Deceit when attempting to pull off
the disguised identity.

A DISTRACTION
AND MISDIRECTION

DecEerr

You may use Deceit to try to hide small objects
and activities in plain sight and to oppose any
perception check for something that you could
try to hide, misplace, or distract attention from.
When you use this skill to hide something, your
skill roll indicates the difficulty of any Alertness
or Investigation rolls to discover it.

This trapping is at the core of stunts that
extend the Deceit skill to do things like stage
magic or pick-pocketing. Without such stunts,
you may attempt those sorts of things but only
in the simplest fashion possible and against
markedly increased difficulties (typically at least
two or more steps harder).

A FALSE FACE FORWARD

Decert

You may opt to use Deceit instead of Rapport
to as a defense in social conflicts—such as when
defending against someone using Empathy to
get a “read” on you, or facing down an insult—
to lull an opponent into underestimating you.
This defense roll is modified (page 214) by the
Rapport skill.

If you lose this defense roll, then your oppo-
nent may proceed as usual—in attempting to
hide yourself, you have blundered and revealed
a truth, shown an unintentional reaction, or
something similar.

If you win the defense, however, you may
make your successful defense look like a failure.
When you do this, you can provide false infor-
mation to the would-be “victor” (such as, “Wow!
That insult really struck home!” when it didn't).

In the case of an Empathy read attempt, you
may provide a false aspect to the reader, sending
him off with an utterly fabricated notion of you.
When he later tries to take advantage of an
aspect that he falsely thinks is there, it can end
up being a waste of a fate point or worse! (See

“Guessing Aspects,” page 113.)

A FALSEH®D & DECEPTION

DEecEerr

For simple deceptions, all that’s necessary is a
contest between Deceit and an appropriate skill
(usually Empathy, Alertness, or Investigation,
depending on the circumstance). For deeper
deceptions—Ilike convincing someone of a lie
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or selling someone the Brooklyn Bridge—a
social conflict (page 215) is appropriate, complete
with Deceit attacks and dealing social stress.
Sometimes, Deceit is the undercurrent rather
than the forefront of an action; as such, the skill
may modify, restrict, or complement (page 214)
another (usually social) skill’s use.

DISCIPIINE

(Stunts, page 151)

Discipline represents your ability to stay focused
on your goals and actions despite distractions, as
well as the ability to protect yourself from the
psychological fallout of awful or scary events.
It's what makes you able to conquer fear, resist
torture, and recite boring math equations with
such dedication that a psychic demon can't
bore into your mind. Characters with strong
Discipline rarely let fear get the best of them
and can perform a wide variety of stressful tasks
without breaking their concentration. They
include chess grandmasters, air traffic control
operators, and wizards.

Discipline is one of the three cornerstone
skills for effective spellcasting, along with
Conviction and Lore.

See Feeding Dependency (page 190) for
how this skill affects a hunger stress track (see
page 201 for more on stress tracks).

A CONCENTRATION

DiscrpLINE

Many other skills may be used in circumstances
where unusual concentration is necessary—
such as using Burglary to pick a lock while
you're getting shot at. In such circumstances, the
GM may ask that Discipline be used to restrict
(page 214) the skill being used, representing a
small penalty if you are not skilled at keeping
your focus. Other circumstances may arise
where Discipline would be rolled to represent
how well you remain focused on a particular
task or idea.

A EMOTIONAL CONTROL

DiscrpLINE

Whenever you are trying to master your own
emotions, Discipline is the skill you'll use to do
it. This could be as simple as rolling Discipline
as a defense against an Intimidation attack or
keeping your terror in check in order to avoid
feeding the fear-eating monster next door.
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Sometimes this trapping may be impaired

by a particular aspect on a character—if you
have the PrRoNE TO VioLENT OUTBURSTS
aspect, for example, and accept a compel on it,
then there’s no need to roll Discipline to control
the outburst; assume you already failed any
such roll.

AMENTAL DEFENSE

DiscipLINE

Discipline is the default skill for defense when-
ever something tries to deal mental stress to you
or tries to mentally or psychologically assault
you. At minimum, roll Discipline as the defense
against certain Intimidation attacks, as well as
against invasive mind magic.

This means that Discipline and Conviction
partner together to represent your overall
“fortress of the mind.” With both rated highly,
you are rarely affected by emotional and psychic
attacks (thanks to strong defense rolls from
Discipline) and, when affected, you can take
more psychological distress before you start to
break down (thanks to the extra mental stress
boxes from Conviction). When your Discipline
and Conviction skills are not in line with each
another, you may be easily affected by distress
but have the kind of faith and confidence neces-
sary to persevere despite that (low Discipline,
high Conviction), or you may be very good at
“‘compartmentalizing” your response to things
but actually pretty fragile inside (high Discipline,
low Conviction).

A‘Hy [ SE'E,’
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DRIVING

(Stunts, page 151)

Driving is your ability to operate a car (and
potentially other vehicles). Day to day, it's pretty
easy and shouldn’t be rolled unless circum-
stances call for it (such as driving fast through
busy streets, or in the rainy dark without
headlights). With a high skill, you can pull off
stunts you usually only see in the movies. Stunt
men, mafia chauffeurs, and cops have a high

Driving skill.

A CHASES

Drriving

Driving inevitably leads to car chases—one
of the major trappings of this skill. In a chase,
your Driving skill is used to close the distance
between you and the car you're chasing (or
increase the distance if you're the one being
chased). It’s also used to bring quick resolution
to the issues brought up by terrain and other
obstacles. Car chases are usually handled using
one of the extended contest options (page 193).

A ONE HAND ON THE WHEEL

Drrivineg

Trying to do something in a car? Roll Driving,
simple as that. If you are trying to do some-
thing fancy, like driving and shooting at the
same time, Driving will restrict (page 214) the
skill being used. Note that this trapping gener-
ally applies to physical actions that you can
conceivably do while driving. Since Driving
only restricts your other skill, there’s no way
you could become better at doing something
while you're also driving a car—your aim won't
suddenly improve because you happen to be
driving while you shoot at your target!

A OTHER VEHICIES

Driving

If your background reasonably suggests experi-
ence operating a vehicle other than a car, then
Driving may be used to operate those vehicles
as well, making this the skill for piloting boats,
aircraft, and other motorized vehicles.
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A STREET KNOWIEDGE AND
NAVIGATION

Driving

The modern city can be a confusing maze
of streets and alley-ways, and being adept at
" Driving means you know your way around cities
you're familiar with (both behind the wheel and
on foot). Under pressure, Driving is the skill
for getting from point A to point B as fast as
or faster than you need and for figuring out the
best course. If you're not familiar with a place,
Driving is treated as Mediocre for the purpose
of navigation.

THESE B@TS ARE MADE

FOR WALKIN'

If your character doesn't take the Driving
skill for some reason, that doesn’t neces-
sarily mean that he don’t know his way
around the city—he might just have to get
at the information some other way, by using
Contacts, Investigation, or Scholarship.
All we're suggesting with the above is that
if you drive around a city long enough, you
get some knowledge of how to get around it
by default, and that knowledge would also

apply when you're not in the car.

EMPATHY

(Stunts, page 152)

Empathy is the ability to understand and guess
what other people are thinking and feeling. This
can be handy if you are trying to spot a liar
or you want to tell someone what that person
wants to hear. It's also useful for keeping up your
guard during a social conflict. Characters adept
at Empathy are very perceptive about people and
their motives and often end up as quiet masters
of a social scene. They can include reporters,
gamblers, and psychologists.

A READING PEOPIE

EmpaTay

You can use Empathy to figure out what
makes another character tick. After at least ten
minutes of intense, personal interaction, you
may make an Empathy roll against the target’s
Rapport roll (see Closing Down under Rapport,
page 138; the target might also choose to defend
with Deceit). '

This is an assessment (page 115) action and,
as such, if you gain one or more shifts on your
roll, you discover one of the target’s aspects
that you weren't already aware of. It may not
reveal the name of the aspect in precise detail,
but it should paint a good general picture. For
instance, it might not give the name of someone’s
brother, but it will reveal that he has a brother.
You can repeat this process, taking longer each
time, and ultimately reveal a number of aspects
equal to your Empathy skill value (minimum
of one)—so, a Fair skill (value 2) would allow
you to reveal two aspects through at least two
different rolls.

A A SHOULDER #© CRY ON

EmpaTHY

Characters with Empathy are familiar with the
emotional responses of other people and are able
to effectively provide comfort and reassurance to
those who are emotionally wounded. With the
Empathy skill, you can create an environment
for another character to justify recovery from
mild social or mental consequences. See page 220
in Playing the Game for a discussion about recov-
ering from consequences. Stunts are required to
bring this trapping to the level that professional
therapists have.

A S@IAL DEFENSE

EmpaTHY

Use Empathy as a defense in a social conflict
(though it isn't the only skill that can be used
this way). In particular, you must use Empathy
to defend against Deceit as you try to sort out
truth from fiction in what you're hearing.

AS@IAL INITIATIVE

EmpaTay

Use Empathy to determine initiative (order of
action) in any social conflict. To minimize on
die-rolling, Empathy is usually taken simply at
its listed value and used to determine the order
of actions you and other characters take.
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ENDURANCE

(Stunts, page 152)

Endurance is the ability to keep performing
physical activity despite fatigue or injury. It's
a measure of your body’s resistance to shock
and effort. In addition to addressing fatigue,
Endurance is rolled as a defense when fending
off poisons and disease. High Endurance char-
acters can take more punishment than others
and can keep going long after the competition
has tuckered out. They include thugs, athletes,
and rough-and-tumble private eyes.

The Physical Fortitude trapping also adds to
your physical stress track (see page 201 for more
on stress tracks).

A LONG-TERM ACTION

ENDURANCE

Endurance is a passive skill. You will very rarely
need to ask to roll Endurance; instead, when
strenuous activities have gone on for a while,
the GM will call for rolls when appropriate.
Particularly, Endurance can come into play in
long-term actions as a restricting (page 214) skill,
where your ability to keep performing at peak

is limited by how well you can overcome fatigue
and pain. This is why the Endurance skill of
top athletes is on par with (or better than)
their Athletics skill. Without a solid Endurance
skill, you may be a good sprinter but you will
find yourself winded and falling behind in a

marathon.

A PHYSICAL FORTITUDE

ENDURANCE

Endurance determines your ability to handle
physical stress.

Used this way, Endurance is again a passive
ability, representing your “toughness.” As such,
a higher than default rating in Endurance
improves your ability to take physical stress by
giving you more than the default number of
physical stress boxes (2):

Total # of
Endurance Physical Stress Boxes
Mediocre 2
Average, Fair 3
Good, Great 4
Superb+ 4
plus one additional mild
physical consequence
for each two full levels
above Good

FISTS

(Stunts, page 152)

The Fists skill is your ability to hold your own
in a fisthght, with no weapons available but
your bare hands (with a few exceptions). With
specialized training (represented by taking
stunts), this may include the practice of a more
disciplined kind of fisticuffs, such as martial
arts. Characters with a high Fists skill are a blur
of fists and feet in a fight—delivering sudden
uppercuts and body-blows—and are pretty
adept at not getting hit themselves. They include
bouncers, thugs, and martial artists.

Many of the restrictions on the uses of Fists
(such as using certain close-combat weapons, or
the sorts of things Fists can be used to defend
against) can be set aside with the right kind
of martial arts training. Invariably, this level of
training is reflected with a few martial-arts-
oriented stunts such as those found on page 152.
Without those stunts, you might still have some
basic self-defense style training, but you haven't
yet attained the level of “art.”
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A BRAWING

FisTs

As a combat skill, Fists is rolled to make attacks
and maneuvers when you are using nothing
other than your body to get the job done. Brass
knuckles and the like allow you to use Fists,
but in general, attacks that use a tool—be it a
staff, knife, sword, or broken bottle—use the
Weapons skill instead.

Bare hands have the advantage that they're
always with you, but the disadvantage that
they almost never offer a damage boost on a
successful hit,

A CLOSE-COMBAT DEFENSE

Fists

Fists may be rolled as a defense against other
Fists attacks and against short-reach, close-
quarters weapons such as knives and short clubs,
representing the ability to block or dodge an
opponent’s attacks. It can't be used as a defense
when the weapon arguably has a significant reach
advantage (swords, staves, and guns), unless you
can justify it as an unusual circumstance—e.g.,
“My skin is bulletproof, so I should be able to
block a sword if I do it right” or “I'm right next
to the guy, so I'm going to try to push his arm
aside as he makes the shot with the gun.” As a
rule, Fists can usually be justified as a defense
against attacks that come from the same zone
as you and rarely against attacks from outside
that zone.

GUNS

(Stunts, page 153)

Sometimes you just need to shoot things.
Thankfully, there’s a skill for that. With a
gun, you can shoot up to two zones (page 197)
away—possibly three or more, if it's a rifle
(borders, page 212, may or may not count,
depending on their nature). Unfortunately,
without a gun at hand, the skill isn't much use.
Characters with a high Guns skill are masters of
death; as a result, it’s rare to encounter one who
doesn't have a healthy respect for the dangers
inherent in bringing out the weapons. Such
characters include policemen, soldiers, assassins,
and hunters.

If someone is devoted to using Guns as a
strong component of his fighting style, it can
safely be assumed that he possesses at least
one or two guns, regardless of Resources rating

(though whether or not he will be allowed to
carry such things wherever he goes is another
matter entirely), so long as it fits the concept.

A AIMING

Guns

One popular maneuver among Guns users
is aiming. This is done like nearly any other
maneuver (page 207), with the idea that you take
an action to place a temporary aspect on your
target—e.g., IN My S1GHTs. On the subsequent
exchange, you tag that temporary aspect to get a
+2 on the roll, assuming the target hasn't done
something to rid himself of the aspect.

A GUN KNOWIEDGE

Guns

Guns users are also well-versed in a variety of
small arms, large arms, and ammunitions, as
well as the care and maintenance of firearms.
You may use this skill as a limited sort of knowl-
edge and repair skill covering those areas.

A GUNPIAY

Guns

Guns is an attack skill, by and large, though a
creative player will undoubtedly come up with
some maneuvers to attempt when shooting. As
far as mundane, mortal weapons are concerned,
guns are at the top of the heap in a fight.
They're deadly—getting large stress bonuses on
successful hits, forcing consequences, conces-
sions, and taken out results faster than other
means of attack. Better yet, they operate at
range, forcing unarmed opponents to take cover
or close with you in order to be effective.

As an attack, a gun also limits the defensive
options available to a target. Targets are gener-
ally only able to roll Athletics as a defense, repre-
senting their ability to dodge and get out of the
way of the gun—or otherwise present a diffli-
cult-to-hit target, like taking cover—Dbefore the
shot’s taken. And guns are often the weapon of
choice for anambush (page 142) which, when done
right, leaves the victim's defense skills locked
down at Mediocre—easy to deliver a devastating
shot.

There are two downsides. First, a gun can
be taken away from you, rendering this skill
useless. Second, you can't ever use the Guns skill
as a defense, which means you need a strong
Athletics skill to cover you, just in case. As a
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result, Guns ends up being a bit of a one-note
wonder—and while that’s one hell of a note,
it can be pretty limiting at times, especially in
neighborhoods where you're likely to get the
cops responding to reports of gunfire.

Remember: when a gun is drawn, it’s a state-
ment of intent to kill people. Even a great many
supernatural creatures will take pause at the
sight of a gun barrel pointed their way.

A OTHER PROJECTIIE
WEAPONS

Guns

You can also use Guns to cover non-gun
weapons that shoot at a distance, such as bows
and other such artifacts, though usually with a
penalty (=2) if you aren't trained in their use. If,
at the time you take the Guns skill, you decide
your character is focused on using a method of
shooting other than a gun, you may rename this
skill to something more appropriate (e.g., Bows)
and face the familiarity penalty when using
actual guns instead. Under such an option, most
Guns related stunts are still available with the
unusual weapon.

INTIMIDATION

(Stunts, page 153)

Intimidation is the skill you use for producing a
sudden, strong, negative emotion in a target—
usually fear. With high Intimidation, you exude
menace, choose exactly the right words to chill
others to the bone, and get people to lose their
cool in an instant. Bodyguards, mob enforcers,
and “bad” cops have high Intimidation.

ATH BRUSH-OFF

INTIMIDATION

If things get to the point of a face-off, there are
a lot of other actions an opponent can do other
than stand there and be intimidated—such as
disengage or pull out a weapon. However, one
of the real strengths of Intimidation is that first
flash of contact, when people instinctively get
out of the way of someone intimidating. Used
in this fashion, Intimidation can establish a
powerful, menacing first impression. If you are
actively doing something intimidating, you may
roll a quick contest of Intimidation against the
opponent’s Discipline or Presence. If successful,
the target is taken aback for a moment, generally

long enough for you to brush past them, though
the target will usually have plenty of time to call
for help if appropriate. This can’t be done in a
fight or against any target who is already ready
for a fight; but in those “first contact” situations,
Intimidation is gold for control.

A INTERRGFATION

INTIMIDATION

Intimidation is the “bad cop” skill for interroga-
tion situations—a special kind of application
of the above trappings. It's not a soft touch;
it's all about getting in the face of the perp and
convincing him that you are the harbinger of
his personal doom. Other social skills, such as
Deceit and Rapport, are necessary to make it
an interview rather than an interrogation and

belong firmly in the “good cop” camp.

A PROV@ATION

INTIMIDATION

When you don't control the situation well
enough to make your target afraid, you can still
use Intimidation—just not for the usual “be
scary” purpose. Instead, psychological or social
attacks may be made to provoke the target—
usually by enraging them or otherwise getting
them to lose their cool. Harry Dresden is partic-
ularly fond of this trapping and uses it to turn
the tables on his captors whenever possible.

Whrks ror. Seiber ~MAN, WorRKsS FOoR. ME.

A S@IAL AHFACKS

INTIMIDATION

There are more graceful social skills for
convincing people to do what you want, but few
skills offer the pure efliciency of communicating
that failure to comply may well result in some
manner of harm. Nothing personal.

You can use Intimidation as an attack to deal
social stress, cutting through the usual niceties
by making things blunt, ugly, and expedient.
This can force someone to get to the point, make
him spill the truth, or cause him to flinch and
show weakness when surrounded by sharks.
The target usually gets his choice of social skill
to defend against such an attack—for whatever
help that might offer him—so long as it’s appro-
priate to the attack. He might try Rapport to
attempt to laugh it off, Presence to keep a poker
face, Discipline to keep his cool.
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A THREATS

INTIMIDATION

At its core, Intimidation is about putting the
fear of you into someone. To manage this, you
must be in a position to make a reasonable case
that you actually can deliver some kind of harm
or unpleasant circumstance to your target. You
can achieve this with reputation, appearance,
weaponry, or even with a good, scary speech.
Ultimately, this is about power—defined here
as your demonstrable ability to control the situ-
ation, rather than the victim’s control over it.
Without this context, the victim may be at an
advantage (+2) when defending, or may simply
be untouchable by this method of psychological
attack.

Under certain conditions, Intimidation is one
of the few skills able to deal direct mental stress
(see“Mental Conflicts,” page 217) to a target as an
attack, and you can use it both in physical and
social conflict situations.

INVESTIGATION

(Stunts, page 153)

Investigation is the ability to look for things and,
hopefully, find them. This is the skill you use
to actively look for something—like searching
a crime scene or trying to spot a hidden enemy
that you know is somewhere near. Characters
with a high Investigation discover the most
hidden clues; when they focus their attention on
something, they can perceive details more fully
and deeply than others. These people include

private investigators, reporters, and cops.

A EAVESDROPPING

INVESTIGATION

You can use Investigation to focus attention on a
target in order to perceive details that you might
normally miss. For example, when trying to hear
something that might be difficult to pick up on
casually, roll Investigation. This makes a strong
Investigation skill paramount for eavesdroppers
and gossip hounds. All it requires is the invest-
ment of time and attention.

A EXAMINATION

INVESTIGATION

Deliberately using an assessment action to look
for clues, deep patterns, or hidden flaws in some-
thing most commonly calls for the Investigation
skill. This makes Investigation the flip-side of
Alertness: it is mindful, deliberate perception, in
contrast to the passive perception of Alertness.
An equivalent Investigation effort is nearly
always going to yield better, more in-depth
information than an Alertness effort would. The
downside is that Investigation is far more time-
consuming— “minutes to hours,” as opposed to
“seconds to minutes.”

Also, this is the trapping used to verify the
truth of information, whether it's checking up
on a rumor you got via Contacts or spotting a
forged document in a pile of paperwork.

A SURVEIILANCE

INVESTIGATION

Surveillance is the art of using Investigation to
keep track of a target over an extended period
of time, whether by watching a fixed location or
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by following the target on foot through busy city
streets.

If the investigator is looking to keep an eye
on his target without being seen, a second roll
is necessary (using Stealth), per the Shadowing
trapping on page 143.

Long-term Surveillance may call for
Endurance rolls as you begin to find it diffi-
cult to stay awake or keep from running off to
a nearby bathroom. Equipment can aid the roll
or remove the need for it entirely; a thermos of
coffee and an empty bottle are practically “musts”
in the professional surveillance business. Having
a second person help out so you can take a break
is a plus as well.

LORE

(Stunts, page 154)

Lore represents your occult knowledge. Looking
at the world at large, most people don't have
this skill or even know it exists. But for those
who've studied the real teachings of the occult,
Lore allows them to gain useful insight into
the arcane elements of the mortal world. With
a high Lore skill, you can pick up on mystical
happenings that are nigh invisible to others,
know and discover magical particulars when it
comes to assembling the materials for spellcraft,
and (in some cases) even perform basic rituals—
given the right text. Mystics, monsters, and
wizards have high Lore skills.

Lore is one of the three cornerstone skills for
effective spellcasting, along with Conviction and
Discipline.

A ARCANE RESEARCH

Lore

Above all, Lore is the skill used to research
things related to arcane and occult principles.
If you're looking for the right way to fight a
monster, the recipe for a potion, or a new protec-
tive incantation, Lore’s the skill to roll. Other
than the subject matter, Lore behaves exactly like
the Scholarship skill when it comes to the func-
tions and methods of research, allowing most of
Scholarship’s trappings (page 140) to be used, with

the focus changed to arcane and occult matters.

When a library is needed, it must be rated
for providing rare occult texts. Such libraries
are few and far between, and thus true practi-
tioners often must contact the spirit world for
the needed information, be it in the form of a
bound spirit, a demonic summoning, or some
other ritual.
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Lore

Anyone who can light a match can use it to set
off a stick of dynamite—whether or not they can
do it safely is another matter entirely. The same
is true of the practice of “common” rituals—
sometimes all you need is the untrained use of
Lore plus a rare, arcane ritual text to contact
and interact with mystic and dark powers from
beyond.

Common rituals that actually work are very
rare. Most common rituals have been rendered
powerless thanks to their distribution to the
public. (Think of it this way: each common
ritual out there represents a conduit to a specific
supernatural power, but that entity has only a
fixed amount of power it can send down that
particular channel. The more people that are
aware of a ritual, the more they pull power from
that channel. Get too many trying to tap into the
same power source, and soon there isn't enough
left for any person to grab power of any conse-
quence. Thus, one of the Whité Council’s most
effective ways to rob common rituals of their
power is through wide publication and distribu-
tion in various “new age” texts and other books
of the type.)

When given an actual, usable common ritual,
Lore is the skill of lighting the wick on the
dynamite of that supernatural entity’s power.
But unlike a stick of dynamite, that entity is a
thinking being, usually with thousands of years
of experience in outsmarting humans like you
who come knocking and asking for power. More
often than not, a common ritual blows up in
your face.

For more on spellcasting with common ritual,
see page 290.
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A MYSTIC PERCEPTION

Lore

Exposure to arcane lore leads to a height-
ened awareness of the supernatural. In certain
circumstances, you can substitute Lore for
~ Alertness to pick up on supernatural details
about a scene. These details should be extremely
vague, limited to statements such as “You're
getting a bad feeling about this” or “Something
about this place is just...wrong.” Used this way,
Lore is more an indicator that there’s something
weird happening rather than a lens through
which to see the weird.

" MIGHT

=
(Stunts, page 154) St< SMA"SH‘,

Might is a measure of pure physical power, be
it raw strength or simply the knowledge of how
best to use the strength you have. Might is for
lifting, moving, or breaking things. You can use
the skill to add a measure of physical power to
the efforts of another skill. Characters with a
high Might are not supernaturally strong, but
they can still bend, break, and lift things that
are normally beyond the capabilities of everyday
people. They include thugs, furniture movers,
and wrestlers.

A BREAKING THINGS

MigHT

Might is the skill of choice for applying brute
force to snap something into smaller pieces; it
includes breaking boards, knocking down doors,
and the like. Using Might, you can damage an
item over time or break it with a single dramatic
blow. For guidelines on breaking things, see
page 321.

A EXERTING FORCE

MiGHT

You can use Might indirectly to modify, comple-
ment, or restrict (page 214) some skill uses. This
represents the secondary influence of physical
strength on the primary use of another skill.
For example, climbing while carrying someone
on your back might restrict a normal Athletics
roll, whereas getting into a shoving contest with

someone might let you roll Fists modified by
Might.

A LIFTING THINGS

MiGHT

Might controls how much you can lift, shift, or
move. The weight of the thing you're moving
determines the difficulty for the roll, though this
might be modified by things like leverage and
other factors. For a discussion of weight and the

lifting of heavy things, see page 321.

A WRESTING

MiGHT

In combat, Might can help you with particular
applications of Fists and Weapons: if physical
force is a very significant element at play, Might
will modify (page 214) the primary skill.

Furthermore, if you successfully engage an
opponent in a one-on-one exchange, you can
potentially switch from Fists to Might as the
primary combat skill by executing a hold or
other wrestling move where it’s less about hitting
than about overwhelming with physical force.
See the grappling section on page 211 in Playing
the Game for details.

PERFORMANCE

(Stunts, page 154)

Performance represents your overall artistic
ability, covering the gamut of endeavors that
involve putting creative works before an audi-
ence (painting, dance, music, writing, and some
elements of acting). This includes knowledge of
composition as well as the performance itself.
Characters with a high Performance are incred-
ibly creative individuals, able to create poetry
extemporaneously, dance well enough to make

Skills

one’s heart soar, or put on an acting performance WHAT ABOUT

that will bring a crowd to standing ovation.
They include actors, artists, and those with

faerie blood.

A ART APPRECIATION

PERFORMANCE

As a knowledge skill, Performance is identical
to Scholarship, though the fields it applies to are
more limited and more focused. Thanks to this
narrowed focus on the fields of art and perfor-
mance, a few shifts of success on a Performance
roll may pay out more information when
compared to the same number of shifts from a

Scholarship roll.
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A COMPOSITION

PERFORMANCE

As a composition skill, Performance is fairly
straightforward—you can make art of virtu-
ally any type, so long as you are familiar with
and practiced in the medium, producing works
of a quality equal to your skill. Without stunts,
it's probable that none of them will be master-
pieces, but any art that's Average or better can be
displayed without any real embarrassment.

AIL ART IS NOT THE SAME
Normally, common sense should dictate
whether or not a character is practiced in
a particular medium—if the character is
a journalist, he probably doesn't do ballet.
Some groups may want to nail this down
more specifically, for this skill and for others
(like Scholarship). A good guideline is to
allow the player to choose areas of specialty
equal to the rating of the skill. So, a char-
acter with Good (+3) Performance is prac-
ticed in three mediums of art.

If you're going to do this, keep in mind
that some characters might be locked
out of using the Play to an Audience or
Composition trappings, depending on
context.

A CREATIVE
COMMUNICATION

PERFORMANCE

While Scholarship covers the technical building
blocks of communication—language, grammar,
and the like—Performance covers the creative
expression of ideas and, as such, covers most
means of broad communication like writing.
These are not “pure” performances, however,
and your other skills play a role in their appli-
cation, so your writing is usually modified
by your Scholarship. There are exceptions,
such as dry, academic documents (which use
pure Scholarship) and poetry (which uses just
Performance).

Public speaking is a similar creature, but it
is more beholden to the charisma and pres-
ence of the speaker. In those cases, Performance
modifies (page 214) whatever skill (Rapport,
Intimidation, Presence, or Deceit) you are using,
so long as the communication has a creative
component.

A PIAYING 1© AN AUDIENCE

PERFORMANCE

First and foremost, Performance is the skill of
playing to an audience—producing a reaction in
a crowd with creative expression, whether that’s
acting or another art form. As such, you can
use Performance to declare (page 116) aspects on
a scene when those aspects might arise from a
moving performance, aEecting everyone in a
room at once. Usually, aspects declared by this
method must be broad, indicating the mood of
the crowd, rather than specific and targeted at
individuals present.

For example, if Malcolm Dresden is at a chil-
dren’s party pulling rabbits out of hats and doing
other assorted tricks, he might put the aspect
Gi16GLES AND DELIGHT on the scene, reflecting
the general, joyous mood.

A- crassic!

PRESENCE

(Stunts, page 154)

Presence is a multi-faceted skill, representing
attributes of leadership, reputation, and
charisma. While Conviction represents your
overall mental and psychological toughness,
Presence is a measure of social toughness—
whether or not you'll flinch and lose face in
front of others, and how your image stands up
to scrutiny and/or attack. Characters with a
high Presence carry themselves with a quiet
confidence no matter the situation, and when
they speak, others stop and listen. They include
military officers, mob bosses, politicians, and
lawyers.

The Social Fortitude trapping also adds to
your social stress track (see page 201 for more on
stress tracks).

A CHARISMA

PRESENCE

Presence is used passively whenever someone is
trying to size you up socially. While the Rapport
skill also covers your ability to reach out to
others and make an impression, it is a deliberate,
active skill in comparison to Presence. Much like
the split between Investigation and Alertness,
Rapport and Presence represent the active and
passive sides of making an impression, respec-
tively. As a rule of thumb, the GM may ask you
to roll Presence to gauge impressions when you
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are not actively focusing your efforts on making
one. Further, when you use Rapport to make a
deliberate impression, you can call in Presence
to complement the skill (page 214).

A COMMAND

PRESENCE

Use Presence to direct troops, workers, or any
other group attempting a task. Any time you are
in a position to give orders to a group of followers
or functionaries, you may apply your Presence
skill to help coordinate their efforts. This will
allow you to make a WELL-COORDINATED or
similar aspect available to whoever is rolling for
the combined task, via a maneuver (see Playing
the Game, page 207, for more details).

You can also use the skill to get a largely
undifferentiated mob of people to behave in a
particular way, such as convincing a group of
people to evacuate a building or to charge a line
of police. If your action has a theatrical element
to it, you can use Performance to modify

(page 214) the roll.

A REPUTATION

PRrRESENCE

Presence can represent the strength of your
reputation, in that it insulates you from the
social maneuvers and attacks of others. This
is not the same as fame or notoriety; it's more
a measure of how well you're able to use your
reputation to help you achieve social goals.
To this end, there may be reputation-specific
circumstances where you will roll Presence to
defend against social attacks and maneuvers.

A S@IAL FORTITUDE

PRESENCE

When facing a direct attack like a smear
campaign or simply the latest gossip on the
streets, Presence is how well you comport your-
self in an outward, social fashion. Combined
with a strong showing in other social skills such
as Rapport and Deceit, your Presence makes you
particularly difficult to assail in a social scene.

Used this way, Presence is a passive ability,
representing your social “toughness” under such
circumstances. A higher-than-default rating
in Presence improves the ability to take social
stress, giving you more than the default number
of stress boxes (2) if you take this skill:

Total # of
Presence Social Stress Boxes
Mediocre 2
Average, Fair 3
Good, Great 4
Superb+ 4

plus one additional mild
social consequence for each

two full levels above Good

137

¥



FaTHER
ForTHILL
MUST HAVE A
REALLY Hi&H
RAapPoRT
SsKiILL. | HAT
MAN <AN
GET ANYONE
To TALK,

By,
WHY wouLp
SOMEONE Usg
‘oPENING up"
IF IT MEANS No
MATTER. WHAT
HE ENDs up
REVEALING AN
ASPECT To His
OPPQNENT_?

well, you
could ask a
marketer that
guestion—she'd
tell you that
condrelling
the message
s everything.
(f you open Up
and show your
opponent your

TIGER-SOULED

aspect, you
have created

a very distinet

('mpressi@n.
That's power:

138

RAPPORT

(Stunts, page 155)

The flipside of Intimidation, Rapport is your
ability to talk with people in a friendly fashion,
make a good impression, and perhaps convince
them to see your side of things. Any time you
want to communicate without an implicit
threat or attempted deception, this is the skill
to use, making it appropriate for interviewing or
making friends. Characters with a high Rapport
can make strong first impressions and they
make easy, friendly conversation in any social
scene. They include politicians, reporters, and

“good cops.”

A CHIT-CHAT

RaprporT

A character skilled in Rapport is a master of
small talk and, through casual, friendly conver-
sation, can get folks to give up information
without quite realizing they've done it. In a
social conflict, you may roll Rapport for maneu-
vers and “attacks” with this goal in mind. You can
also use the skill creatively to grab someone’s
attention and keep him distracted by conversa-
tion while something else is happening in the
room.

A CLOSING DOWN

RapporT

Rapport controls the face you show to the
world—and that includes what you choose not
to show. As such, when you try to use Empathy
to get a read on someone, your attempt is
opposed by Rapport as the default. If you simply
wish to reveal nothing, you may use Rapport
and take the equivalent of a full defensive action
(page 199), gaining a +2 on the roll.

This is over and above the default of a
Rapport defense because it's obvious you're
doing it: you're closing down, wiping all
emotions off your face. This means that closing
down is a fairly obvious strategy—your oppo-
nent will know you're doing it. It also requires
that you be consciously aware that someone’s
trying to read you. If you are trying not to look
like you're actively warding off the read, or if you
aren't really aware that you're being read, then
you aren't taking a full defensive action and you
don't get the +2.

A FIRST IMPRESSIONS

RaprporT

The first time you meet someone, the GM
may call for a quick Rapport roll to determine
the impression you make (assuming you're
trying to make a good one). This may interact
with the Presence skill, depending on the situ-
ation. Usually, succeeding at this roll can give
you a beneficial temporary aspect such as I
Look Goop, which you might tag or invoke
on socially related rolls in that scene. Be careful,
though—failing significantly at such a roll could
also change the situation for the worse, putting
an I Look Bap aspect on you which could be
used by someone else.

A OPENING UP

RapporT

Your skill in Rapport includes the ability to
control which side of your personality you show
to others by seeming to open up while actually
guarding deeper secrets. Since you reveal only
true things about yourself, this is not an inher-
ently deceptive action involving the use of the
Deceit skill.

When you open up, you defend as usual
against an Empathy “read” (page 129) with
Rapport. If your opponent succeeds and gener-
ates at least one shift, he finds something out,
as usual (a failed defense roll is a failed defense
roll after all). If you succeed, your opponent
still discovers an aspect—but it's one of your
choosing,

Used this way, you can effectively stonewall
someone without the obvious (and unfriendly)
poker face of Closing Down. In addition, you
can always choose to reveal something that the
other character already knows. i

A S@IAL DEFENSE

RappORT

Control of outward reactions and a general
ease at conversation are both within the realm
of Rapport, and both are useful in mounting a
defense against social maneuvers and attacks
(page 215). Only the rarest of social conflicts
prevents you from using Rapport as your
defense skill. Rapport is the go-to skill for rolling
to defend in social conflicts, much like Athletics
is the go-to skill for physical conflicts.
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RESOURCES

(Stunts, page 155)

Usually Resources is a measure of your available
wealth, but the specific form this takes—from
a secret family silver mine to a well-invested
portfolio—can vary from character to character
(and may be indicated and enhanced by your
aspects). Characters with high Resources can
buy their way into or out of most situations and
can easily afford the finest luxuries of life. They
include aristocrats, successful criminals, and
businessmen.

It's important to note that Resources repre-
sents your personal resources, including your
regular forms of income, whether your job
is “steady” or not. You may have access to an
organization’s resources under certain circum-
stances; this allows you to roll a different rating
than your personal Resources skill. Rolling that
way means you're expending that organization’s
resources, not your own.

For example, a consultant for Monoc
Securities might decide to acquire a private jet
for corporate use. The consultant’s Resources
might only be Fair (+2), but in this case the
consultant rolls using Monoc's expense account,
rated at Fantastic (+6).

ABUYING THINGS

REsouRrces

Usually, this skill passively informs the GM
what your available resources are, but you may
still actively roll Resources for large expendi-
tures or expenses outside of the daily cost of
living—like purchases and bribes.

For an idea of the “cost” of things, see
page 322. The cost of items is measured on the
adjective ladder; you can buy reasonable quanti-
ties of anything that’s two steps or more lower
than your Resources without worrying about
it (i.e., not rolling). With justification, you can
probably also get things one step below your
Resources. For items greater than or equal to
your Resources, roll against the cost of the thing.
If successful, you can afford the item; if not,
you can't. You can only make one Resources roll
per scene.

Some large-scale conflicts may be all
about trying to outspend the other guy. Here,
Resources might act as an attack or defense skill.

A EQUIPMENT

REsouRcEs

You are generally assumed to have all the tools
you normally need to do your job, whether that
job is fixing engines or shooting people. Still,
sometimes a situation arises where you need to
buy something, either because you didn't antici-
pate needing it or because the item is unusual,
rare, or illegal. When that happens, measure
the price in terms of how much Resources it
requires to access and purchase the item.

A LIFESFYIE

REsoURCES

You are assumed to live in accordance with your
means. If you're rich, you may not even need
to go shopping (you have people who do that).
Generally speaking, if something costs two steps
less than your Resources skill, you probably have
one already, assuming it's something that would
make sense for you to have obtained previously.

A MONEY TALKS

REesources

Wealth puts pressure on social interaction,
either subtly or overtly.

On the subtle level, whenever knowledge of
your wealth affects a situation, the Resources
skill may be used to modify (page 214) the actual
skill being used (usually a social one). If being
less wealthy is actually seen as a positive in the
situation (perhaps to gain some “street cred” or
what-have-you), then the rules for modifying
may be turned around, creating a —1 to the roll if
Resources is above a particular level.

More overtly, you may use Resources as the
primary skill in a social interaction where an
offer of money is the primary factor. Bribery is
the clearest of such cases here, though negotia-
tions to get a cash-strapped wizard-for-hire to
sign on to a case may involve a Resources roll,
as well.

A WORKSPACES

RESOURCES

Part of the passive measure of Resources is the
personal tools and spaces you have access to.
Workspaces are environments where you can
perform a certain type of work, and owning and
maintaining a world-class workshop, library, or
arcane laboratory requires a certain amount of
Resources.

Skills
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You use your Resources to set up the tools

you need for your job. Your home may have, for
free, a single library, lab, workshop, or arcane
library or sanctum of a quality equal to two
steps lower than your Resources. As described
in Scholarship (see page 142), the quality of a
workplace determines the highest possible
difficulty of a “question” or project that you can
pursue there.

The breakdown of the various types of skills
that need workspaces is shown in the following
table. See the respective skills for more details.

Skill Work Workspace
Scholarship ?{2(;1::11: Library
| Scientific Lab
Scholarship Work Lab
Construction

Craftsmanship & Fabrication Workshop

L Arcane Arcane
- Research Library
Arcane A
Lore Spellwork & et
. Sanctum
Ritual

If you wish to have a specialized workspace,
such as a workshop that can only work on guns,
you may have it at a quality equal to one step
lower than your Resources instead. Higher
quality workspaces may be constructed, but they
require a Resources roll with a difficulty equal to

the quality+2 (or +1 in the case of a specialized
space) and are not immediately available at the
time of purchase (though additional shifts may
be spent to reduce the timeframe, as usual).

Keep in mind that a library doesn’t have to
be an actual, literal library full of books—any
kind of archived, searchable information can
be considered a library for game purposes. So,
if you want to have something like a computer
mainframe or set of hard drives that holds
scanned documents on various topics, you could
also consider that a library. Many actual libraries
even have large computerized databases now,
as opposed to older archival technologies like
microfiche.

By default, the Internet is a Mediocre
library—extremely detailed information on a
specialized topic is usually access-restricted or
buried among useless and speculative informa-
tion. If you want to, however, you can say that
your library consists of access to specialized
online databases (like Lexis-Nexis for lawyers)
that would allow a higher quality rating.

SCHOIARSHIP

(Stunts, page 155)

In the Dresdenverse, knowledge breaks down
into two camps: mundane and supernatural.
Lore covers the latter and Scholarship covers
the former. Scholarship operates as a catch-all
skill for most kinds of regular, everyday, “book”
knowledge with a few practical applications
out in the field as well. Characters with high
Scholarship may be adept at technology and
research, well-versed in the sciences and liberal
arts, and good at performing first aid (provided
they have experience with it). They include star
students, professors, and game show contestants.

A ANSWERS

SCHOLARSHIP

‘The main use of Scholarship is to answer a ques-
tion. Questions covered by Scholarship include
those of history, literature, and the sciences both
“soft” and “hard.” You can ask the GM, “What
do I know about this subject?” or “What does
this mean?” Often, there will be no need to roll,
especially if the subject is within your specialty
(as indicated by your background and aspects).
But if the GM feels the information is some-
thing that should be hard to attain (such as a
clue), then she may call for a roll against a diff-
culty she sets. If you succeed, you receive the
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information. If you fail, you may still attempt
to research the topic (see the trapping by that
name, below). In some cases (basically, whenever
it might be entertaining), you may stumble onto
a false lead that gets you deeper into trouble, or
you may discover that the information you seek
only uncovers deeper, unanswered questions.

A COMPUIER USE

SCHOLARSHIP

Assuming that you aren't the sort of person to,
say, cause technology to short out when you get
near it, the Scholarship skill includes the ability
to use and operate complex computerized or
electronic systems. This doesn't really include
any competence at hacking, per se—Burglary
is still used to actually defeat security measures
and systems. However, Scholarship should
modify (page 214) Burglary whenever computers
are involved.

A DECIARING
MINOR DETAILS

SCHOLARSHIP

You may use your knowledge to declare facts,
filling in minor details that the GM has not
mentioned. These facts must be within the field
of your Scholarship, and the GM has the right
to veto them. If all's well, the GM sets a diffi-
culty for the truth of the assertion, and if you
succeed at your Scholarship roll, the assertion is
true. If not, you are mistaken.

In most cases, this is treated as a straight-
up declaration action, as described on page 116.
If your assertion is correct (i.e., successful),
the aspect is placed; it can be tagged once and
then invoked as usual (page 106). If your asset-
tion turns out to be wrong, there is no penalty,
but there may be complications—at her option,
the GM could place a temporary MISTAKEN!
aspect on you, compelling it to represent the
fallout (and netting you a fate point).

For GM advice on setting difficulties for
declarations, see page 313.
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A EXPOSITION AND
KNOWIEDGE DUMPING

SCHOLARSHIP

Sometimes the GM just needs to give the group
a lot of information, and the character with a
high Scholarship skill tends to be the conduit of
that. When the GM needs to knowledge dump,
if you have the highest Scholarship skill, the
GM may ask you if she can use you as a mouth-
piece. Assuming you agree, the GM can share all
appropriate background and is encouraged to
give you a fate point for having your character
temporarily commandeered for the purposes of
the story.

A LANGUAGES

ScHOLARSHIP

Languages are part of a good classical education.
You may speak a number of additional languages
based on your Scholarship score (you don't have
to, if it doesn't suit your concept). Each step of
Scholarship above Mediocre gives you knowl-
edge of one additional language (so one addi-
tional at Average, two at Fair, and so on). You
don't need to choose the languages when the
character is created; you can instead choose
languages in the course of play, as is convenient.

A MEDICAL AT FENTION

ScHOLARSHIP

Scholarship covers the scientific and practical
knowledge necessary to administer basic First
Aid. This allows you to declare that your care
is sufficient justification for recovery from mild
consequences, because you can create an envi-
ronment that makes this recovery possible. See
page 220 in Playing the Game for a discussion of
justifying recovery from consequences. Stunts
are necessary to take this to the level of true
doctors and surgeons.

A RESEARCH AND LAB WORK

SCHOLARSHIP

Researching a topic is frequently a time-
consuming and arduous task and exactly the sort
of thing worth skimming over with a few quick
dice rolls. Treat research as an extension of the
knowledge the character has—you know the
answers to some questions off the top of your
head and can answer other questions because
you know what book to look in.

Skills
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As such, deeper, dedicated research is
something that might happen when you fail a
Scholarship check. Provided you are willing to
spend time researching (and that the answer
can be found), the only questions are how long
it will take you and how good a workspace you
have access to (usually a library for book things,
a laboratory for experimental research, etc.) to
discover the answer.

One important note: because the GM is not
always obligated to reveal the difficulty of a given
roll, you may not know how much you failed it
by, which means you don't know how long you'll
need to research. Usually you'll just research
until you find the answer, but sometimes, when
time is tight, you might find yourself behind the
eight-ball. GMs are encouraged to read “Setting
Difficulties” (page 310) before making any deci-
sion about how to deal with a failed roll.

Academic research requires a library
(page 140), while research through experimenta-
tion requires a laboratory. The quality of these
workspaces determines the hardest possible
question you can answer within them (so a ques-
tion of Good difficulty requires a Good library

or better). If you attempt to answer a question

in a library that’s not equipped to answer it,
the GM is encouraged to be up-front about its
shortcomings.

Most high schools and private individuals
have Mediocre, Average, or Fair libraries. Small
colleges often have Good libraries and labo-
ratory facilities; larger institutions may have
Great ones. Superb and better libraries are few
and far between. Many workspaces also have a
specialty or two where they are considered to
be one step higher—for example, Georgetown’s
library specializes in law, so it has a Great library
which is treated as Superb for legal questions.
Characters may own libraries, laboratories,
and other workspaces of their own; see the
Resources skill (page 139) for more.

STEALTH

(Stunts, page 156)

Stealth is the ability to remain unseen and
unheard. Directly opposed by Alertness or
Investigation, Stealth covers everything from
skulking in the shadows to hiding under the bed.
Characters with a high Stealth are like ghosts,
passing through the shadows with only the
barest whisper of sound. They include burglars,
assassins, and sneaky kids.

AAMBUSH

STEALTH

With the Stealth skill, you can set up an ambush
by rolling to hide as per the Hiding trapping,
below. Given time to prepare, you might even
create aspects on the scene to set up the ambush.
When you decide to strike, the victim gets one
last Alertness roll to see if he notices some-
thing at the last moment. You have the option
of keeping your hiding roll or rerolling your
Stealth in response to this last Alertness roll. If
the victim succeeds, he can defend normally (but
not take a normal action in the first exchange).
If the victim’s roll fails, he can only defend at an
effective skill level of Mediocre.

AHIDING

STEALTH

When you're hiding, you're remaining perfectly
still and (hopefully) out of sight. Lighting,
obstacles, and other environmental factors can
modify (page 214) your roll, and the result of your
Stealth roll is the basis for any contest with a
searcher’s Alertness or Investigation.
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ASHADWING

STEALTH

Something of a variant on Skulking (see
below), Shadowing is the art of following
someone without them noticing that you're
doing it. When following someone on foot,
the full Stealth skill can be used to pull this
off; if you're following a target by car, Stealth
remains primary but is modified (page 214) by
your Driving skill. The target usually gets an
Alertness check to see if he can pick up on the
fact that he’s being followed.

This Stealth check is often made complemen-
tarily to an Investigation check required to keep
the target in sight, as per the Surveillance trap-
ping for that skill (page 133).

A SKULKING

STEALTH

Skulking is the art of moving while trying to
remain unnoticed. It uses many of the same
rules as Hiding, above, but it adds in difficulty
factors based on how fast you are moving and
the terrain. A slow crawl isn't much harder, but
running is tough. Bare concrete isn't much of an
issue, but a scattering of dried leaves and twigs
makes it much more difficult to move quietly.

SURVIWAL

(Stunts, page 156)

Survival is the skill of outdoorsmen, covering
hunting, trapping, tracking, fire building, and a
lot of other wilderness skills. Characters with a
high Survival skill are adept at riding horses, can
survive nearly indefinitely by living off the land,
and can track a man in the wilderness for days.
They include hunters, scouts, and soldiers.

While the Dresdenverse is centered squarely
on the urban landscape, Survival still has its
place, either by venturing out into the country-
side (say, to visit a crotchety old wizard who
lives on a farm), stepping into a particularly large
urban park, or making it through the night in
the wilds of the Nevernever.
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AANIMAL HANDING

SURVIVAL

Survival covers the breadth of your interaction
with animals—natural ones for certain, and
even some supernatural types. This interaction
ranges from calming them to training them to
getting a rough kind of “communication” going.
This includes handling beasts of burden and
carriage animals as well as common pets.

As such, Survival serves as a stand-in for all
social skills when dealing with animals and other
beasts. Which is not to say that animals are
great conversationalists; but when you're trying
to soothe or stare down an animal, Survival is

the skill to roll.

A CAMOUFIAGE

SURVIVAL

Survival can be used to construct “blinds” and
other ways to help remain hidden outdoors.
On a Mediocre or better roll, you can construct
a decent, disguised place to hide, which
lets Survival complement (page 214) your Stealth
rolls.

A RIDING

SURVIVAL

Riding horses (or camels, elephants, or more
exotic creatures) uses Survival, with the skill
operating much like Driving does when it comes
to chases and most maneuvers. Further, Survival
simply covers the basics of riding, from taking
care of your mount to getting it to remain calm
through a stressful situation.

A SCAVENGING

SURVIVAL

If you need to scrounge up something from the
wilderness—sticks, bones, sharp rocks, vines
that can serve as rope, and so on—you can roll
Survival to find these things.

ATRACKING

SURVIVAL

Tracking is the art of looking for recognizable
signs of passage and the ability to draw conclu-
sions that help you stay on the trail of your
quarry. As this is partly an application of delib-
erate perception, the Investigation skill modi-
fies (page 214) Survival when you use the skill
this way.

Skills
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Once you get close enough to your prey to
be seen or heard by it, the Shadowing rules for
Stealth (page 143) come into play.

WEAPONS

(Stunts, page 156)

Weapons is the skill of fighting with tools:
swords, knives, axes, clubs, whips, etc. (except
guns—that’s a whole section of its own; see
page 131). The exact weapon is more a choice of
style than anything else, as this covers everything
from fencing to a brawl using broken bottles
and chair legs. Characters with a high Weapons
skill are familiar with a variety of “old school”
weapons and wield them with deadly accuracy.
They include swordsmen, circus performers, and
Special Forces soldiers.

A DISTANCE WEAPONRY

‘WEAPONS

The Weapons skill also covers the ability to use
weapons with an unusually long reach (like a
whip or long spear) to attack targets in adjacent
zones or to throw small handheld weapons up
to one zone away. Use this skill to be good at
throwing knives as well as fighting with them.
If you are Weapons-focused, you have a leg up
on folks who fight with their Fists; on the other
hand, a Weapons user needs to have a weapon in
order to make use of the skill.

A MEIEE COMBAT

WEAPONS

Weapons is a combat skill that is used to make
attacks and maneuvers (page 207) that incorpo-
rate the use of a physical weapon—such as
knives, swords, clubs, and so on—but not bare
hands (which uses the Fists skill; see page 130)
and not guns (which uses the Guns skill; see
page 131). When used to attack, melee weapons
always deal physical stress.

Weapons allow the character to maintain
some reach and attack advantage over a bare-
handed opponent. On a successful attack, a
handheld weapon often causes more physical
stress than would a bare-fisted attack at the same
level, making this a more wounding and lethal
method of combat. The downside, of course, is
that someone can take your weapon away from
you, rendering this skill entirely unavailable.

A MEIEE DEFENSE

WEAPONS

As a combat skill, Weapons inherently carries
the ability to defend yourself in a fight against
other Weapons and Fists attacks, so long as you
have a weapon in hand. (You still need Athletics
to make yourself a difficult target against ranged
fire from Guns.)

AWEAPON KNOWIEDGE

WEAPONS

You are well-versed in a variety of fighting styles
and weapons and you may use this skill as a
knowledge skill covering those areas, such as
“This sword is from Solingen; I can tell from the

hallmark.”
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WHAT ARE
STUNTS?

Just enumerating a person’s skills doesn't quite
give you the full picture of what he’s capable
of. Most people have little tricks, advantages,
or knacks that they pull out when they need a
bit of something extra. Ramirez finds new and
exciting ways to get wounded without going
down. Marcone can shake a man twice his size
to his core just by saying “Good morning.” Harry
can do more than just eavesdrop—he can Listen.
We call these little knacks stunts.

WHAT STUNTS DO

Stunts exist to provide guaranteed situational
benefits. These benefits might be the result of
special training, unique (but non-supernatural)
abilities, or something that’s just innately cool
about your character. A stunt may grant a char-
acter the ability to use a skill under unusual
circumstances, using it in a broader array of situ-
ations than normal, substituting it for another
skill, or using it in a complementary fashion to
another skill. A stunt might allow a character to
gain an effect roughly equal to two shifts used in
a specific way or to otherwise grant other small
effects. Put more simply, stunts allow the usual
rules about skills to be bent—or even broken.

WEe'll get into how to build your own stunts
shortly.

Some stunts may have prerequisites (other
stunts or even aspects). Particularly potent
stunts may also require the use of a fate point to
be activated. In general, a character should not
take a stunt tied to a skill he does not have at
least at Average level.

MORTAL STUNTS
VS. SUPERNATURAL
POWERS

The stunts in this chapter are called mortal
stunts because they're available to everyone—
supernatural and mundane characters alike—
and have both feet firmly planted in the realm
of what's possible for a normal (mortal) human
to do. Each mortal stunt that a character takes
reduces his refresh by 1. (What's refresh? See
page 20.)

Supernatural powers are very much the
same as stunts, although they tend to pack more
of a wallop. However, they often have more
requirements before they can be taken—usually,
at the very least, a high concept aspect (page 54)
indicating that the abilities represented by the
supernatural powers are appropriate to the
character.

This whole thing with limiting PCs to no more
stunts and powers than their refresh allows
may seem a bit odd. There are a few reasons
it’s here.

The most obvious reason is that it’s a “game
balance” issue—a flexible spending limit that
keeps PCs all within a certain power level. But
if that’s the goal here, why all that yap about
the mortal gift of free will? Let’s look at this
from two perspectives.

First, system-wise, a character with a low
refresh is going to be very light on fate points
during play. But fate points are a key currency,
the big engine that drives the ability to use
aspects—and aspects are an important feature
for enabling characters to exercise their “story
power.” So a character without many fate
points at the beginning of a session is going
to be “hungry”—compelled (very literally; see
page 100) to act in keeping with his aspects in

THE PHILOSOPHY OF LIMITS

order to get his fate point total up. Ever wonder
why Harry Dresden—a low refresh character
due to all of his supernatural power—tends to
get so beat up and into sticky situations all the
time? We know it's mostly his stellar person-
ality, but in game terms, it’s because he’s getting
compelled left and right by circumstance,
filling up on much-needed fate points.

The effect this has on play produces some-
thing very much like what we were talking
about on page 10—monsters have nature,
mortals have choice. So there’s our second
perspective: the more power someone has, the
more he risks becoming a monster, a creature
totally beholden to its nature. Even a mundane
mortal can become a monster once his abilities
begin to dictate his actions. The mortal gift
of free will is a preventative measure against
complete monsterhood. And that brings us
full circle.
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To remain a PC, no character may take a
combination of stunts and/or powers that would
reduce his refresh to zero or below. Characters
that have gone beyond this limit have, for all
practical purposes, lost their freedom of action,
thus becoming tools of the game’s story (i.e.,
NPCs) rather than protagonists (i.e., PCs).
In the case of mortal stunts, the character is
constrained by what he’s made of himself; for
supernatural powers, he’s lost access to the
mortal gift of free will. In general, it's recom-
mended that non-supernatural characters spend
about half their refresh on stunts, but this is just
a recommendation.

BUILDING
MORTAL STUNTS

What follows later in this chapter is not a
comprehensive list of stunts. You, along with
your GM, are encouraged to create your own
to fit your game. The important thing to keep
in mind is that “entry level” stunts—without
prerequisites, which mortal stunts usually are—
are the baseline. If the effect of the stunt is really
unusual or particularly potent, it may be some-
where down the line in a chain of stunts.

Since a stunt is tied to a particular skill, it’s
useful to think about the abilities offered by a
stunt as an extension of its skill's trappings
(page 120). So at a very high level, we can say a
stunt does one of two things: it either adds a
new trapping to a skill or extends an existing trap-
ping of that skill by applying about two shifts
(page 192) of effect in a particular way.

Both of these things are often constrained
to happen under somewhat specific circum-
stances (aim for something between almost-
never-happens narrow and covers-all-situa-
tions broad). If there’s any hard and fast rule
of building stunts, it’s this one: a stunt should
never be allowed to act, essentially, as a flat +2 to
the skill it affects under all (or even the majority)
of that skill’s uses.

Furthermore, when used in combination,
stunts should avoid overlapping such that their
bonuses “stack’—both adding in the same way
to the outcome. If such stacking is possible, then
the stunts, taken individually, should each be less
effective than the norm.

Mortal Stunts

With those ideas in mind, let’s get into the
specifics of building mortal stunts. (To learn
more about supernatural powers and get some

ideas about how to build those, see page 158.)

ADDING NEwW
TRAPPINGS

The first possible use for a stunt is to broaden
a skill by giving it a new trapping. Often this is
a trapping that’s “transplanted” from one skill to
another. Sometimes this trapping may need to
be modified, or made more circumstantial, in
order to fit its new skill.

Example: Lenny’s character never fights a
monster without two guns in hand. He has a
strong Guns skill rating, but his Athletics is
only so-so. Lenny decides to build a new stunt
called Shot on the Run, transplanting Athletics’
“Dodging” trapping to Guns—now Lenny can
roll Guns instead of Athletics in order to dodge
physical attacks. His GM considers putting the
restriction ...so long as he has a gun close at
hand” on Lenny’s stunt idea to help rationalize
the use of this stunt—after all, it’s still the
Guns stunt, and Lenny’s ability to dodge using
Guns suggests that it’s tied to his ability to, say,
lay down some gunfire to make himself a less
attractive target in a fight. Alternately, it might
be done as a “Dodge, only vs. ranged attacks”
with the idea that Lenny’s character is using his
knowledge of sight-lines and so forth to make
himself a difficult target. Both work, offering
the same kind of mechanical benefit, but under
different circumstances—it’s up to Lenny and
the GM to work out what fits best.

Other times an entirely new trapping is
warranted. The default set of trappings for a
skill certainly doesn't cover every conceivable
application—it just defines what the skill can do
for everyone. Skills are pretty broad in applica-
tion; specialization happens with stunts.

Example: Lydia has created a huntswoman—
someone used to tracking beasts in the wild—
who’s been drawn to the city by strange super-
natural prey. Her character has a pretty high
Survival skill, covering most of her outdoor-
oriented capabilities. But she wants something
more, so she takes an Herbalist stunt, adding
a trapping to the Survival skill that allows her
to use it as a knowledge skill when dealing with
plants, maybe even allowing for a little herbal

Sfirst aid.
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| Mortal Stunts

Taken all together, this variety of stunt is an
easy one to come by. There’s no strange math, no
specific application of shifts to consider, just a
broadening of scope for the affected skill. These
stunts often show up for a character’s highest-
rated skills, allowing the character to operate at
peak effectiveness in more situations.

EXH€NDING EXISTING
TRAPPINGS

The other possible use for a stunt is to improve
the use of a skill (usually a single trapping of that
skill) under specific circumstances. Generally,
this means that the stunt offers an effect equal to
about two shifts applied in a specific way (such
as reducing the amount of time or difliculty to
do something by two steps, or adding 2 to the
skill when used in a particular way). Those shifts
may be split up, with one stunt offering two
different one shift effects (e.g., reducing the time
to do a task by one step and granting a +1 to
the skill roll when the circumstances are right).
Certain applications of skills may be consid-
ered to be more potent than others (attacks are
a good example of this), and as such these may
be better done at the one shift mark rather than
two. On the other hand, instead of lowering the
number of shifts gained, you could require that
the character spend a fate point to activate a
more potent stunt.

As noted above (page 147), when applying
multiple stunts like this to the same skill, the
bonuses should not overlap or “stack.” If stacking
is allowed, the amount of effect each stunt has
individually should be reduced. To oversimplify
this a bit, two stunts might offer +2 each in two
different ways, but if they're set up to both add
to the same thing, the result should be more like
+3 than +4. But this is just a guideline, subject
to the GM’s sense of charity.

What about me? I'd definitely be faster than
“two time increments’! How does eidetic

recall fit into your rules, William?
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MORTAL cHARACTER, Bos. H-a, you'Re
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Given these considerations, here’s a quick
list of mortal stunt effects that could be used to
build your own. (If the same bonus is achievable
multiple times through multiple stunts, reduce
the effectiveness of any “stacking” stunts by one.)

Give a +2 to a specific application of a non-
attack or defense trapping (note that a
maneuver, page 207, is not an attack, as it doesn't
inflict stress). This may be reduced to +1 for a
broader application, or increased to +3 or even
+4 for very, very narrowly defined situations.

Example: Vampirologist — Gain a +1 to
Lore rolls whenever researching vampires and
their kin. Specify a deeper sub-field of knowl-
edge (Red Court), and you gain an addi-
tional +1 when the research is relevant to the

sub-field.

Give a +1 to an attack, improving its accuracy
under a specific circumstance.

Example: Target-Rich Environment —
Gain a +1 to attacks with Guns whenever
personally outnumbered in a firefight.

Give a +2 to an attack’s result, applied only
if the attack was successful, under particular
conditions.

Example: Lethal Weapon — Requires the
Martial Arts stunt. Your hands are lethal
weapons. When using Fists to strike an unar-
mored opponent, you are considered to have
Weapon:2.

Give one or two expendable 2-shift effects
(e.g., additional mild consequences) or a persis-
tent 1-shift effect (e.g,, Armor:1 against certain
types of things).
Example: Resilient Self-Intage — Your sense
of self is strong, enabling you to endure more
psychological punishment than most. You may
take two additional mild mental consequences

(page 203).

Reduce the amount of time necessary to
complete a particular task by two steps.

Example: Capable Researcher — Some
say you were born in a library. Any scholarly
research you do is completed two time incre-
ments (page 315) faster than usual.
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Reduce the difficulties faced by a skill under

a particular “sub-set” of circumstances by two.

Example: Hairpin Maestro — Poor tools are
no trouble when picking locks. Any increase to
difficulty due to poor tools (such as having only
a hairpin and a business card) is reduced by up
to two.

Combine any two of the 2-shift effects from
above at half value.

Example: Scene of the Crime — You have
a practiced eye when combing over a crime
scene. In such a circumstance, you gain +1 to
your Investigation roll and arrive at your find-
ings one step faster than usual on the time table

(page 315).

Get a more powerful effect, but only when you

S

spend a fate point. Usually only allowed once
per scene,

Example: Killer Blow — Add 3 to the
damage of a Fists attack on a successful bit,
once per scene, for a fate point. This stacks with
any other damage-increasing stunts for Fists.

d

Y€S, NAMES MATHER!!

Stunts are more than just their game-
rule effects. This is why it's important to
give your stunts a catchy name. This is not
optional!

A name is evocative, getting across the
gist of the stunt and giving another bit of
flavor to define your character. Also, practi-
cally speaking, giving it a specific name gives
you a shorthand for talking about the stunt
with the GM and other players.
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EXAMPIES OF
MORTAL STUNTS

The stunts provided here are examples. We're
giving just a few for each skill but, as indicated
above, this is absolutely not intended to be a
comprehensive list. When you don't find some-
thing here that suits you, use the guidelines
above (page 147) to grow your own.

H-ackEer/s NOT so USEFUL

IE voU'RE A WIZARD AND

—ompUTERS 6o FOOF.
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Mortal Stunts

AIERTNESS
(Skill & Trappings, page 121)

Corner of My Eye: When successfully rolling
Alertness passively to pick up on details, gain
an additional 2 shifts. This reflects the ability
to pick up on more pieces of information, but
it does not improve the depth of that informa-
tion (which would take things into the realm of
Investigation).

On My Toes: Gain +2 to Alertness when using
it to determine initiative.

Paranoid? Probably.: Gain +2 to Alertness
when rolling against surprise.

ATHIETICS
(Skill & Trappings, page 121)

Acrobat: Gain +1 on Athletics when using it to
survive a fall. Also, gain +1 to attempts to dodge
ranged attacks (throwing and guns), so long as
you describe it colorfully.

Fleet of Foot: When sprinting (page 212), gain a
+2 to Athletics.

Human Spider: Difficult surfaces aren't much
trouble to scale; reduce all climbing difficulties
by up to 2.

Mighty Leap: Any borders (page 212) that your
character chooses to clear by jumping are
reduced by up to 2.

Too Fast to Hit: When making a full defense
(page 199), take no penalty for moving one zone
and gain an additional +1 to the roll (for a total
of +3) when making such a move.

BURGIARY
(Skill & Trappings, page 123)

The Big Picture: When casing a target with
Burglary (page 123), you gain the ability to define
an additional aspect about the target (such as
BrokeN Winpow LaTcH) when you succeed
on the roll, for a total of two aspects.

Cat-Burglar: You're a thief with catlike tread;
you may use Burglary instead of Stealth for
Hiding or Skulking (page 142).

Hacker: You may use your Burglary skill
(instead of Scholarship) to do research with
computers as per Scholarships Computer Use

trapping (page 141).
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Hairpin Maestro: Poor tools are no trouble
when picking locks. Any increase to difficulty
due to poor tools (such as having only a hairpin
and a business card) is reduced by up to two.

Safecracker: Any lockpicking effort takes place
two steps faster than usual on the time table

(page 315).

CONTACTS
(Skill & Trappings, page 123)

Ear to the Ground: You have your fingers on
the pulse of things, with plenty of friends who
can give you a heads up. The difhiculty of any
Getting the Tip-Off (page 124) roll is reduced by

two.

I Know Just the Guy: When you're looking to
gather some information from your network of
contacts, you have unerring instincts for finding
the right person, fast. When using the Gathering
Information trapping (page 123), your efforts
are at a +1 and are 1 time increment (page 315)
faster.

Rumormonger: You know exactly how to get
the word out, gaining a +2 on your efforts to
spread rumors.

CONVICTION

(Skill & Trappings, page 124)
Blessed Words: The strength of your faith

alone allows you to give others pause. You may
use your Conviction skill to perform a block in
physical conflict, potentially preventing someone
from making a conflict action against you.

Person of Conviction: Your social presence is
tightly rooted in your identity as a person of
deep faith. You may use Conviction instead of
Presence to determine your social stress capacity
(page 137).

Resilient Self-Image: Your sense of self is
strong, enabling you to endure more psycholog-
ical punishment than most. You may take two
additional mild mental consequences (page 203).

Tower of Faith: Strongly held beliefs enable
you to protect your mind from the aggression
of others. Provided you get a chance to pray or
otherwise call upon your faith, gain Armor:1
against any social or mental stress in a scene.

CRAFTSMANSHIP
(Skill & Trappings, page 125)

Car Mechanic: You know the ins and outs
of cars like nobody’s business. Gain a +2 on
Craftsmanship whenever dealing with a car or
truck and a +1 on other personal vehicles (boats,
motorcycles, small aircraft).

Demolitions Training: You are trained in
the effective use of explosives (this is a new
skill trapping; most people can't handle explo-
sives without training). You may use your
Craftsmanship skill to place and set explosives
appropriately. This allows you to do attacks and
maneuvers against structures (see “Challenges,”
page 324), and your skill roll also sets the difhi-
culty for any characters attempting to avoid
damage from an explosive that you've placed.
Note that to hide an explosive you will still need
to use the Deceit skill.

Junkyard Artiste: You create art by working
with your hands and a workman’s tools—works
of sculpture, perhaps, or other kinds of modern,
“industrial” art. You may use Craftsmanship
instead of Performance to create these works of
art (see the Composition trapping, page 136).

Jury-Rigger: You have a talent for improvising
with available materials. When jury-rigging
(page 320), your repairs last two scenes longer
than usual.

Monkey with a Wrench: Sure, building and
fixing is nice, but taking things apart is more
satisfying. When using Craftsmanship to take
something apart, gain a +1 on the effort and
getit disassembled one time increment (page 315)
faster.

DECEIT
(Skill & Trappings, page 126)

Document Forging: You are trained in the
forging of official documents (such as ID, birth
records, and the like) or letters. You can roll
Deceit to create these documents, but using
them or planting them where they will be of use
(like in a library or government office) might
require the use of other skills, such as Burglary
or Stealth. Anyone exposed to these documents
gets an Alertness or Scholarship roll to spot the
deception; the difficulty is equal to your roll to
make the document. Likewise, your roll is also
the difficulty for any Investigation rolls to suss
out your forgery.
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Honest Lies: Whenever incorporating a real,
valuable piece of the truth (however marginally
valuable it may be) into a lie, you gain a +2 on
your efforts to pass off the untrue parts.

Make-Up Artist: Given enough time, you can
create very convincing disguises, ones that will
hold up to deeper inspection (although not to
careful scrutiny and magic). Any attempt using
Investigation or Alertness to see through your
disguise is at an additional +2 difficulty.

Pick-Pocket: Whether it’s a simple bump-and-
grab or something more complicated, you're
adept at getting people to pay attention to other
things while you or an accomplice liberates
their pockets of their contents. You may use the
Deceit skill to perform pick-pocketing with no
increases in difficulty. This includes the filching
of small items from a desk or someplace similar.
Targets of this action usually oppose with
Alertness.

Stage Magician: You may attempt complicated
stage magic tricks without penalty and gain a
+1 on any attempts with Deceit to create quick
distractions. This gives a +1 bonus to the Pick-
Pocket stunt, if you also have that.

Takes One to Know One: You may use Deceit
instead of Empathy to catch someone in a lie.

DISCIPINE
(Skill & Trappings, page 127)

Calm Blue Ocean: You are skilled at keeping
your emotions in check. Gain +2 to Discipline
when rolling to keep emotions under control.

Supreme Concentration: Your Discipline is
considered to be Fantastic whenever Discipline
would restrict, complement, or otherwise
modify (page 214) another skill. This has no
effect on your actual Discipline rating when the

skill itself is being rolled.
Unshakeable: When defending against social

or mental attacks with Discipline, any of your
aspects (such as consequences or other tempo-
rary or permanent aspects) that get tagged
provide only a +1. If the attacker chooses to tag
for a reroll, you may “lock down” one of his dice,
leaving him only the other three to re-roll.

Mortal Stunts

DRIVING
(Skill & Trappings, page 128)

Been There: Your Driving is never treated as
Mediocre for purposes of navigation, even if
a place is unfamiliar (page 129); use it at the full
value instead.

Like the Back of My Hand: Your knack for
shortcuts gives you a +2 to Driving when
using it for street knowledge and shortest-path
navigation,

Pilot: Your focus is on aircraft, not cars. Gain
+1 to your Driving when piloting an aircraft;
choose a specific kind that you're best with (heli-
copters, jet airliners, personal aircraft) for an
additional +1 when steering that type.

Shake the Tail: When you are the one being
followed in a car-chase, you have a real talent
for sudden turns and daring maneuvers to shake
off your pursuers. Gain a +2 to Driving in such

a case.
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EMPATHY
(Skill & Trappings, page 129)

Counselor: You have some formal education
in professional counseling or psychotherapy.
Your skill can be used to justify another char-
acter’s recovery from moderate or severe social
or mental consequences, provided you have the
time and opportunity to provide them with the
full extent of your services as a counselor.

Read the Surface: You can get a sense of
someone quickly when trying to “read” them
(page 129). Your first attempt to read someone
takes less than a minute of interaction, instead
of the usual ten. Any subsequent efforts with the
same person do not enjoy this benefit.

The Social Graces: Keen awareness of the ebb
and flow of social situations makes you the
master of your circumstances. When deter-
mining initiative in a social conflict, gain +2 to
Empathy.

Won't Get Fooled Again: It only takes once for
someone to lie to you before you start to wise
up to it. Once you've discovered a particular
person’s lie for what it is, you gain a +2 on any
future Empathy rolls when dealing with that liar.
(This requires a small amount of book-keeping,
but the benefits are worth it!)

ENDURANCE
(Skill & Trappings, page 130)

No Pain, No Gain: You can take a bunch of
punishment before it starts to add up. You may
take two additional mild physical consequences
(page 203).

Tireless: Your Endurance is considered
Fantastic whenever Endurance might restrict,
complement, or otherwise modify another skill
(page 214). This has no effect when Endurance is
rolled directly, however.

Tough Stuff: The stuff of blunt trauma—fists,
sticks, and stones—pose little trouble for you.
Against such things, you have a natural Armor:1
(which stacks with other forms of protection).
This does not apply to things like blades, bullets,
and burns, but it makes you a beast in a burly
brawl.

Nicge aLLITERATION) Bt Have vou
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FISTS
(Skill & Trappings, page 130)

Footwork: You're fast on your feet and have
been in enough fistfights to know how to make
yourself a hard target. You may use Fists to
dodge attacks instead of Athletics, in all the
circumstances where Athletics might apply
(page 121).

Killer Blow: Add 3 to the damage of a Fists
attack on a successful hit, once per scene, for a
fate point. This stacks with any other damage-
increasing stunts for Fists.

Martial Artist: As a result of advanced training,
you are able to recognize many styles of martial
arts, using Fists as a knowledge and perception
skill focused on unarmed fighting. This enables
you to make assessments and declarations
related to fighting styles and fighting culture
using your Fists skill. This stunt may be used as
a prerequisite for other Fists stunts.

Armed Arts: Requires Martial Artist. You are
practiced with a small number of weapons as
part of your martial arts training. Pick two
weapons which logically fit in with your training
(nightstick and knife with cop training, for
example). You may use the Fists skill instead of
Weapons when wielding these implements.

Lethal Weapon: Requires Martial Artist. Your
hands are lethal weapons. When using Fists to
strike an unarmored opponent, you are consid-
ered to have Weapon:2.

Redirected Force: Requires Martial Artist.
You're an expert at turning close-combat attacks
(swung fists, thrust knives) against themselves.
On a successful defense roll using Fists against
such an attack, you may sactifice your next
action (giving this an effective limit of one per
exchange) to treat the defense as a successful
maneuver on your part (requiring no addi-
tional rolling), placing a maneuver aspect like
TurowN TO THE GROUND or TakeN OFF
BALANCE on your attacker.

Step Into the Blow: When you use Fists to
defend against a close-quarters attack and fail
that defense, you may sacrifice your next action
to counterattack immediately (with Fists) at +1.
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AW, The Kineay
GUNS

(Skill & Trappings, page 131)

P LIST oF sTunTs.

Fast Reload: Provided that you have a supply
of ammunition, reloads are rarely an issue. You
take no penalty when reloading as a supple-
mental action (page 213); if you're in a race to see
who reloads first, or anything else having to do
with your speed or ability to reload, gain a +1
on the roll.

Gun Nut: Guns. Man, you know everything
about them. You've seen them all, even the
ones that nobody knows about. When rolling
Guns as a knowledge skill (page 131), gain +2 on
the roll.

Hand-Eye - Coordination: Shooting and
throwing aren't all that different, once you get
familiar with ‘em. You may use the Guns skill
instead of Weapons to throw manual projectiles
(rocks, grenades, boomerangs).

Pin Them Down: When Aiming (page 131), the
aspect you place on the target cannot be removed
so long as they do not move out of the zone, and
any attempts to leave the zone face an increased
border (page 212) of 1 as long as you continue to
make Guns attacks against that target.

Target-Rich Environment: Gain a +1 to attacks
with Guns whenever personally outnumbered in

a firefight.

Way of the Bow: To heck with guns; you're
more of a bow and arrow type. You may use
Guns instead of Craftsmanship to build and
repair such items, and your skill with them gives
you an extra +1 damage on a successful hit.

INTIMIDATION
(Skill & Trappings, page 132)

Infuriate: Scaring people isn't your forte; seri-
ously pissing them off, on the other hand, is right
up your alley. Gain +2 to any roll when delib-
erately trying to get someone angry with you (a
social or mental attack or a maneuver with such
a goal). Any consequences (such as grudges) or
temporary aspects that result must name you as
the source and target of the anger.

Interrogator: You use Intimidation to scare a
“perp” or at least provoke strong reactions out of
him. Those reactions should tell you something,
even if you don't get a confession out of your
target. Once per scene, whenever you make a

Mortal Stunts

successful Intimidation attack while questioning
someone, you can set aside the stress you'd
inflict and instead treat the attack as a successful
Empathy attempt to“read” that person (page 129).

Rule with Fear: Taking this stunt establishes
that your reputation is based on how scared
people are of you, far more than anything else.
Use Intimidation instead of Presence whenever
rolling to represent your reputation.

Subtle Menace: You don't need the upper hand
or to be in a position of power in order to be
scary to someone. When the context of power
is absent, or your victim is actually in a superior
position, your victim does not get any advantage

bonus (see Threats, page 133).

You Don’t Want Any of This: People stay out of
your way—they know better. When performing
a Brush-Off (page 132), gain a +2 on your roll.

INVESTIGATION
(Skill & Trappings, page 133)

Listening: You can tune out your other senses
and simply focus on your hearing, making you
able to pick up faint sounds with astonishing
clarity. Gain a +4 on your Investigation roll
when Listening; however, your Alertness drops
to Terrible while doing so, due to the exclusion
of your other senses. If a conflict begins while
you are Listening, it will take a full exchange
for your Alertness to return to normal once you
stop.

Pin the Tail: You're a tough person to shake
once you get on someones trail. Gain +2 to your
Investigation rolls when trying to keep track
of a target during Surveillance (page 133). When
Shadowing someone using Stealth, you may
use Investigation to complement (page 214) your

Stealth skill.

Quick Eye: When examining a location for
clues, your eye is quick to pick out the visual
details. Your first Investigation roll to determine
deeper details about a scene is two time incre-
ments (page 315) faster than usual.

Scene of the Crime: You have a practiced eye
when combing over a crime scene. In such a
circumstance, you gain +1 to your Investigation
roll and arrive at your findings one step faster
than usual on the time table (page 315).
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LORE
(Skill & Trappings, page 134)

Occultist (Specify): You're an expert on a
particular sub-section of arcane lore. This
must be limited, but it can still cover a fair
number of things, such as “Vampires” (see
the “Vampirologist” example on page 148) or
“Demons.” Gain a +1 to Lore when researching
things covered by such a topic. You must also
define a deeper specialty within that category,
such as“Red Court Vampires” or “Hunter-Killer
Demons,” to gain an additional +1 (for a total
of +2) whenever the research focuses on that
narrower area. This stunt may be taken multiple
times, as long as a different sub-section is
defined. Multiple areas of expertise may ovetlap,
however, and in such a case, the bonuses of
multiple relevant stunts may stack.

Finely Tuned Third Eye: Your “sixth sense”
that can perceive the presence of a supernatural
“ick” factor (see page 135) is unusually sensitive for
a pure mortal. Gain +2 to your Lore whenever
using it as an Alertness substitute to pick up on
the presence of the supernatural.

MIGHT

(Skill & Trappings, page 135)
Bend and Break: When successfully breaking

an object using your Might, increase the effect
(stress, usually) by two steps.

Mighty Thews: When determining approxi-
mate lifting capacity (page 321), consider your
Might to be 2 steps higher than its actual rating,

Wirestler: Hand-to-hand combat maneuvers to
switch from Fists to Might are made at +2.

PERFORMANCE
(Skill & Trappings, page 135)

Art Historian: You not only create art, you've
studied it deeply. Gain a +1 whenever using
Performance as a knowledge or perception skill
to research or study a work of art. Gain an addi-
tional +1 in a specific, broad area of art (e.g,,
music, painting, sculpture), and another +1in a
yet narrower area (e.g., pop music, Renaissance
paintings, the Dada movement) for a total +3
whenever dealing with your area of greatest

expertise. \/\/H.A-T ABOUT <OMEONE
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Impersonator: Given a few hours to study
someone’s behavior and modes of speech, you
may imitate their mannerisms and voice, using
Performance instead of Deceit to convince
someone you are that person. Without strongly
controlling the circumstances (e.g., imperson-
ating someone over the phone), such imperson-
ations won't last very long. If combined with
the Makeup Artist stunt (page 151) and plenty of
preparation, you may use either Performance or
Deceit to pull off a full impersonation, using the
better skill for all relevant rolls and getting a +1
against Investigation rolls trying to penetrate the
disguise.

Poet: You have an aflinity for beauty in written
and spoken language. Your Performance is at
+2 when composing something with words and
is considered to be two higher when used to

modify (page 214) a social skill.

Pointed Performance: When performing for an
audience, normally you can only create aspects
on the scene that are broad, focused on general
moods (Creepy aAs Herr, LeT's Party!,
UniNuHIBITED). With this stunt, you may
make performances that target something more
specific, perhaps directing that mood at a partic-
ular person or group. For instance, a satirist with
this stunt could attempt to use his performance
either to elicit a response from one person in the
audience (THE Jic Is Up) or to cause the audi-
ence to direct their mood toward that person
(Cueck Out THE EMPEROR'S NEW CLOTHES).

PRESENCE
(Skill & Trappings, page 136)

Leadership: When you talk, people listen.
When using Presence to command a group
(page 137), gain +1 on the effort. Further, your
efforts to coordinate a group are efficient,
moving one time increment (page 315) faster
than normal.

Personal Magnetism: You have a calm confi-
dence that others find appealing. When rolling
Presence to establish a “passive” reaction to you
(Charisma, page 136), make the roll at +2.

Teflon Persona: It's difficult to make you look
bad in social conflicts. Provided that the people
present are aware of who you are, you gain
Armor:1 against any social attacks.
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The Weight of Reputation: Your reputation
is such that it puts you in an easy position of
power. People in power are good at scaring folks
who aren’t. You may use your Presence instead
of Intimidation to scare someone, provided the
target knows of you and your “rep.”

RAPPORT
(Skill & Trappings, page 138)

Best Foot Forward: People just like you, espe-
cially when you're deliberately trying to make
agood first impression (page 138). You gaina +1
on your roll to make a good first impression,
and failing that roll cannot give you a negative
temporary aspect or make the situation worse.

Let Me Tell You a Story...: You have the gift
of gab, able to draw the attention of others with
colorful words and stories. This tends to leave
your audience distracted. You may use Rapport
instead of Deceit in order to mount a distraction
(page 126), so long as you are able to talk to your
targets.

Sex Appeal: Folks attracted to people of your
gender cannot help but notice you. You've got
“it.” Receive a +2 to the roll on any seduction
attempts you make with Rapport, provided that
the target is someone who could be receptive to
your advances.

RESOURCES
(Skill & Trappings, page 139)

Filthy Lucre: If it involves using money and
other gifts in illegal or corrupt ways—bribery,
mainly—you have a talent for making it work.
Your dirty money travels farther, made friction-
less by the greasy stain of it all. Gain a +2 to
Resources whenever using it for illicit purposes.

Lush Lifestyle: Your wealth is well-established
and robust, making you the man or woman
who has everything. Normally, someone may be
assumed to have an item that costs two steps less
than his Resources without having to seek it out
and buy it, assuming that it makes sense for him
to have attained it previously. In your case, it's
any item equal to or less than your Resources.

High Quality Workspace: Instead of
Resources—2, your “automatic” personal work-
space (page 139) is of a quality equal to your
Resources. Alternately, it’s still Resources—2, but

Mortal Stunts

it’s able to fulfill two workspace functions (such
as Academic as well as Arcane Research). This
stunt may be taken multiple times to broaden
the number of workspace functions available
to you, but it may never be used to improve the
quality above the level of your Resources skill.

Windfall: You're occasionally able to tap into
more Resources than usual, such as cashing
out stocks or receiving a periodic disbursement
from a trust fund. Once per adventure, you may
spend a fate point to make a single Resources
roll at +4.

SCHOIARSHIP
(Skill & Trappings, page 140)

Capable Researcher: Some say you were
born in a library. Any scholarly research you
do is completed two time increments (page 315)
faster than usual—due in large part to the fact
that you've probably read something about it
before. (This ability does not extend to Lore
research, which somehow never seems to go
any faster no matter how good you are at the
mundane stuff.)

Doctor (Specify): You have a medical degree
or the equivalent of such an education. You may
use your Scholarship skill to declare appro-
priate justification for the recovery of moderate
physical consequences when outside a medical
facility, and for the recovery of severe physical
consequences within a medical facility. For
research purposes, gain +1 on Scholarship
for any medical research and an additional +1
in a specific area of medicine. This stunt may
be taken twice, with the bonuses on research
stacking to indicate particularly deep or excel-
lent medical knowledge (such as with a heart
surgeon, etc.).

Forgery Expert: You are trained to distinguish
forged documents from real ones. You gain
a +2 on any roll to spot forgeries or falsified
documentation.

Linguist: You may speak (and read) addi-
tional languages as if your Scholarship score
was 4 higher than it is. You may take this stunt
multiple times, adding four more each time.
Up to half of the languages you speak may be
obscure, rare, or dead, provided you can estab-
lish an opportunity to study them.
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Scientist (Specify): When using Scholarship to
do scientific research, gain +1 in a particular area
of focus (e.g., Biology, Chemistry, Physics). Gain
an additional +1 in an even more specific area
of specialization (e.g., Marine Biology, Organic
Chemistry, Quantum Physics). A “Scholar”
version of this stunt may be taken instead for
something outside of the realm of science (e.g.,
Literature/19th Century Literature or History/
Chinese History).

STEALTH
(Skill & Trappings, page 142)

Blend In: You blend into a crowd easily. If
there’s a crowd to hide in, you gain +2 to your
Stealth rolls. This is particularly useful when
Shadowing (page 143) someone on foot.

Stay Close and Keep Quiet!: When sneaking
around with a group, you are able to use your
Stealth skill to complement (page 214) everyone
else’s Stealth skill as they roll to stay hidden and
quiet, provided they stay nearby and follow your
instructions. Failure on either of these points
means they lose the benefits. If you have any
aspects specific to your ability to sneak around,
your companions may invoke those aspects for
their benefit as well.

Swift and Silent: When Skulking (page 143), any
difficulty increases due to fast movement are
reduced by up to two.

SURVIWL
(Skill & Trappings, page 143)
Animal Handler (Specify): Roll Survival at +1

when using it for Animal Handling or, where
relevant, Riding (page 143). Gain an additional +1
when dealing with a particular broad type of
animal (birds, dogs, cats, horses) specified at the
time you take this stunt.

Go Native: You're able to survive nearly indefi-
nitely outdoors, living off the land. Scavenging
rolls (page 143) are made at +1, and the time
between multiple rolls for a prolonged stay is
increased by one increment (page 315).

Hunter: As an experienced hunter, you know
how to track game in the outdoors. Gain +2 on
any efforts to use Survival to track something in
the wilderness or other outdoor area.

WEAPONS
(Skill & Trappings, page 144)

Good Arm: Thrown weapons normally have
a range of only one zone. With this stunt that
range extends to two zones.

Juggler: Throwing deadly items around is just
par for the course for you. Catching them is, too.
Even bare-handed, you may use your Weapons
skill to defend against a thrown attack, allowing
you to catch the item if you succeed on the
defense. In addition, you may use your Weapons
skill instead of Performance in order to enter-
tain an audience with your juggling.

Off-Hand Weapon Training: You know how to
fight more effectively with two weapons in hand.
Normally, you may only take the damage bonus
from one weapon on a successful hit; with this
stunt, you may add half of the second weapon’s
bonus as well (round up).

Riposte: On a successful defense with Weapons,
you may sacrifice your next action to turn that
defense into an immediate and automatically
successful attack.

Wall of Death: Your skill with your weapon is
such that you can attack several opponents at
once, creating a veritable “wall of death” around
you. This allows you to use the Weapons skill
to make spray attacks (page 326) with your melee
weapon of choice against opponents that are in

your zone.
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WHAT ARE
POWERS?

Supernatural abilities in THE DRESDEN FILES
RPG are also represented by stunts, just like the
specialties and talents of “mundane” mortals (see
Mortal Stunts, starting on page 146). These stunts
are called supernatural powers and share many
similarities with mortal stunts—but there are a
few key differences.

As with a mortal stunt, taking a supernatural
power will reduce your character’s refresh level
(page 20). But here’s the big difference: unlike
the mortal version, a supernatural power usually
costs more than one point of refresh, in large part
because the benefits provided are more than just
two shifts or so of effects (page 147). Remember,
no player character may take a combination of
mortal stunts and supernatural abilities that
reduces refresh to zero or lower. Characters
with zero or lower refresh have lost the mortal
gift of free will and as such become tools of the
story—also known as non-player characters. See
page 146 for more on the philosophy of free will
and PCs.

STORY POWER ALCHEEMY:
SUPERNATURAL POWERS
AND THE HIGH CONCEPT

By drawing straight lines from a char-
acter’s high concept to his supernatural
powers, you gain all of the benefits of having
an aspect riding shotgun whenever the char-
acter’s supernatural abilities are in use.

Whenever, say, a wizard goes to town
with arcane spell-slinging, he can invoke his
high concept (MasTER EvocaTIONIST) to
help make it work.

If a PC shoots a charging loup-garou
with inherited silver, that’s a chance for him
to invoke or compel its high concept (Curse
or THE Lour-GaARrouv).

However you look at this, having the
high concept involved is a good thing; it ties
the core idea of a character together with his
special abilities and lets you milk it for all of
the “story power” you can.

Not sure what we're talking about here?
Then it's probably a good time to go back
to Aspects and review the bedrock ideas of
what aspects are about.

Supernatural powers also come at a greater
price beyond the simple math of your character’s
refresh rate. No supernatural ability may exist in
a vacuum—it must come about due to specific
reasons rooted in your character’s concept.
At the very least, this usually means that the
supernatural abilities must clearly derive from
your character’s high concept (page 54), but
other requirements may exist as well—see the
Types & Templates chapter starting on page 72
for the particulars for each character type. The
end effect is that all supernatural abilities have
requirements that must be fulfilled before they
can be added to your character; these are usually
outlined in the template you have chosen for
your character.

You can think of powers as super-stunts,
since they cost multiple refresh points and often
offer many shifts of effect (page 192) for more
than one skill. And because they're based on
certain prerequisites (via character templates),
they're allowed to be a little more potent per
refresh point than their mortal stunt cousins.

Supernatural powers have effects that can be
further reaching, adding trappings to skills that
cover strange supernatural territory. Moreover,
the trappings that supernatural powers add can
cover actions and abilities that would otherwise
be flatly impossible. In addition, they're generally
allowed to ignore the restrictions that mortal
stunts have when it comes to stacking effects
(page 147).

But other than that, they're built much like
several mortal stunts all smashed together,
getting two shifts (and maybe a little extra) of
effect for every one refresh point they cost. As
such, new powers may be built using much
of the same logic as mortal stunts provided
on page 147—so long as they're appropriately
enabled by the character’s high concept and
chosen character template. When constructing
new supernatural abilities, simply use the
stunt construction rules from page 147. For each
stunt’s worth of function (whether in shifts,
added trappings or scope, etc.) that the new
power provides, price that power at a cost of —1
refresh. Since taking a power means you get no
Pure Mortal refresh bonus (page 73),a —1 refresh
power is allowed to be a little more effective than
an otherwise equivalent stunt.
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UNDERSTANDING THE R€EST

OF THIS CHAPIER

The following sections group supernatural
powers into broad categories. The refresh
cost of a power will be listed in its name,
like so: Strange Power [—2]. This indicates
a power named “Strange Power” that costs
two refresh points if you want to add it to
your character.

Other requirements, if they exist, will be
listed as musts. True to their name, musts
aren't optional.

Any other configuration options (skills
at certain levels, aspects, etc.) that you may
(and perhaps should) take but don't have to
take will be listed as options.

Skills affected by powers will be listed
separately from the description of the
power.

Finally, the effects provided by each
power will be laid out. As with mortal
stunts, it’s usually helpful to copy at least
the basics of each power’s effects to the char-
acter sheet for easy reference during play.

Some of a power’s effects may be
upgrades and will be noted with their own
cost, which should be applied to the base
cost of the power if the upgrade is taken. For
example, the Spirit Form [-3] power has
Poltergeist [—2] listed as one of its effects.
This is an upgrade; if you take Spirit Form
together with the Poltergeist upgrade, the
total cost to your refresh will be —5.

L@K BUT IDN'T TOUCH?
A number of the powers presented in this
chapter aren't really player character focused.
It’s unlikely you'll see any PC show up with
the powers of a ghost, or able to eat some-
one’s soul and impersonate them and their
powers, or living inside a dead body like a
zombie or Black Court vampire.

At least, that’s our take on it. But we
could be wrong! At the least, the GM will
be looking at this chapter when building

creatures and foes to oppose the PCs—and

in some games, she might even see a few
“typically NPC” powers shed be entirely
happy to let the players get access to.

Everyone’s game is different, so we
decided it would be best to put all the

powers in one place.
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3 Supermﬁ(m,l Powers

Page Category Cost Power Effects & Upgrades
162  Creature Features -1 Addictive Saliva Narcotic Saliva
162  Creature Features -1  Aquatic Can't Drown; Easy Swimming
174  Shapeshifting -1 Beast Change Beast Form; Skill Shuffle
187  True Faith —1  Bless This House Bless This House
188  Vampirism -1 Blood Drinker Drink Blood; The Taste of Death; Blood Frenzy
162  Creature Features -2 Breath Weapon Breath Weapon
172 Psychic Abilities 0  Cassandra’s Tears Unbelievable Predictions
185  Toughness *  The Catch The Catch
181  Spellcraft -2 Channeling Channeling; Item Slots
162  Creature Features -1 Claws Natural Weapons; Venomous [—2]
169  Minor Abilities -1 Cloak of Shadows See in the Dark; Melt into the Shadows
170  Nevernever Powers -1 Demesne Home Turf
175  Shapeshifting -1 Demonic Co—Pilot Demon'’s Agenda
163  Creature Features —1 Diminutive Size Hard to Detect; Small is Big; Wee
p 172 Psychic Abilities —2  Domination Psychic Domination; Create Renfield; Master Dominator [-2];
Possession [—3]
\' 163  Creature Features —1  Echoes of the Beast Beast Senses; Beast Trappings; Beast Friend
189  Vampirism -1 Emotional Vampire Feeding Touch; The Taste of Death; Feeding Frenzy
180  Spellcraft —3  Evocation Evocation; You Know What You Know; Specialization; Item Slots
[ 190  Vampirism +1 Feeding Dependency Hunger is Stressful; Limited Reserves; Failure Recovery
E 5 175  Shapeshifting -1  Flesh Mask Flesh Mask; Idealized Appearance; What Lies Beneath
; 175  Shapeshifting -3 Gaseous Form Gaseous Transformation
169 Minor Abilities -1  Ghost Speaker See the Dead; Seen by the Dead; Speak to the Dead;
Seek the Dead
166  Faerie Magic —2  Glamours Minor Veils; Seemings
;. 166  Faerie Magic -4 Greater Glamours Veils; Seemings; True Seemings
187  True Faith -1  Guide My Hand Guide My Hand
188  True Faith -1 Holy Touch Holy Touch
164  Creature Features -2  Hulking Size Easy to Hit, Hard to Hurt; Everything is Small; Big is Scary;
Easy to Detect
176  Shapeshifting +1*  Human Form Regular Joe/Regular Jane; Rare or Involuntary Change [+1]
176  Shapeshifting 0  Human Guise Normal Appearance
1 172 Psychic Abilities -1  Incite Emotion Emotion—Touch; Additional Emotion [~1 per]; At Range [-1];
Lasting Emotion [—-1]; Potent Emotion [—-1]
185  Toughness -2 Inhuman Recovery Total Recovery; Fast Recovery; Vigorous; Shrug It Off
178  Speed -2 Inhuman Speed Improved Initiative; Athletic Ability; Casual Movement;
Almost Too Fast To See
183  Strength -2 Inhuman Strength Improved Lifting; Bruising Strength; Superior Strength;
Hammer Blows
185  Toughness -2 Inhuman Toughness Hard to Hurt; Hard to Kill
I 167 Items of Power *  Ttem of Power One-Time Discount [+1 or +2]; It Is What It Is; Unbreakable;
Imparted Abilities
o 182  Spellcraft *  Lawbreaker Slippery Slope; Trouble Comes In Threes
' 164  Creature Features -1 Living Dead Corpse Body; Death is a Nuisance; Dude! You're Dead!

160

* This cost may vary. See the individual power description for details.
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Supermz‘um,l Powers

Page
169
169
176
177
177
186

178

184

186
165
186
173
182
188
181
166
174
174
165
170

183
186
165
178

183

186
171
168

190

181
77
167
165
170
171

Category
Minor Abilities
Minor Abilities
Shapeshifting
Shapeshifting
Shapeshifting
Toughness

Speed
Strength

Toughness
Creature Features
Toughness
Psychic Abilities
Spellcraft

True Faith
Spellcraft

Faerie Magic
Psychic Abilities
Psychic Abilities
Creature Features

Nevernever Powers

Spellcraft
Toughness
Creature Features

Speed
Strength

Toughness
Nevernever Powers

Items of Power
Vampirism

Spellcraft
Shapeshifting
Faerie Magic
Creature Features
Minor Abilities

Nevernever Powers

Power

Mana Static
Marked by Power
Mimic Abilities
Mimic Form
Modular Abilities
Mythic Recovery

Mythic Speed
Mythic Strength

Mythic Toughness
Pack Instincts
Physical Immunity
Psychometry
Refinement
Righteousness
Ritual

Seelie Magic

The Sight
Soulgaze

Spider Walk
Spirit Form

Sponsored Magic

Supernatural Recovery

Supernatural Sense

Supernatural Speed

Supernatural Strength

Supernatural Toughness

Swift Transition

Sword of the Cross
Tattoos of St. Giles

Thaumaturgy

True Shapeshifting
Unseelie Magic
Wings

Wizard’s Constitution

Worldwalker

Effects & Upgrades

Hexing

Aegis of Respect

Eat Power; Mimic Stunt; Mimic Skill
Take Form

Function Follows Form

Total Recovery; Really Amazingly Fast Recovery; Indefatigable;
Ha! You Call That a Hit?

Super Supreme Initiative; Extra Superior Athletic Ability;
Instant Movement; Like the Wind

Supreme Lifting; Unstoppable Strength; Supreme Strength;

Devastating Blows

Nearly Impossible to Hurt; Neatly Impossible to Kill
Pack Communication

Physical Immunity; Stacked Catch [+varies]

Echoes of the Past

Refined Spellcraft

Potent Prayer; Desperate Hour

Ritual; Item Slots

Summer Spellcasting

Arcane Senses; Wizard's Touch; Opening the Third Eye
Soulgaze; Application of the Sight [+1] ,
Like a Spider

Insubstantial; Variable Manifestation; Variable Visage;
Poltergeist [—2]

(Depends!)

Total Recovery; Faster Recovery; Unfaltering; It's Nothing
Strange Sense; Strange Senses [—1]; Broad Senses [-2]

Supreme Initiative; Superior Athletic Ability; Effortless
Movement; Faster Than the Eye

Superior Lifting; Bludgeoning Strength; Superlative Strength;
Lethal Blows

Harder to Hurt; Harder to Kill
Everywhere Is A Portal; No Mortal Home [+1]

All Creatures Are Equal Before God; Divine Purpose; Holy;
It's a Sword; True Aim; Unbreakable; Discount Already Applied

A Warning to Others; Biofeedback; Deeper Reserves;
Supernatural Player; Fellowship Training

Thaumaturgy; Specialization; Item Slots
Multi—Form; Skill Shuffle

Winter Spellcasting

Flight

Total Recovery; Long Life

Rift Sense; Rift Maker; Strange Worlds

* This cost may vary. See the individual power description for details.

161 .

\

o



Superm%w%l Powers (breature Features)

1 HAT's
DIS&USTING,
BiLi~.

They Lid i+
during the
Masguerale in
dour ERAVE
PERIL tasetile!

ST
mss.us-rms.!

162

CREATURE FEATURES

The abilities listed here are all about the basic
nastiness found in a number of beastly and
monstrous creatures in the Dresdenverse.

ADDICTIVE SAIW [—1]
Description: Your saliva is a powerful narcotic,
leaving a victim insensate in the short term.
With just a little more exposure, your victim
goes straight from senseless to senselessly
addicted. For those poor saps, detoxing is a
bitch—it’s easier, and more pleasant, just to play
along with whatever you demand of them.

Skills Affected: Fists, Deceit.

Effects:

Narcotic Saliva. You may use your narcotic saliva
in a number of ways. The most common way
in a fight is to spit it at your target or get close
enough to lick him. This is handled with the
Fists skill in either case and may only be done
to someone in the same zone as you—pref-
erably in very close physical proximity—
and it is rolled as a maneuver (page 207). If
successful, you place a temporary aspect on
the target representing the momentary effects
of your venom.

Alternatively, you may make a Fists
attack—setting aside any damage bonus you
might have—to inflict mental stress instead
of physical stress. Any consequences resulting
from such an attack represent the more
lasting effects of the venom—if you score a
moderate consequence or worse, or if you
take your target out, you've really gotten your
hooks into him (see below).

Typically, however, this saliva is adminis-
tered out of combat—usually with an act of
intimacy (kissing) or unintentional inges-
tion (spiking the punch). Roll Deceit with
a +2 bonus against the victim's Discipline.
This is considered a “consequential contest”
(see page 193); if you win, you inflict a relevant
consequence (usually AppicTED) on the
victim, severity determined by the contest.

Addicts are in pretty bad shape when
dealing with you—you don't even need to
spend fate points to take advantage of this.
You get to tag (see page 106) their addiction
aspect every time you enter a new scene with
your new victim/pal, making it very easy to

gain—and keep—the upper hand.

C-oULD You TAKE CLAWS MULTIPLE TIMES So You HAvE, sav) cLaws AND raneas

AQUATIC [—1]
Description: You're an underwater creature,
with the benefits that come from that.

Skills Affected: Athletics.

Effects:

Can’t Drown. You never take stress or conse-
quences from drowning (this is not the same
as an immunity to choking or other means of
suffocation).

Easy Swimming. You may ignore all water-
based borders while swimming, making your
underwater “sprints” all the more effective.

BREATH WEAPON [-2]
Description: You're able to spit or otherwise
throw some sort of self-generated projectile over
a short distance.

Note: You'll need to lock down this breath
weapon to a single type of effect—e.g,, acid, fire,
lightning, etc.—when you take this ability.

Skills Affected: Weapons (this is treated as a

thrown weapon).

Effects:

Breath Weapon. You can attack targets up to
one zone away from you with your breath
weapon. Roll Weapons; if you hit, you deal
+2 physical stress (essentially, this is a thrown
Weapon:2 that you can self-generate). As
with any weapon, you might be able to use
your breath to perform combat maneuvers if
you can justify it, setting temporary aspects
on the scene or on your opponent.

CIAWS [—1]

Description: You have claws, fangs, or other
natural weapons that let you add damage when
attacking with your “bare” hands.

Note: Unless you have the ability to conceal
your nature or change your shape (whether
through Flesh Mask, shapeshifting powers, or
the application of a Glamour), your claws are
always visible.

Skills Affected: Fists.

Effects:

Natural Weapons. You have claws (or some-
thing similar) that do +1 physical stress
on a successful hit. This bonus stacks with
any advantages due to Strength abili-
ties (page 183) or other powers or stunts that
boost the damage of a Fists attack.

Nope — you tan't Lake ANY power multiple times unless it says se.
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Supemm‘uml Powers (breature Features)

Venomous [-2]. Your claws are venomous.
Make a Fists maneuver; if successful, the
target gains a POISONED aspect.

In each subsequent exchange, the target
must roll Endurance to defend against an
attack from the poison equal to your Fists
score. Once the target concedes or is taken
out (falling unconscious), the attacks stop
(see page 203 for guidelines on being taken
out). However, the damage is already done;
without proper medical attention, a taken
out victim will die soon (within a few hours,
perhaps less), though not immediately.

Proper medical attention will remove the
aspect and end the effect. This is an opposed
roll—you can roll Fists (since that was the
skill for the original attack) to set the diffi-
culty to mitigate the poison.

DIMINUTIVE SIZE [—1]
Description: You're very small, or able to
become very small at will if you're a shape-
shifter—at the very largest, you're dwarfed by
even a small human child.

Note: This ability is always in effect unless you

have the ability to shapeshift.

Skills Affected: Alertness, Endurance,
Investigation, Might, Stealth, combat skills.

Effects:

Havrd to Detect. You gain +4 to Stealth attempts
to remain hidden.

Small is Big. Being small, you're much better at
picking up on very small details, gaining a +2
to any perception (Alertness, Investigation)
rolls needed to spot them.

Wee. While small, your Endurance skill is
taken to be no greater than Mediocre for the
purpose of determining your health stress
capacity. Your ability to manipulate objects
and other uses of the Might skill are consid-
ered relative to creatures of your small size,
rather than human sized. (Since most difh-
culties are determined for humans, this will
usually impose a penalty between —2 and
—4, or in some cases, forbid the use of Might
at all.)

When your size is a factor in combat, you
can only inflict 1 physical stress per attack
(but this could be improved by damage
bonuses from weapons and the like). Your
ability to cross distances (using Athletics) is
unaffected, but you gain a +1 to Athletics for
dodging.

e

ECHOES OF THE BEAST [—1]
Description: Some part of you is a beast, an
animal—often due to shapechanging abilities or
something similar. This brings along the benefits
of that animal’s senses.

Musts: Define the type of beast you share a
kinship with at the time you take this ability.

Skills Affected: Varies, but usually Alertness,

Investigation, and Survival.

Effects:

Beast Senses. Whether in human form or
otherwise, your senses are strongly tuned in
a fashion fitting a particular type of beast
(you must specify the senses when you
take the ability, based on what the beast is
known to have). Whenever it seems reason-
able that you'd have some sort of beast-born
advantage of the senses (for example, a keen
sense of smell while making an Alertness or
Investigation roll), you get a +1 on the roll.
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Beast Trappings. You are able to do one minor
thing that normal people can't do, related to
the abilities of your beast-kin. This might
be tracking by scent (for a wolf or other
predator), finding your way around while
blind or in total darkness (like a bat), or
hiding in plain sight (like a chameleon). This
ability works like an extra skill trapping (see
page 120) for the skill of your choice.

Alternately, you can choose a skill trap-
ping that already exists and create a circum-
stance under which you gain a +1 on the roll
that fits your beast kinship. For example, you
might say that, because you're kin to leopards,
you gain a +1 to Stealth when barefoot.

Beast Friend. You may achieve at least an
instinctual understanding (if not actual
communication) with beasts of a similar
type. This can allow you to make assessment
actions (see page 115) to suss out a particular
animal’s motives.

*

HULKING SIZE [-2]

Description: You're very large, or able to become
very large at will if you're a shapeshifter—at the
very largest, as tall as a house.

Note: This ability is always in effect unless you
can shapeshift.

Skills Affected: Fists, Weapons, Stealth, others.

Effects:

Easy to Hit, Hard to Hurt. You're a pretty big
target, giving any attacker a +1 to hit you
when target size is a factor. But that increase
in body mass means you can soak up more
punishment, adding two boxes to the length
of your physical stress track.

Everything is Small. You cannot meaningfully
interact with any man-sized objects using
skills like Burglary and Craftsmanship (but
knowledge-related rolls are unaffected), and
you'll have trouble fitting through normal
doorways and into rooms (this will confer an
automatic border value of 1 when changing
zones as appropriate). But it also means you
get a +2 to your Might rolls to lift or break
things—on top of any supernatural Strength
bonuses you might have—and a +1 on
Athletics rolls to cover distance with your
gigantic stride.

Big is Scary. You get +2 on any Intimidation
attempt against a target likely to consider
your size an advantage.

Easy to Detect. Your Stealth is automatically
considered to be Mediocre, and you may never
gain more than one shift on a Stealth roll.

LIVING DEAD [-1]
Description: You're dead, but you keep walking
around. It's kind of gross.

Musts: You've got to be dead.

Effects:

Corpse Body. Your body is a corpse. This means
that you cannot recover from consequences
with time, because your body does not regen-
erate. Any physical consequences you suffer
are permanent until you take some kind of
effort to remove them (know any good taxi-
dermists?) or seek supernatural assistance to
reconstruct your body.

Death is a Nuisance. Unless wholly destroyed
or killed by special means, you're already
dead, and that doesn’t seem to have fazed
you much. No “death” result is ever perma-
nent unless special means are used (usually as
determined by your creature type).

L

G ol ov e QI st T W R G e el [P

ona

-

pooa

]w-'l.w-'-l-"n--- [P — I

N

AOAAADN

1

I e e —— — p—— e e s |

nOoOANOOODOODN

nNN0NNNA



Superrwfuml Powers (breature Features)

Dude! You’re Dead! And that’s pretty scary
to a lot of people. When dealing with folks
unaccustomed to the walking dead (and
that’s most “regular” people), gain a +1 on
Intimidation. The downside? Take a -1
penalty on nearly every other social skill
(except Deceit). For every level of physical
consequence you've sustained, increase the
penalty/bonus by —1/+1. That said, the
effect is short-lived with any one target—as
they become accustomed to a reality where
the dead walk, they eventually become inured
to it as an additional reason to be terrified.

PACK INSTINCTS [-1]

" Description: You are part of a pack and share
a certain kind of unspoken, animal communica-
tion with one another.

Musts: You must define who is in your pack,
and they all must share this ability.

Skills Affected: Alertness, Investigation, others.

Effects:

Pack Communion. When near another member
of your pack, gain +1 to your Alertness. When
in the same zone as others of your pack, you
may communicate with one another word-
lessly. Only single words and simple concepts
may be communicated: attack, protect, follow,
distract. By focusing your senses, you may
make an Investigation roll to pick out the
approximate location of others of your
pack. When ambushed, if any one of your
pack spots the ambush (by succeeding at an
Alertness roll), all packmates are considered
to have won the Alertness roll as well.

SPIDER WALK [-1]
Description: You can climb on things the way a

spider would.
Skills Affected: Athletics.

Effects:

Like a Spider. While climbing, you may treat any
surface, no matter the angle, as no more difh-
cult than climbing up a vertical surface with

plenty of handholds. Ceilings? No problem.
SUPERNATURAL SENSE [-1]

Description: You have a supernatural sense of
some sort, enabling you to detect something no
one could normally detect (e.g., smell hope), or
to perceive something normally in situations
where you otherwise couldn't (see in complete

darkness).

Musts: With each supernatural sense, you must
identify whether this is a purely mystical sense
(using Lore) or a more physical sense (using
Investigation and Alertness as appropriate).

Note: The sense you define can't be a “game-
breaker” without the GM’s approval—no “hear
someone’s True Name in their heartbeat,” prob-
ably no “see through walls.” Alternatively, such
things might be possible, but they should prob-
ably cost an extra one or two refresh at least.

A number of abilities already encompass
some portion of supernatural sensory ability.
Don't purchase this ability unless it's clearly
something extra, above and beyond what you
already enjoy from your other abilities.

Skills Affected: Alertness, Lore, Investigation.

Effects:

Strange Sense. In situations where you might be
penalized or otherwise told that it's impos-
sible to sense something, you can neverthe-
less attempt to sense the thing you've defined,
without penalty.

Strange Senses [—1]. You may instead define a
small set of up to three thematically related
supernatural senses.

Broad Senses [—2]. Take this instead of Strange
Senses. You have a wide array of supernatural
senses, easily up to a dozen.

WINGS [—1]

Description: You have wings of some sort—
gossamer as a faerie, leathery and batlike as a
demon—enabling you to fly.

Musts: Your wings are always present and
visible unless you have an ability (Flesh Mask,
shapeshifting powers, or the application of
a Glamour) allowing you to hide them. You
should define the appearance of the wings when
you take this ability.

Skills Affected: Achletics.

Effects:

Flight. You can fly, eliminating or reducing
certain kinds of borders (page 212) and
enabling travel upwards into zones (page 197)
that can't normally be reached. Winged flight
is governed by the Athletics skill, just as

running is.
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FAERIE MAGIC

The abilities of the faerie focus heavily on the
appearance of things. Glamours—faerie illu-
sions—are the mode of the day, leading to the
truism: if it looks too good to be true, it probably is,
and it's probably fae.

GIAMOURS [-2]

Description: You are able to create the basic
glamours of the fae—minor veils and “seemings”
that make something look like what it isn’t.

Skills Affected: Discipline, Deceit.

Effects:

Minor Veils, With a moment of concentra-
tion, you may draw a veil over something
(not particularly large—maybe the size of a
small, tight group of people), hiding it from
sight and other means of detection. Use
your Discipline or Deceit to oppose efforts
to discover the veil. If the veil is discovered,
it isn't necessary pierced—but the discoverer
can tell that it’s there and that it's wrong.

Seemings. You are able to cause someone or
something to appear to be other than what
it is—usually this is personal, but it may
be used on other objects and people if they
belong to you or have entered a pact with
you. You may use your Discipline or Deceit
skill to oppose any efforts to discover that the
seeming is something other than real.

GREATER GIAMOURS [-4]
Description: As a pure fae of considerable
power, you are able to create true seemings—
actual objects, or near enough as to make no
difference in the moment (i.e., ectoplasmic
constructs). Your veils are potent and your lesser
seemings are flawless.

Musts: Character must be a pure fae. This
replaces Glamours, if the character previously

had it.
Skills Affected: Discipline, Deceit.

Effects:

Veils. With a moment of concentration, you may
draw a veil over something (not particularly
large—maybe the size of a small, tight group
of people), hiding it from sight and other
means of detection, as with the Minor Veils
effect of Glamours. Use your Discipline or

Deceit at +2 to oppose any efforts to discover
the veil. You may set aside this +2 bonus to
draw a veil over a whole zone.

Seemings. As with the Glamours effect of
the same name (above). You may use your
Discipline or Deceit skill at +2 to oppose any
efforts to discover the seeming.

True Seemings. You may create an object—and
with some difficulty, even ephemeral crea-
tures—out of ectoplasm, the stuff of the
Nevernever. These are not casually detect-
able as “unreal,” per se, save through magical
means of perception, so they are immune to
most efforts to discover the seeming. As far as
the effects of the object are concerned, simply
give it the same attributes a fully real object
of its type would have. You may only have
one object at a time via seeming—the act of
creating another dismisses the first.

SEEUE MAGIC (-4]

Description: Drawing on the power of the
Summer Court, you're able to cast spells that
fit its essential nature: wildness, birth, growth,
renewal, fire. These magics are under the sway
and watch of the Queens of Summer (Lady,
Queen, and Mother), and inevitably making
use of them will catch their notice. While some
might think the Summer Court is all warmth
and light, they should pause to consider that
unbridled growth favors an ebola virus just as
much as it does a pear tree.

Note: The cost is —4 refresh unless you
already practice another kind of true magic
(e.g., Evocation, page 180, or Thaumaturgy,
page 181),in which case the costis reduced by 1 for
each ability you already possess.

Skills Affected: Discipline, Conviction.

Effects:

Summer Spellcasting. You are able to cast spells
of a deep and true nature, drawing upon
the magics of the Summer Court. Due to
the faerie nature of this power source, it is
less flexible in some areas than mortal spell-
casting and is therefore subject to the limita-
tions described in its entry under “Sponsored

Maygic” in Spellcasting, page 287.
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Supernatural Powers ([tems of Power)

UNSEEIE MAGIC [—4]

Description: Drawing on the power of the
Winter Court, you're able to cast spells that fit its
essential nature: wildness, death, decay, slumber,
ice. These magics are under the sway and watch
of the Queens of Winter (Lady, Queen, and
Mother), and inevitably making use of them
will catch their notice. While some might think
the Winter Court is all frozen cruelty, they
should remember that without their balance to
Summer, the world of man would end, choked

off by unbridled nature.

Notes: The cost is —4 refresh unless you
already practice another kind of true magic
(e.g., Evocation, page 180, or Thaumaturgy,
page 181), in which case the cost is reduced by 1
for each ability you already possess.

Skills Affected: Discipline, Conviction.

Effects:

Winter Spellcasting. You are able to cast spells
of a deep and true nature, drawing upon the
magics of the Winter Court. Due to the faerie
nature of this power source, it is less flexible
in some areas than mortal spellcasting and is
therefore subject to the limitations described
in its entry under “Sponsored Magic” in
Spellcasting, page 287.

ITEMS OF POWER

“Items of Power” is a catch-all category for abili-
ties that are derived not from the person himself,
but from the magical equipment he brings to the
table. Champions of the supernatural heavy-
weights (OW26), including the Champions of
God (page 73), Knights of the Faerie Courts
(page 78), and other Emissaries of Power
(page 75), might carry such artifacts to battle, as
protection or weaponry.

ITEM OF POWER [-VARIES]

Description: You have an item of great power—
an artifact that goes beyond the ephemeral items
created by spellcasters and alchemists. This is
an artifact with an ancient story, often drawing
its power from some vast supernatural entity

of old.

Musts: An aspect directly referencing the Item
of Power is required. The Item of Power ability
may not be taken multiple times—even if the
character has multiple items of power. A single
instance of the Item of Power ability covers all
such items that the character carries. '

Options: Plenty! An Item of Power is a way
to take Minor Abilities, Strength, Toughness,
Speed, or some other abilities (subject to
approval) at a small discount, gaining back a
point or two of refresh based on the nature of
the item (see below).

Skills Affected: Varies.

Effects:

One-Time Discount [+1 or +2]. You regain
two points of refresh for “externalizing” some
of your abilities in the form of the Item of
Power. This assumes that the Item of Power
is reasonably obvious and easy to detect,
like a sword. If the item is difficult to detect,
allowing concealment, you only regain one
point of refresh. This discount only happens
once, even if you have multiple separate Items
of Power.

The refresh cost of the any abilities
“attached” in this way must be at least -3 in
the case of the +2 option, or at least —2 in the
case of the +1 option. In effect, this says that
the net result of taking the Item of Power
ability should still decrease your refresh—
just less so.

It Is What It Is. The item is often based on a
mundane template—a sword, a shield, a
suit of armor—and as such may have some
armor or damage values completely indepen-
dent of its supernatural nature. Swords will
have damage bonuses like swords, armor will
protect like armor. All the same, the item
should be obvious as something unusual.

Unbreakable. As an Item of Power, it cannot be
broken, save through dedicated magical ritual
predicated upon perverting its purpose. How
this manifests may vary; the item may be
breakable but able to repair itself, or it may
simply refuse to be fractured.

Imparted Abilities. Choose a set of abilities
that are imbued within and imparted by the
Item of Power. Take these abilities normally,
recording their refresh cost and noting that
they're part of the Item. Abilities outside of
the Minor Abilities, Strength, Toughness,
and Speed categories must be examined
closely by the GM and may be disallowed.
Simply possessing the Item of Power is not
enough to use the abilities. Rules must be
followed, bargains must be made. Work out
the particulars with the GM.

While the item may be “loaned” once in a
while for a specific single task, it is not an easy
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thing to do: the owner of the item must pay a
fate point for every scene in which he allows
another to enjoy its benefits, or the item fails
to work for the recipient. The recipient must
still obey the rules associated with the Item
of Power.

SWORD OF THE CROSS [-3]
Description: You possess one of the three
Swords of the Cross, their hilts reportedly
forged from the nails that fixed Christ to the
Cross. Those bearing the Swords are called the
Khnights of the Cross.

Musts: You must have a destiny or calling to
inherit the Sword, represented as a high concept
or template.

Skills Affected: Weapons, others.

Effects:

All Creatures Are Equal Before God. This is the
truest purpose of the Swords of the Cross,
the ability that makes even ancient dragons
take pause when facing a Knight. When
facing an opponent, the Knight may spend a
fate point to ignore that opponent’s defensive
abilities (Toughness based ones, primarily),
as well as any mundane armor the foe has, for
the duration of the scene. In essence, a Sword
of the Cross may take the place of whatever it
is that a creature has a weakness to (whatever
“the Catch” is on their Toughness powers, see

The fate point isn't needed when Ll

Fright is Fighting something s
already vulnerable 4o Holy ohjects.

page 185), on demand, so long as the Knight
can spend that fate point—particularly
handy when facing ultra-tough Denarians or
true dragons. Whatever abilities a creature
may have, the job of a Sword of the Cross
is creating a mostly even playing field—
or something very much like it—between
mortal and monster.

Divine Purpose. A Sword of the Cross may
only be swung with true selfless purpose in
mind and heart; if this is not the case, the
bond between the Knight and the Sword is
broken and may only be restored by under-
going some sort of trial of faith. When swung
without such purpose in mind and heart, the
blow does not land (any attack roll automati-
cally fails), the bond is immediately broken,
and the sword falls from the wielder’s hand.

Basically, the GM and player should look
at the description above as a guideline for
how to compel the high concept attached to
the sword—your character might be tempted
to use the sword for selfish reasons, and could
either receive a fate point to stay his hand
or succumb to the temptation and lose the
sword temporarily. If another takes up the
sword and swings it selfishly, your Knight is
still responsible for how the sword is used,
with similar repercussions.

Holy. This weapon is a powerful holy symbol in
its own right. Its very touch is like holy water
or that of a cross or other symbol of faith
backed by the belief of the possessor.

It’s a Sword. A Sword of the Cross always takes
the form of a sword, though the precise
type of sword may change through the ages.
There are only three in existence (OW?72). As
a sword, it possesses the damage and other
attributes of any sword (page 202).

True Aim. When swung in keeping with its
purpose, a Sword of the Cross grants a +1 to
the wielder’s Weapons skill.

Unbreakable. As an Item of Power, it cannot be
broken, save through dedicated magical ritual
predicated upon perverting its purpose.

Discount Already Applied. As an Item of Power,
the sword already includes the one-time
discount (page 167). This means that if the
character possesses more than one Item of
Power, the one-time discount will not apply
on that second item. If the Sword of the
Cross is the second or subsequent artifact the
character gains, the refresh cost is 5.
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Supermz‘um,l Powers (Mior Abiites)

MINOR ABIUTIES

The minor supernatural abilities that exist in the
world are too numerous to be categorized easily.
All the same, you'll find some in the “Psychic
Abilities” section starting on page 172, and a few
more are listed here. Usually these abilities offer
some small advantage, but in many cases they
also come with a disadvantage or a price.

CLOAK OF SHAI®WS [—1]
Description: You and the shadows are as one.
You're able to melt into the shadows with ease;
the cover of night offers easy concealment.

Skills Affected: Stealth, perception skills.

Effects:

See in the Dark. Perception skill rolls are not
penalized by darkness.

Melt into the Shadows. You're more effective
than most at hiding in a reasonably sized
area of darkness or shadow. Under the cover
of darkness, you get a +2 bonus to your

Stealth rolls.

GHOST SPEAKER [-1]

Description: You see dead people. All the time.
Some people mistakenly refer to you as an ecto-
mancer (a kind of Focused Practitioner—see
page 76), but your ability is more instinctual and
you are not technically a spellcaster (although
this ability can be added on top of an existing
spellcaster if the character template allows for it).

Skills Affected: Social and perception skills.

Effects:

See the Dead. You have no problems perceiving
the presence of spirits and ghosts, unless
they are deliberately trying to conceal them-
selves—in which case it's Investigation (or
Alertness) vs. Stealth.

Seen by the Dead. Spirits and ghosts have no
problem perceiving you as well, regard-
less of how tenuous their manifestation is
(page 170)—they recognize you as a conduit
to the mortal world and will readily come
forward to contact you. This means such
creatures will see and find you more easily
than other people, when all other factors are
equal. Spirits get a +2 when trying to perceive
or locate you.

Speak to the Dead. You can speak and otherwise
communicate directly with ghosts and other
invisible or incorporeal spirits, without any
need to perform thaumaturgy.

Seek the Dead. The dead seek you out, and it
goes the other way as well—enough so that
you may use Contacts to seek out informa-
tion and specific individuals among the dead.

MANA STATIC [-1]
Description: Despite not being a mortal prac-
titioner of magic, you have a tendency to cause
technology to short out the way a wizard or
other mortal spellcaster does.

Musts: If the character ever takes a spellcasting
ability, it replaces this one.

Skills Affected: Varies.

Note: While we don't have documentation of
this sort of ability in our casefiles, it's pretty
well supported by theory. There are plenty of
folks out there with undeveloped magical talent,
and it’s easy to see how they might first—and
perhaps only—manifest the hexing aspect of
their abilities.

Effects:

Hexing. You can hex technology deliberately,
as described on page 228. You may need to roll
your Discipline skill occasionally to keep
your emotions in check and avoid accidentally
hexing technology, but you make these rolls
at +2 due to the relative weakness of your
“talent.”

MARKED BY POWER [-1]
Description: You've been marked by something
powerful, in a way recognizable to those with a
magical affinity. Such people and creatures will
think twice about acting against you, but they’ll
also see you as a representative of the thing that's
marked you.

Musts: Your high concept must reflect the crea-
ture or person who has marked you.

Skills Affected: Varies.

Effects:

Aegis of Respect. A magical mark is upon you,
placed by a creature or person of signifi-
cant power. It's not that the mark provides
any actual protection, but magically aware
people and creatures can perceive this mark
upon you and word tends to get around that
you've been “claimed.” Whenever dealing with
someone in the magical community, all of
your social skill rolls operate at a +1 bonus.
The downside, of course, is that people tend
to see you as a representative of the thing
that marked you, which can lead to some
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uncomfortable entanglements and assump-
tions. If you absolutely must conceal this
mark, you can, but it takes some concentra-
tion—use any appropriate skill (Stealth or
Deceit, usually) restricted by Discipline to do
so, but you can't do anything stressful (like
combat) without dropping the concealment.

WIZARD'S CONSTITUTION [(-O]
Description: You are a wizard, or are like a
wizard—incredibly long lived for a human, able
to recover from injuries just a little better than
the next guy.

Note: This ability is replaced by any Inhuman
or better Recovery or Toughness ability, if any
such abilities are taken. In terms of game effects,
the uses of this ability are so minor that they're
really almost cosmetic; hence the zero cost.

Skills Affected: Endurance.

Effects:

Total Recovery. You're able to recover from phys-
ical harm that would leave a normal person
permanently damaged. You can recover
totally from any consequence—excluding
extreme physical ones—with no other excuse
besides time; simply waiting long enough
will eventually heal you completely. (Many
wizards use this ability to avoid hospitals,
where their tendency to disrupt technology
can put others in serious danger.)

Long Life. As a side-effect of your improved
ability to recover from injury, your lifespan
is significantly extended. In game terms this
will rarely have relevance, but it's why the
Senior Council of the White Council of
wizards can talk at length about the events of
the American Civil War (many of them were
there) and several can go back even further
than that.

NEVERNEVER POWERS

This category of powers is for those creatures
other than Faeries that are strongly rooted in the
Nevernever—like spirits and ghosts—as well
as the ability to affect or reach the Nevernever
easily.

DEMESNE [-1]

Description: As a spirit that has been linked
to the mortal world, you naturally create a
space within the Nevernever tied to that place

or concept. This space reflects the landscape of
your “mind.”

Skills Affected: Discipline.

Effects:

Home Turf. You have an immense amount of
control over the features of your demesne; the
“local reality” bends to your will. You auto-
matically succeed at any declarations about
the physical form of your demesne, and in
combat you can roll Discipline to place scene
aspects in the demesne. You can even roll
your Discipline as a physical attack against
intruders, using the nature of the Nevernever
to harm opponents.

SPIRIT FORM [-3]

Description: You are an incorporeal spirit form,
able to pass through walls and other barriers in
the mortal world (thresholds still have an almost
physical reality to you, however).

Skills Affected: Many.

Effects:

Insubstantial. You are incorporeal, able to
pass through walls, reducing most borders
(page 212) to zero. Thresholds (page 230),
however, will act as physical barriers to you.
Without also taking Physical Immunity
(page 186) to a broad range of effects, you can
still be harmed by physical attacks.

Variable Manifestation. You must manifest
visibly to truly perceive anything “useful”
about the world around you. Even when
largely separated from the world, your pres-
ence may be felt by those with a high Lore or
other means of magical sensitivity.

Variable Visage. As a spirit, your form may
change somewhat in response to your mood
or idea of self, causing you to appear more
fearsome or beautiful, granting a +2 to
appropriate social actions based on appeat-
ance (Intimidation for a fearsome appear-
ance, Rapport or Deceit for a beautiful one).
Usually this is as an exaggeration of your
“normal” appearance in some way.

Poltergeist [-2]. If you take this upgrade, your
manifestation is reinforced with solid ecto-
plasm and able to manipulate objects in the
mortal world. When doing so, you may use
your Conviction instead of your Might to
move heavy things. You may use physical
combat skills to affect the world as well.
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Supermv‘urﬂ Powers (Nevernever Powers)

SWIFT TRANSITION [-2]
Description: Most supernatural creatures may
cross over into the Nevernever naturally, so
long as they are in a place that particularly reso-
nates with their nature (White Court vampires,
for example, tend to disappear mysteriously in
the backs of strip clubs). With this ability, a
spirit or other creature may cross over into the
Nevernever from nearly anywhere at all.

Skills Affected: Many.

Effects:

Everywhere is a Portal. You may transition to
the Nevernever from nearly any location
in the mortal world, so long as you are not
forcibly restrained by some magical or ritual
means.

No Mortal Home [+1]. If it suits your
concept—such as with ghosts—you are so
native to the Nevernever that you are pulled
to it if given no strong reason to remain in the
mortal realm. If you make this choice, then
under high stress or magical assault, you may
need to make Discipline rolls (against a diffi-
culty in line with the strength of an attack,
etc.) in order to remain in the mortal world.
If knocked unconscious or otherwise wholly
incapacitated, you immediately transition to
the Nevernever, for better or 