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Praise for Books by David L. Craddock

	 

	Stay Awhile and Listen: Book I

	 

	Stay Awhile and Listen shows that there was a potent mixture of talent, opportunity, and personality that drove the meteoric rise of Blizzard Entertainment from its earliest days. I can't wait for the next installment. —Julian Gollop, creator of X-COM: UFO Defense

	 

	A fascinating behind-the-scenes look at the storied history and development of Diablo and the early days of Blizzard Entertainment. —Dr. Ray Muzyka, co-founder of BioWare

	 

	Stay Awhile and Listen is a rare and intriguing look into the people and experiences behind some of my favorite video games of all time. —Randy Pitchford, co-founder of Gearbox Software

	 

	Stay Awhile and Listen weaves the words of all the creators of Diablo into a compelling narrative and opens a window into the strange and wild world of the games biz. Reading this tale reminded me of why I decided to leave the games business, and why I had to get back in. —Glenn Wichman, co-creator of Rogue

	 

	Stay Awhile and Listen flows almost like a documentary film. During the narrative parts, it's easy to imagine a group of young developers hunched in front of faintly glowing screens. During the quotations, you can picture the older and wiser industry veterans sitting in front of a camera and explaining those early days with smiles on their faces. —Slashdot.org (9 out of 10 score)

	 

	Stay Awhile and Listen tells how passion, maxed-out credit cards, and sleepless nights spawned a gaming phenomenon and unearths the game design secrets that made Diablo an enduring classic. —Tristan Donovan, author of Replay: The History of Video Games

	 

	Craddock takes his time introducing each person, and by the time he explains their contribution, I felt like I knew them as human beings, not as developers —what they were like as kids, where they came from, and what their aspirations were. —Venture Beat

	 

	Framing a fast-paced narrative around personal anecdotes shared by the developers responsible for shaping the foundation of the WarCraft and Diablo franchises, David L. Craddock establishes a fireside chat-type atmosphere to tell a tale as engaging as it is informative. —Lorne Lanning, co-creator of the Oddworld series

	 

	David Craddock's Stay Awhile and Listen is able to enchant any reader with its short and clearly written passages, genuine and involving storytelling, and an abundance of facts and information straight from the source. —DiabloFans.com

	 

	Dungeon Hacks

	 

	Classic roguelike games may seem like yesterday's news, but they inspire game designers the world over to this day. Dungeon Hacks tells their story in compelling fashion and explains what they still have to teach us. Finish this book and be prepared to go find a roguelike to play. You're going to want to. —Warren Spector, director of Deus Ex and Disney's Epic Mickey

	 

	Not only is David telling interesting stories, and illuminating the history of an enduring genre of games, but he's performing an invaluable service in capturing the human element behind the games—the particulars of the people, the context, and the time period. Dungeon Hacks is great stuff, and we're lucky to have someone with such an eye for detail and the nuts and bolts of development to put it down on paper for us while there's still time. —Travis Baldree, co-designer of Torchlight 1-2, Rebel Galaxy

	 

	Episodic Content

	 

	It's important to have someone like David trying to capture the history of our industry while it is happening. There are fascinating and important stories behind most every company and game that shed light on the drama that accompanies development. —Brian Fargo, founder of Interplay Entertainment and inXile Entertainment

	 

	I love David's engaging and insightful writing on the making of games. He has a deep knowledge of the gaming industry, and a riveting style that puts you right in the middle of the story, like you were a fly on the wall during development. —Scott Miller, founder of Apogee/3D Realms

	 

	David Craddock's work to capture the trials and successes of the digital entertainment industry and the people who drive it is both inspiring and important. Capturing these stories, these struggles, allows us to reflect on where we have been and help shape the journey we will share into the future. —Richard "Lord British" Garriott, creator of the Ultima series

	 

	David has a great way of telling the story behind games. Anyone who loves games will dig these true tales of how games get made and the thoughts and travails of the people behind them. —Tom Hall, co-founder of id Software and designer of Commander Keen, Rise of the Triad: The Dark War, and Anachronox

	 

	"Cool Beans." —Teddy Lee, designer of Rogue Legacy

	 

	From the exacting questions he posed to me, I could tell that this was someone who'd extensively researched not just that topic, but game development in general. —Chris Sutherland, lead programmer on Donkey Kong Country 1-2, Banjo-Kazooie

	 

	I highly recommend David's awesome books. David not only meticulously researches them, but spins all this history into fascinating and exciting yarns that'd be interesting even to non-gamers. —Matt Barton, creator of Matt Chat, author, video-game historian
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Chapter 1: All the Time in the World

	 

	Separate Ways

	Kenny and Teddy Lee have a penchant for disagreeing with one another, but that's to be expected. They're brothers. On the subject of career ambitions, however, they were in accord. They wanted to make video games. 

	The Lee brothers grew up in Toronto during the Nintendo boom of the mid-1980s and '90s, and got the whole family in on the fun. "Some of my favorites were games like Secret of Mana," said Teddy.1 "I played that game co-op with my brother and sister. Those games were really attractive to me. Adventure games were a big part of my past. We'd get an adventure game and then play it as a family. Those were always really entertaining."

	Teddy became smitten with the idea of making games for a living. Unfortunately, tuition costs put a career in game development on a high shelf. DigiPen Institute of Technology offered bachelor's and master's programs in game programming and animation, but both programs carried price tags of nearly $30,000 a year.

	Rather than go into debt learning in a classroom, Teddy taught himself. At the age of sixteen he discovered RPG Maker, software that lets users build their own roleplaying games on PC. First published by a quartet of Japanese companies in 1992 and still updated recurrently, RPG Maker is a veritable and literal toolbox of development utilities. In Japan the program was known as Tsukūru, translating to "create tool" or "make tool." That tool takes many forms: a map editor for painting tiles that can be stitched together to form dungeons, towns, forests, and other environments; a scripting language that affords control over in-game events; a battle editor that lets users customize combat mechanics.

	Teddy figured out how to use RPG Maker's wealth of tools to create adventure games like the ones he and Kenny liked to play. Those experiments let him circumvent traditional career paths.

	"I didn't have a programming pedigree. I wasn't smart enough to be a programmer, although I did try to get into programming. I got really bad grades and failed a lot of classes," he said. "I got a called up by a kids' game company called Webkinz. The whole reason they wanted me was because of that game, not because of the fact that I had a bachelor's in computing. So all the time I spent in university was kind of a waste compared to the time I spent making this adventure game when I was a kid."

	Kenny, while enamored with games, preferred to keep both feet on the ground. "When I was younger it wasn't really a viable career option," he explained. "So I was like, yeah, I'd love to make video games, but I was like every other starry-eyed child: 'Oh, this is fun!' But I didn't know what routes to take or where I would fit."2 Kenny tinkered with RPG Maker and similar editors but never delved as deeply as his younger brother, who spent hours fussing over the minutia of his designs. "Games were, for the most part, a hobby for me," he continued.

	Over time, Teddy's passion proved infectious. Acknowledging that his brother had a better eye for design, Kenny tried his hand at programming. He majored in computer science but struggled. The esoteric commands and routines, the syntax of languages—none of it clicked. He scraped by for two years before dropping CS as a major and abandoning the notion of programming games. 

	Entering his first job following graduation, Kenny had second thoughts about giving up. "The first job I got was—and I'm not lying when I say I sat and watched paint dry—it was the most mind-numbing, boring experience I've ever had in my life," he said. "I don't know how people can do it just because they're getting a paycheck. I couldn't, especially just getting out of university. I was ambitious and wanted to do bigger stuff."

	Kenny felt his brain cells peeling away along with the paint. To stave off boredom, he installed programming software on his work computer and began to tinker. When one of his supervisors caught him writing code and ordered him to stop using company resources, Kenny said he would. He didn't. Programming had gone from a fast-paced university major to a life raft, the only thing keeping his brain afloat at his day job.

	One afternoon Kenny checked his email and found a note from Teddy. Within, his brother described an idea for a new game design. That was no surprise. Teddy was always firing off emails raving about his latest brainstorm. Two lines into the email, Kenny burst out laughing. Conversation ceased; coworkers stood up from cubicles to peer over at him. He didn't care.

	"I thought, This has to be done, even though at the time I did not have the programming know-how," Kenny said. "I had not programmed anything. I had two years of failure at understanding programming, but I went ahead and did it anyway. That was a real motivator for me. For some reason, I just knew this game had to be made. So I took the opportunity and made it. I had all the time in the world."

	 

	Holding It In

	One hour earlier, Teddy had likewise been in danger of dying of boredom. He commuted by bus to Ganz, parent company of Webkinz and purveyor of fine plush dolls and collectible toys. Ganz and Webkinz promoted synergy between their physical and digital products. Every physical toy came with a code that could be redeemed for a virtual avatar of the toy, usable in one of Webkinz' online games.

	The Canadian-based company was at the forefront of the toys-to-life craze that would sweep the world in the early 2010s, and Teddy architected many of their digital playgrounds. He enjoyed the job, but hated the commute: a 90-minute ride one way, with nothing to do but stare out the window.

	That morning, Teddy dropped into a seat and daydreamed. He was reminiscing about one of his favorite games from childhood: You Don't Know Jack. A trivia game with attitude, You Don't Know Jack quizzes players on pop culture as well as traditional topics like history and art. Questions end in a prompt where players type in responses, and the host makes fun of them if they get answers wrong.

	As kids, Teddy and Kenny had had just as much fun provoking the host as they had competing for high scores. One time they had replied Fuck you just to see if curse words could get a rise out of the virtual emcee. Not only did the character take them to task for swearing, they lost thousands of dollars from their winnings as a penalty. Not about to be lectured by a videogame host, they swore at him a second time. Their third invective got them disqualified.

	As the bus rumbled onward, Teddy mulled over You Don't Know Jack's text parser. The host's snappy rejoinders made the game seem clever, as if it could respond to any text. It couldn't, of course. Developers Berkeley Systems and Jackbox Games simply had anticipated slang and curses from their target demographic. 

	Teddy's eyes popped open as a thought struck him like a bolt of lightning. He could expand on You Don't Know Jack by designing a game around a text parser. All he had to do was figure out a humorous premise and tailor his parser's interpreting abilities to that scenario. If the premise was funny enough, players would stick to it rather than grow bored and try to expose the parser's limitations.

	"I only do my best design work when I'm challenged, or when I'm feeling panicked," Teddy explained. "That's where the original conceit came from: in order to make a game like this, you'd have to force the player into a small subset of scenarios where we could assume what they would write. From there, I thought, 'What if you had to keep from shitting your pants?' It's a very technical composition for a stupid idea."

	By the time his bus rolled up to his stop, Teddy had a premise almost fully formed. He raced into Webkinz and headed straight for his workstation to fire off an email to Kenny. The game would be about a guy stuck in a room and battling a distressing urge to move his bowels. The title, appropriately inappropriate, was Don't Shit Your Pants.

	Teddy hit Send and waited. Ideas bubbled up in his brain nonstop, but he was no programmer. He needed his brother's technical prowess to bring DSYP to life. Kenny replied almost immediately. He was in. He would write the game in Flash, a language geared toward small-scale multimedia and Web applications, and considerably more accessible than more powerful yet complex languages like C++. "There's a reason I failed out of programming in university: I was not very good at it," Kenny said. "There was no programming language I was particularly familiar with."

	Kenny mulled over Teddy's idea and expanded it, wrapping a 1980s-style adventure game shell around the premise of holding one's bowels until the proper time and circumstance. He fashioned pixel-art graphics, a soundtrack composed of beeps and chirps, and puzzles that had to be solved to progress. Players begin in an empty room with a closed door. A notification informs them that they "really have to take a shit," and they interact with the environment by typing verb-noun combinations—part and parcel of seminal graphical adventures like Sierra's King's Quest series.

	DSYP can be solved in just a few steps, but the execution demonstrates the Lee brothers' cleverness and irreverent sense of humor. If players type "shit," they do just that—even if there's no toilet in sight. When they finally reach a toilet, players have to think through every step: opening the door to the bathroom, pulling down their pants, sitting on the toilet. Puzzles stand between them and their goal, and they must solve them quickly. Standing around thinking things through—a common tactic in adventure games, which normally wait for players to type or click a command—has disastrous consequences. Nature's call waits for no one. 

	At the end, whether players win or lose, DSYP teases secret actions that, if taken, unlock special achievements, promoting replayability.

	"That's why working with my brother is so good," Teddy said. "We're on the same wavelength. He's able to take my core concepts and push them beyond what they deserve to be. DSYP was actually a text parser, and he turned it into one of those 1980s, graphical-adventure style of games, and that made it so much better. He did all the art. It was an amazing experience."

	Kenny and Teddy published DSYP in February 2009. "That game blew up," Teddy recalled. "We posted it on a weekend. We didn't ask for subscribers or anything. We made it in four days. It went on to gain more than ten million hits."

	The combination of Teddy's self-professed stupid idea and Kenny's desire bordering on desperation to kill time at his daily grind culminated in more than a popular game. The experience of creating it put the brothers in step together along the same path.

	"I guess this is what got my brother to really trust me," Teddy said.

	 

	Hibernation

	Kenny saw DSYP as a diving board into the deep end of the game-development pool. "After DSYP, I was like, man, I can do this. I quit my job and we started a demo for Xbox Live called Band of Bears," he said.

	Despite his enthusiasm, Kenny did not quit his day job right away. He and Teddy planned to enter Band of Bears in Microsoft's 2009 Dream Build Play competition, an annual event that ran from 2007 until 2012. The contest challenged independent developers to build games for Xbox 360 and Windows using Microsoft's XNA Game Studio software. Winners received $75,000 and publication by Microsoft.

	As before, Teddy handled design and trusted Kenny to bring his idea to life in code. The result was a sidescrolling beat-em-up in the vein of Konami's Teenage Mutant Ninja Turtles arcade games, set in a world made from hand-drawn art and animation. Four players take control of bears and guide them through colorful environments, fighting enemies and solving puzzles along the way. 

	The scope of their team expanded in parallel to their idea. Teddy, still working at Webkinz, recruited two friends to share programming tasks with Kenny, who took advantage of the opportunity to learn the C# (pronounced "C-Sharp") language from professionals. "I don't know what we said that convinced them to come on board, but they did, and I learned a lot from them. They were very nice and patient with me," Kenny said.

	Immersing himself in C#, Kenny felt the learning block that had plugged up his brain during university dissolve. Language constructs and logic flow slid into place like puzzle pieces meant to fit. Kenny attributes his eureka moment to context. "It's weird," he said. "With my academic knowledge of programming, because I'd never really put it into practice, I couldn't code, but the moment I ran into those concepts when I started coding, it was like, oh, that's what they meant."

	The group chipped away at Band of Bears in their spare time for three months. Kenny, who had a head for business, predicted failure unless their group put the pedal to the metal. "Near to the end of the competition, there was no way we would have been able to finish it on time without somebody making that sacrifice. Seeing as I was the one who hated his job the most..."

	With Teddy's blessing, Kenny dropped out of the rat race and devoted every waking moment to writing code. Their cohorts encouraged the brothers to take the next logical step in their careers as professional fun makers. "When we were working on the Band of Bears demo for the competition, one of the other programmers suggested that we incorporate," Kenny said.

	One of their friends pitched them on the name Cellar Door Games. Cellar Door, he said, was considered one of the most pleasant phrases in the English language. Kenny and Teddy just shrugged. The name of their company did not matter to them. All they wanted was a a buffer that protected their personal assets should they ever get tied up in legal disputes; incorporating fit the bill.

	Cellar Door Games submitted Band of Bears and made the list of top 20 finalists.3 Afterwards, the group amicably parted ways. The game was not finished and wouldn't be for quite some time, and Teddy's programmer friends had families to provide for. In exchange for giving their shares of stock in Cellar Door to the Lees, they inherited the rights to Band of Bears, which has been in hibernation since 2009.

	"It took so long because my brother went legit," Teddy explained. "He incorporated it, and we had to pay dozens and dozens of dollars in taxes. So even though the Band of Bears IP wasn't bad—it almost won an award—it was just so we could keep the company and keep making small games. That was worth trading it away instead of creating a brand new company and starting from scratch again."

	 

	Sea Change

	Over the next four years, Kenny and Teddy fell into a routine. While Teddy earned a paycheck, Kenny stayed home to program the designs his brother came up with. Few registered so much as a blip on the radar, but Kenny still viewed them in a positive light. What they did not produce in income, they more than made up for by way of growing confidence.

	"Even though our other games were small, I learned a ton from them: how to make a game from start to finish, and all the different aspects of that," Kenny said. "Because I wasn't working with someone else, I didn't just work on the input, or the graphics; I did every single aspect of them. Most importantly, it shows you that you have the willpower to make a game from start to finish. A lot of people start projects and don't complete them. It was important to me, as a personal learning experience, to see if I had the patience to make something from start to finish."

	Over time, Kenny's confidence in himself as an adult fell in inverse proportion to his sureness as a programmer. "For a while, Teddy was supporting me because I didn't have a job since I'd quit to do this full-time, so I didn't have that pressure," Kenny said. "I just kept making games in my spare time, which was all the time."

	Meanwhile, Teddy fell out of creative sync with Webkinz. "They got really big, but the standard for quality was low," he said. "Their games were aimed at children, and children don't really care if a game takes ten hours to load or crashes all the time. The company grew to be massive, and there was no infrastructure. It led to all this bureaucracy, which is why I eventually left."

	Teddy landed at Tecmo Koei Canada as a contractor. For numerous reasons, he does not look back fondly on his time there, and even went so far as to negotiate an early release from his contract. He landed at DrinkBox Studios. Upon starting at the company in September 2012, he contributed to the design of indie hits like Tales from Space: Mutant Blobs Attack and worked his way up to lead designer on Guacamelee!, an action game for PlayStation 3.

	In between working and sleeping, Teddy designed games for Kenny to program. When Q - The Game, a puzzler modeled after classics like Tetris and Lumines failed to gain steam, Kenny threw in the towel. He had run through his savings while Teddy had been pouring his salary into funding Cellar Door and paying their expenses. They were in the red, and without two steady incomes, they would stay there.

	Their next project, My First Quantum Translocator, put them back on track. A 2D platformer written in Flash, MFQT hands players a device capable of bending the laws of physics, which they must do in order to advance. "During that time when I was applying [to jobs], I was working on My First Quantum Translocator. I figured I might as well just release it," Kenny said.

	Kenny released MFQT in a manner quite different than he had their previous games. Those had gone directly to websites that offered hundreds of free-to-play games playable in a Web browser. Hoping to drum up interest, Kenny put MFQT on an auction site where proprietors of those websites bid on exclusive hosting rights. Almost overnight, multiple companies launched a bidding war over MFQT. Kongregate submitted the winning offer, and published the game on www.kongregate.com in October 2010.

	"In the long run it was still a really small amount," Kenny said of the payment they received. "But going from red to black, as far as finances go, and seeing people fight over something you've created, was really exciting. I'm not exaggerating when I say that game saved our company."

	After picking his jaw up off the floor, Kenny ran an idea by Teddy. No more Flash games. No more mobile games. He wanted to aim bigger, and Teddy had just the design knocking around in his head: a 2D platformer with action and exploration elements, like Konami's Castlevania: Dawn of Sorrow, done in a pixel-art style evocative of the Super Nintendo games they had grown up playing. 

	Kenny proposed spending one year on the 2D platformer. If the game had not been finished and released before the end of that period, he would find a full-time job and they would go back to plugging away on games in their spare time. For once, Teddy was the pragmatic one. "That seemed like way too much of a risk, especially because when we were working together, we fell into a general flow," Teddy said. "We had a system which is, unfortunately, the best system for game development: the programmer needs about five times more work hours as the designer. For every game we were working on, I was always working another job."

	Undeterred, Kenny laid out his vision for Cellar Door's future. He would shelve Flash and brush up on C# to build a proprietary engine for their 2D platformer. Once he had a foundation in place, Teddy could begin integrating his design. Kenny's only concern was that Teddy would have to shoulder the burden of paying expenses while Kenny wrote the engine, a herculean task for even the most experienced programmer.

	"I think he worked part-time for two-thirds of the project," Kenny remembered of Teddy's schedule during the development of the game that became Rogue Legacy. "There was no budget; the budget was whatever was left of my savings, and I had no idea how far I could stretch that."

	The brothers reached a consensus. They would move forward with Kenny's plan, but would pinch pennies. That wouldn't be too difficult. They had no cell phones, only rent and food. Teddy would cover bills with his income working at DrinkBox, while Kenny would dip into his savings to cover outlays like contracting artists to draw characters and backgrounds. Extraneous spending was off limits. In accord once again, the brothers set to work.

	"For the first year, it was practically all my brother," Teddy said, speaking to how they divvied up tasks. "I would work on it on weekends and after work—barely."

	"The big concern a lot of people say is, 'Don't work with people you're related to,' because when things inevitably fall apart, you're ruining a really precious relationship," Kenny said. "We kind of just ignored that."

	





Chapter 2: Quicksilver

	 

	Rogues and Castles

	Rogue Legacy. The title evokes its lineage: roguelike elements such as permadeath, the consequence of erasing a character after the player dies; procedural generation, the use of algorithms to create levels so players never explore the same environment twice; and copious amounts of loot with which to lay waste to hordes of enemies.

	However, Teddy and Kenny Lee's earliest design contained no roguelike tropes. Both brothers got hooked on Demon's Souls, a 3D action-RPG released in 2009 by Japanese developer FromSoftware based on challenging encounters and fixed levels. "It was great because during that time, The Binding of Isaac, Spelunky, and Demon's Souls were big hits, and the roguelike genre was becoming mainstream," Kenny remembered. "I don't know if it had been mainstream in the past, but it was picking up steam when we were looking to make a game."

	Teddy and Kenny aspired to fuse certain elements of Demon's Souls and its 2011 spiritual sequel, Dark Souls, with the action and platforming of Castlevania. As a joke, and because they had to call the embryonic game something until they arrived at a proper title, they referred to their project as Dark Souls 2D, or DS2D. 

	The notion of meticulously handcrafted environments came from Demon's Souls. The levels in FromSoftware's RPG never alter, a critical component of its design: Enemies are so difficult, combat so weighty, that players are encouraged to inch through areas in order to learn terrain and memorize enemy positions. Dying starts them back at the beginning of an area, but their next turn usually goes smoother thanks to their knowledge of the environment and its inhabitants. 

	Demon's Souls changed up permadeath in a way that Kenny and Teddy found compelling. Upon dying, players leave a bloodstain that holds their souls, the game's two-in-one currency and experience. Players can retrace their steps to the bloodstain and collect their souls, but dying also resets enemies and traps, making the return trip perilous. Should players die again before collecting their souls, their bloodstain is wiped away forever and replaced by a new one. It's a firm but fair system that gives players a chance to reclaim what they lost.

	"What struck me about Demon's Souls was it was a more accessible version of a roguelike," said Kenny. "They took some elements of roguelikes and the concept of consequence, which gives you incredible feelings of achievement when you've done something momentous because of the consequences always looming over you. Demon's Souls was the middle ground: you'd fail, but you didn't have to start over. When you beat massive monsters, you'd get lots of souls and could level up. I really liked that. We wanted to do something similar."

	Teddy set DS2D in a medieval fortress consisting of numerous rooms and corridors. Every square inch would be designed by Teddy and Kenny. Every screen would teem with enemies like skeletons, wizards able to cast fireballs and drift about, and stationary turrets; platforms that players could jump onto or hop down from to reach treasure chests or passageways; hazards like spike traps; and treasures that augmented the player's physical and magical strength. Learning the lay of the land and devising appropriate strategies to pick off monsters would be integral to survival, like in Demon's Souls.

	"We even designed this super-complicated meta game where beating castles would lead to a mega castle that was 10,000 rooms large," Teddy said. "It was massive because we could generate whatever we wanted, and it would never change."

	Like Demon's Souls, DS2D would grant access to droves of melee weapons and magic spells. Teddy devised a combat system that let players perform three-hit combos for additional damage. Players started over from scratch every time they died, saturating every encounter with urgency and consequence.

	Teddy's design also called for solving brainteasers to progress, a departure from the exploration-focused roguelike genre and Demon's Souls experience. "You'd be hitting all these puzzles," said Teddy, "and your map would be updating to accommodate them: here are all these puzzles that you haven't solved. They weren't the stupid 'Oh, just hit this guy ten times' [style of riddle]. You had to get items and abilities, and the abilities had to be used in abstract ways to solve the puzzles."

	 

	Fitting in

	Early on, the brothers were forced to reign in their ambitions. "We realized we did not have the time or money for that. The scope ballooned too quickly, and we had to find an alternative," Kenny said.

	One of the biggest problems with developing a game predicated on unchanging levels is that every area must look and feel different in order to keep players engaged, otherwise players will get turned around or bored. The more environments a designer wants to create, the more art assets they need. The more art assets they need, the more time and money artists require to do the job.

	"We found out that the game wasn't going to be possible just from an art perspective," Teddy said. "There was not enough supplementary money, which we'd made from selling our previous games, to fund [Rogue Legacy]. And by fund, I mean just paying contract artists. My brother wasn't paying himself anything. We didn't count [salaries] as an expense because we didn't know what to count as an expense, so he was just living out of pocket."

	The reality that they had to pivot or go broke dispirited both brothers. They had grown attached to the notion of exploring a castle made up of thousands of lovingly made rooms. They shook off the change quickly realized that switching from handcrafted to procedural content would not be that big of a jump. "Because our game was already pseudo roguelike," said Kenny, "it was a natural transition to just do procedural [content]. That reduces resources because you can reuse assets a lot more. When we realized that could be done, it was pretty clear cut. There was no disagreement; it was, yeah, this is the way it has to be done."

	The design shift their game underwent classified it as a "roguelite," a game that includes some ideas from roguelikes. Their working title of DS2D was also retired in favor of Rogue Castle. Procedural levels removed disadvantages inherent in immutable stages. Artists can create, say, two dozen wall and floor tiles, and programmers write algorithms to piece them together in nearly limitless configurations. To add variety, Kenny and Teddy expanded their world to include a forest, tower, and dungeon in addition to the default castle backdrop. Players discover new regions by exploring, but not arbitrarily. Although Rogue Castle's rooms and corridors never connected in exactly the same way, the brothers structured their algorithms so that moving in a certain direction always leads to one of the three additional areas: work their way up to find the tower, push right to enter the forest, and descend deeper to plumb the depths of the dungeon. 

	Preceding each area is a special room that acts as a sort of foyer. Special rooms consist of a teleport pad and two statues that can be broken open to plunder food and a potion that restores magic power. Beyond the special room lies a new zone, a transition pick up on since special rooms all look more or less the same. "That gave people a sense of direction, which is really helpful," Teddy said. "They can say, 'Okay, I want to get to the tower,' and you start working your way up. If you don't see a teleporter, you should walk to the left or right and keep climbing to reach the highest point. It all worked rather well for something that was very last-minute."

	All four zones offer variable difficulty levels. Some games such as Elder Scrolls IV: Oblivion scale enemies in parallel with players. The downside to this approach is that monsters and players remain on relatively equal footing. Part of the fun of playing RPGs is that players get to live out a power fantasy—growing stronger to wield bigger weapons and cast more destructive spells, then obliterating foes that used to pose a threat. Such growth is tangible. Going from having to chip away at a tough enemy, to striking it down in two or three blows is a testament to their character's advancement.

	Kenny and Teddy took the opposite tack. Rogue Castle's zones contain tougher or weaker monsters relative to the other environments. If they set foot in a zone and feel underpowered, they can retreat to an earlier area and fight enemies to gain more experience.

	Other than placing areas and dialing in difficulty levels, Kenny's and Teddy's tallest hurdle was one common among developers of procedural content: squashing bugs.

	"The nature of [procedural content] means that certain things won't happen very often," Kenny said, "and when you run into a bug that only happens when, say, two specific rooms are stitched together, you will only run into that bug when that occurrence happens again. That was a nightmare. I would spend four or five hours constantly running the game, trying to duplicate that kind of issue. I'm quite surprised we managed to find them all."

	





Chapter 3: Permanency

	 

	Legacy

	Roguelikes are the videogame equivalent of jigsaw puzzles. Using algorithms, programmers shift architecture—walls, floors, platforms, background scenery, breakable objects—in potentially limitless ways. The pieces and parts are the same each time, only arranged differently. Roguelike diehards insist that procedural content, as well as permanent death, are the bedrock of the genre. Teddy and Kenny appreciated the value those staples added to videogame experiences, but saw room for improvement. 

	The roguelike's inherent volatility often prevents even those who create them from playing through their creations. Glenn Wichman, co-author of Rogue, admitted he's never completed the game. Knowledgeable players have written tens of thousands of words about classics like NetHack, but strategies only help so much against a moving target.

	Teddy in particular found roguelikes irritating. No matter how long and how often he played them, he always came away feeling like he had been punished: the cost for experimentation was the permanent loss of his character. All those hours, all that investment in his journey—undone in an instant.

	"After we decided to make a roguelike, we said, 'What don't we like about the roguelike gene?'" Teddy recalled. "There's a lot we didn't like. I play them, and I can appreciate them, but I don't enjoy them. I just never had the time."

	"One of the first problems we solved was how to add permanency to a game genre that isn't supposed to have permanency," Kenny added. "That was a big thing that set our game apart. That initial decision brought everything else together."

	The Lees put a twist on permadeath. In Teddy's design, players collected gold by killing monsters and smashing objects like furniture and pots. They dropped their gold upon dying, but their next character could recover it by fighting their way back to the spot where the previous character had perished, like recovering bloodstains in Demon's Souls.

	After shaking up the design to use procedural generation, Teddy changed how gold worked as well. In his new design, players choose from one of three descendants after dying. Creating levels algorithmically offers no guarantee that the chamber where their last character died would be a part of the next floorplan, so going back to reclaim gold was no longer an option. Instead descendants receive the previous character's gold, like collecting an inheritance. Teddy liked the change because it took some of the sting out of dying; even when he lost, he still had something to show for it the next time he played.

	The notions of descendants and inheritance became keystones in the revamped design, leading the Lees to formalize their game's title from Rogue Castle to Rogue Legacy. They also devised a story relating to the concept of progeny. "We realized we were making a game with permanence, so some form of narrative has to be written," Teddy explained. "We wanted progression, and the journal system was a form of progression."

	Most roguelikes give cursory motivation for dungeon crawling: retrieve some doodad, kill the demon terrorizing a town. Cursory explanations suffice because players ultimately don't care why they're killing monsters and looting temples and dungeons. They care only for the story of their adventure. That story knits itself as they play, every tense encounter and exciting discovery forming a thread woven into the tapestry of their experience.

	The object of Rogue Legacy is to kill enemies, plunder treasure, grow more powerful. Their narrative served as a backdrop to those goals. As players slash and blast their way through the castle, they come across rooms furnished with a chair and a desk. Atop these desks rest tomes called Prince's Journals. There are twenty-five in all, seeded throughout the castle's four zones. Reading through every diary reveals a fiction that explores and explains the dynamic nature of the castle.

	Written by a character named Prince Johannes, every entry is bite-sized. Some hint at dangers at regions that lie ahead. Most balance drama and comedy. In one entry, the prince writes of his anxiety over finding a chasm in the forest. I still have not heard a response from the rock I tossed in earlier. A single misstep, and my descent would be eternal. It is truly a horrifying thought. An eternity of darkness is more frightening than any beast I have fought thus far. If I fell, what would kill me first? The hunger, or myself? On a side note, I am now using the forest fissure as my own personal lavatory. I wonder if I am pooping into another dimension...

	"We tried to be serious, but I guess it boils down to self-confidence issues," Teddy said of the game's story and descriptive text. "I can't write dramatic prose. It gets silly. We just like putting in jokes. I don't think we could ever make a serious game."

	Players are free to soak up every scrap of text they find, or ignore them. "We realized that because of the way the game plays, a lot of people wouldn't care [about story]," Teddy explained. "We didn't want story to be intrusive, so we didn't want to put in cutscenes. That led to these diary segments that people could either read or skip."

	Whether they realize it or not, players share much in common with Johannes. The prince was one in a long line of adventurers who gave up his worldly possessions for a chance to enter the castle and claim its treasures. His diaries are written for those who follow in his footsteps.

	That's where players come in. Every time they die, players choose one of three characters as their descendant. Every descendant exhibits unique traits that affect gameplay. "We realized that we needed to introduce elements of change, and that change had to happen right out of the gate," Teddy said. "That's how traits came about. If your character could literally be born different, that would make the game unique, and you wouldn't have to do all the grinding work."

	Traits originally took the form of stat modifiers, such as some heroes being born with greater strength or magical talent. Teddy fussed over finetuning them but eventually discarded the idea in favor of a better one. "The new traits came just because my brother was working on shaders," Teddy explained. Shaders are graphics routines that add special effects to images. "He said, 'Let's try to make something cool,' and he came up with a shader that blurred most of the screen. That's what led to near-sightedness. That was the first trait we made and kept."

	Traits are randomly assigned to characters, and many traits are derived from real medical conditions. Near- and far-sightedness causes a blurring distortion around the edges of the screen or character, respectively. A hero born with ADHD moves nearly twice as fast as heroes without. Dextrocardia, a condition where the apex of the heart is located on the right side of the body instead of the left, swaps the player's health and magic meters along with their respective values. An eidetic, or photographic memory allows heroes to vividly recall minute details of the castle layout, while players afflicted with dementia will see enemies that do not exist.

	Other traits are cosmetic. Clonus, which causes involuntary muscle spasms, causes the player's controller to vibrate at random intervals. Those who inherit irritable bowel syndrome occasionally pass gas while moving. Nostalgia paints the screen in sepia tones for an old-timey effect. 

	No matter what traits a character inherits, none put the player at a great advantage of disadvantage. Traits existed to fulfill two goals: to give players an edge, or to give them a laugh. 

	"We wanted some traits that came with no significant repercussions," Teddy said. "And the reason for that is..." He paused. "There is no reason. We just made them because they were fun. If they were fun and funny enough, we kept them in. We did some balancing to make sure that there weren't too many [cosmetic] traits in the game at one time because we still wanted traits to be a significant part of the experience."

	Most characters exhibit a mix of traits, and they usually come with tradeoffs. Gigantism enlarges characters and widens the arc of their swings, but also makes them easier to hit. Hypogonadism sends enemies flying each time players strike them, giving players a way to clear away crowds but also forcing them to chase down enemies they want to kill.

	Not every trait lived up to the brothers' expectations. "We wanted to change traits to make them more uniform, in the sense of making negative traits completely negative was intentional, but what ends up happening is a lot of people don't pick them. I never pick nearsightedness because that's annoying to me."

	Certain pockets of the Internet have taken umbrage with using real and often painful conditions as game mechanics. "For example," wrote Reddit user PsychicChasm, "your character can have the Alzheimer's trait that replaces your map when you press the map button with giant question marks (because get it hahaha they forget stuff oh what a laugh riot). Your character can also have Tourette's Syndrome, where they spit out random censored cuss words when they take damage."5

	"I have EDS," wrote Joe Patrick, former managing editor of IndieHaven.com, in an essay that expressed his disappointment in the game's treatment of conditions and disabilities. (Any emphasis in the following quote is Patrick's.) "It stands for Ehlers-Danlos Syndrome, a condition that affects the connective tissue in my body. "Rogue Legacy represents EDS as being nothing but flexible. It means your character can turn around while attacking, which is an incredibly helpful trait to have in-game. Flexible. This isn’t a realistic portrayal of EDS; no mention is made of the chronic, severe pain, or how many times I’ve dislocated fingers and toes, or the cardiovascular or digestive problems. The entire condition which has dictated many parts of my life has been reduced to nothing but flexible. Ballerinas, contortionists and gymnasts are flexible. EDS hurts."

	Labeling traits such as Alzheimer's, ADHD, and Tourette's as mocking and insensitive is one way of viewing them. Teddy and Kenny insist that they used those and other issues as the basis for many traits only because those conditions made certain gameplay systems easier to understand. "Admittedly, we didn't spend enough time considering how other people would react before we decided on adding the traits," Kenny said. "We knew there'd be some backlash, but we hoped it'd be minor since we did our best to keep everything in a very lighthearted manner."

	Teddy agreed. "For the most part, we didn't believe people would care because we weren't attempting to put them in either a negative or positive light. We just used the traits because they exist in our world. We never meant to trivialize medical issues, especially since not all the traits are medical conditions, like nostalgia and tunnel vision."

	Despite some backlash, Teddy and Kenny were pleased that some good came of using real conditions as a metaphor for in-game conditions. "We've had people tell us how it's raised awareness, and we even learned a few things," Teddy said. "We've also had individuals suffering from these condition tell us how happy they were to see themselves represented as heroes in a game, which was pretty awesome."

	One positive example of how Rogue Legacy's traits raised awareness went viral. After choosing a character with the "gay" trait, a curious player took to GameFAQs.com's message board to ask other players about it. "Is it just a totally cosmetic trait?" asked user wEEman33_VI on the website's message board. "I had a few 'gay' characters and it just seemed like they were normal people."6

	"I believe that's the point," replied user GlickWick.7

	





Chapter 4: Microeconomics

	 

	Family Estate

	Character traits are one piece in a larger metaphor. Much earlier, Teddy planned to include gold and experience points in Rogue Legacy. Players would use experience to upgrade their characters' attributes, and buy weapons and armor with gold. Teddy pored over his design for two days before cutting experience points from the equation.8 Juggling two economies was proving messy. Gold was changed to a two-in-one currency that players used for all upgrades, and a brand-new interface became the game's first point of sale for players looking to spend their coin.

	Players are taken to a manor house after choosing their descendant. The house is flat, resembling a game board, and through its interface players buy upgrades—increases to life, mana, attack power, critical strikes, and so on—using gold. The manor starts off simple, offering a few upgrades at the bottom. Purchasing an upgrade opens up new upgrade paths, and adds to the house: raising a turret here, planting a tree there, building a whole new wing—a family home renovated and expanded over generations, each heir becoming stronger and more capable than those who came before.

	Upgrades take many forms. In addition to boosting stats like attack and defense, some upgrades evolve a line of character classes, such as Barbarian to Barbarian King. Each class is more gifted in some areas than others, but each brings at least one unique ability to the table. Still other upgrade paths let players befriend characters who help them in myriad ways. Once unlocked, these characters put down stakes in the woodsy encampment outside the castle and offer their services to players... for a price. 

	An architect standing next to a giant screw can lock the castle floorplan, so players can attempt the same castle. The cost of setting foot in familiar terrain is a sixty-percent depreciation to the value of gold that players find inside. The blacksmith forges better weapons and armor. An enchantress sells runes that grant perks such as dashing along the ground or in midair, or weakening enemies so they pack less of a punch but drop less valuable gold, or wings that let players levitate for a short time, or increase the value of gold, or weapon supplements that leech life and magic from enemies.

	When players are finished perusing the manor house and encampment, they may cross a bridge leading to the castle. Anticipating that some players would elect to horde their gold, Teddy and Kenny invented Charon the Gatekeeper, a hooded figure named after the ferryman in Greek mythology who transports souls over the River Styx. Before players can enter the castle, Charon, like his namesake, demands a toll: every last cent in the player's possession. 

	"Whenever I play games, I don't spend points, and I'm making it a less enjoyable experience for myself," Teddy explained. "I'm not enjoying it, and there's no sense of progression only because I'm not willing to spend my progression points. I wanted to solve that. I said, 'Let's make a game where the player has to spend their progression points.' That, along with permadeath, led to Charon the gatekeeper. The idea was, what if we took away money you didn't spend?"

	Charon's toll solves a common problem in any game with progression. Players often stockpile currencies, believing that a better option is always just around the corner. Giving them no choice but to pay up, Rogue Legacy encourages players to buy and experiment with upgrades, further adding to the sense of progression and permanency.

	 

	Baby Steps

	Given the huge size of every castle Rogue Legacy's algorithms could come up with, few players would be able to collect every gold coin and kill every boss in one go. Fairy chests were especially tricky to nab. Giving off an arcane glow, these special treasures hold invaluable rewards like weapon blueprints for the blacksmith or runes to purchase from the enchantress. The chests are located in rooms specially designed to offer taxing challenges. To open a fairy chest, players must achieve a specific goal within its room: dropping down narrow chutes lined with spikes without taking so much as a scratch, defeating a horde of monsters, reaching the chest within a tight time limit, or approaching it without looking at it or jumping.

	Failing to comply with a fairy room's objective results in immediate disqualification. The chest is locked for that character. However, players can use the architect to lock down the previous castle layout and try a fairy room again. As a matter of fact, Teddy hoped players would take advantage of the architect for that very purpose. 

	"That's probably one of the biggest mistakes we've made," he admitted. "We didn't properly explain to players how long we wanted them to play."

	Death is a tool in Rogue Legacy. Every screen teems with combinations of enemies: starburst-shaped turrets that fire volleys of projectiles; eyeballs that swivel to follow players as they move and shoot projectiles able to pass through walls; knights that charge, or rip players to shreds with their swords, or issue energy blasts from their blades; skeletons that lob bones; cursed paintings that spin and fly through the air; giant bosses that fill nearly a quarter of the screen, often flanked by minions that propagate unless players can kill the boss quickly.

	All those dangers—and dozens more—dramatically lower players' odds of survival. That's by design. The frequency of death in Rogue Legacy is in sharp contrast to that of roguelikes, where players may control a single character for dozens of hours before falling prey to some terror down in the dark. One reason for this is that roguelikes are inherently slower. They unfold over turns, with the player making a move, then monsters, and so on. Rogue Legacy's pacing shares more in common with arcade games—lots of slashing and jumping and sprinting amid the constant threat of death. 

	"We made the game like that because when you play a roguelike, the longer you live, the more you have to lose," Teddy said. "We wanted to keep the sense of loss very low. We also wanted to accommodate short play sessions because that's what we liked. We never had the time to say, 'I'm going to go on a two-hour raid.'"

	Fairy chests matched Teddy's and Kenny's temperaments. If players fall short of meeting a room's challenge, the architect can freeze the castle so they can try again. If they lay claim to a fairy chest's loot only to die in the very next room—no big deal. They already met their primary goal. That approach, choosing one fairy chest challenge or one boss fight or one of countless other objectives to complete, are what Teddy refers to as micro goals. "We definitely wanted players to use each life for a different purpose," he said. "We put fairy chests in specifically to change up the game without making mini-games for every single scenario."

	One tactic common among roleplaying games is grinding, or farming—fighting enemies over and over to stock up on experience or items. When done well, farming is another tool players can use to grow stronger. When implemented lazily, it feels like a chore. "When we implemented the leveling system, it was specifically built to allow players the choice to grind," said Teddy. "A lot of RPGs nowadays have forgotten the purpose of what leveling is. They'll hard-cap you until you beat a certain section. We knew we wanted to have a very high skill requirement for our game, so the leveling system is there to accommodate players."

	Because every region of Rogue Legacy spikes in difficulty—the dungeon is tougher than the tower, which is more challenging than the forest, which is tougher than the castle—Kenny and Teddy ran the entire game through a micro-goal filter. "We don't say this, but the scaling in Rogue Legacy is so small that if you're level 1 and I'm level 7, there's almost no difference," explained Teddy. "If you pumped all your skill points into life, you might survive one more hit in the castle, and that's only the beginning area. By the time you're seven screens into the castle, having a level-7 character will be virtually no different than having a level-1 character."

	Fairy chests, unlocking runes, buying weapons or armor from the blacksmith... On its own, achieving a single micro goal per character might feel inconsequential. Taken together, Rogue Legacy's plethora of upgrades, equipment, character classes, and traits add up to short-term gains that benefit players in the long run. 

	For instance, the Spelunker class earns more gold than other character types, and has the ability to see the location of every fairy and treasure chest in the game, represented as pulsing icons on the player's map. Players can select the Spelunker, stop by the enchantress's tent to equip a rune that further ups their gold intake, and devote that character to scavenging for treasure. Miners and Spelunkers have low pools of health, but that's fine; when they die, their descendant will reap the fruits of their labors and be able to purchase lots of upgrades, runes, weapons, and armor.

	Certain upgrades can be strung together in clever ways that the game leaves players to discover. As an example, every chamber preceding a boss room has two treasure chests side by side. When players feel strong enough to fight a boss, they should select a Spelunker. Their goal is not to kill the boss, only to find it using the Spelunker's talent for spotting treasure chests. Once inside the castle, players should open their map and look for two chests placed closely together. Using those glowing icons as a guide, players can head in that direction and reach the boss. They'll probably die attempting to fight the super-sized foe, but that's fine. For their next character players should select a high-damage or high-health class, such as the Barbarian, Assassin, or Hokage, then have the architect lock down the castle layout. Entering the castle, they'll be able to follow the trail they forged with the Spelunker and challenge the boss with a character better suited for slaying.

	"A lot of it was artificial, in a sense, to keep players progressing, to keep them from giving up," Teddy said of designing micro goals. "If you just kept grinding, the game will eventually balance out to the level of the player's skill. In the original skill tree, there was a lot of unremarkable stuff, which made [leveling up] a lot more boring. It's real, you just have to level up several times or it's meaningless. I do think that's important. We didn't want that situation where you would die in a game like Binding of Isaac or FTL and say, 'I just wasted twenty minutes.'"



	
Chapter 5: Procedural Personality

	 

	Hiring Power

	With most of Teddy's week eaten up by his job at DrinkBox Studios, Kenny wore multiple hats. His chief responsibility was coding the engine for Rogue Legacy. His second and equally pressing job was finding, hiring, and managing contract artists and musicians to round out Teddy's design.

	Teddy was happy to let Kenny make decisions like nailing down an art style. "This is another instance where I have to give a big kudos to my brother: I don't care about art styles," Teddy said. "Well, it's not that I don't care. But when I make games, I don't see art. It's honestly one of my least favorite areas of game development: 'Let's settle on an art style!' It's like, man, I don't know."

	Like most consumers, Kenny could point to character designs and color palettes that he liked, but he could not produce them himself. Fortunately there were countless artists looking for their big break. Glauber Kotaki was one such.

	"They found me because of a knight character I made for a game jam, and they thought that could be the same style for the game," Kotaki remembered. "That single character inspired all other characters you see in the game: unpretentious, subtly funny, vivid, and friendly."9

	Growing up, Kotaki had spent hours planted in front of the TV watching cartoons. He wasn't idly burning brain cells. Characters and animation fascinated him. While watching, he would root around for scrap paper, crayons, colored pencils, anything he could find, and draw what he saw on the screen.

	"My mom, as a hobbyist artist, taught me a lot of tricks, and one of my older cousins, who draws a lot too—and is way better than me—encouraged me to keep practicing, which I do to this day," Kotaki said.

	At age twelve, Kotaki found the magnifying glass icon in Microsoft's Paint program. Experience dabbling in the painting program led him to enroll in a drawing course at Quanta Academia de Artes in tandem with a bachelor's curriculum in digital design at Universidade Anhembi Morumbi in 2006. That same year, Insolita Studios snapped him up as the primary artist for some of their 2D games. They based their hiring decision on Kotaki's proficiency in drawing characters that looked like they could have stepped right out of the Super Nintendo era of 16-bit pixel art.

	"When I started playing around with pixel art, I did it by observing—and copying—a lot of graphics from my favorite game series, Mega Man X and Mega Man Zero, and these are beautiful, so it took me a lot of effort to get to that level of quality," Kotaki explained. "That's what I carried over as my style: lots of depth, bright colors, higher definition, and fluid animations."

	Kotaki continued to hone his craft while at Insolita, adding little touches that made characters more expressive such as faces that conveyed simple yet easily readable emotion. The body proportions he gave characters were exaggerated, like the cartoons he had emulated as a kid. He created a knight for a game called The Other Knights as part of the 2012 Global Game Jam—an open contest where developers have forty-eight hours to come up with a working game—and imbued it with characteristics that had become part of his trademark style: top heavy, wide shoulders and a barrel chest, and a cheery face.10 The knight's walking animation was perfectly absurd; hoisting his sword high in the air and kicking his legs up while walking, he moved like the grand marshal of a parade.

	Kotaki had based the character on the protagonist of The Legend of Princess, a 2D action game made by indie developer Joakim Sandberg as a tribute to Nintendo's Zelda II for the NES. That knight was what had caught Kenny Lee's eye, so Kotaki carried it over and recycled it as the hero character for Rogue Legacy, adding a full suit of armor with the helmet's visor popped up so players could see his face. 

	"There's a big decision you have to make before doing a 2D, pixel-art game: the main character's size," Kotaki explained. "You need to know how it's going to look on the screen, how much of it you'll be able to see, all or at least the most important conditions it will appear and, in some cases, how big it's gonna look next to enemies. It's going to be what players see most and identify with."

	Kotaki doubled the size of his knight and all other characters in Rogue Legacy for technical considerations. "Pixel art is not [easily] resizable, especially if you've done a lot of animations already. That would be pretty expensive to fix," he said.

	Sticking to Cellar Door's shoestring budget, Kotaki made his knight the hero, rather than a hero. Every descendant of the player's initial character inherits the same superficial features: same armor, same face, same enthusiastic strut, same sword and shield. Descendants were made unique by the color of their equipment, rather than the equipment itself or their physical characteristics. 

	"Weapon and armor differentiation is [done by] changing colors," Kotaki explained. "Even armor sets were made only to tell characters apart from each other; it's not related to the gear you're currently equipped."

	Fortunately Kenny had programmed a flexible armor system. Every individual piece could be assigned a different color. Those colors were determined by choices such as the player's class and equipment purchased and equipped at the blacksmith's station. The Lich class, for instance, has pale, waxy skin. Assassins seem to have no face at all; the area inside their visor is midnight black, almost as if their armor is possessed rather than worn.

	Visual flair like spell effects and armor accoutrements appeared on or above the character's head. "Did you notice that most stuff is over their head?" Kotaki pointed out. "Horns, beards, white or black face, miner light... The head doesn't change angles or perspective in any animations, so we could do only one graphic per class."

	In mid-2013, Cellar Door released a free demo of Rogue Legacy to gather feedback from players. Fans picked up on one oversight immediately. "We noticed we didn't have female knights when we got feedback on our Greenlight page, or Reddit. I don't remember exactly, but someone pointed that out," Kotaki said. "I'm glad someone did, though, because 'anyone can be a hero' was eventually turned into one of the game's mottos."

	When randomly assigning traits to characters, Rogue Legacy also cobbles together names. Each name begins with an honorific, either Sir or Lady. Other than a single text descriptor, male and female knights are identical. They are also mechanically equal. Just as the gay character trait has no effect on gameplay, female and male knights are only as strong, as hale, and as magically gifted as the player's manor-house upgrades and combination of runes and equipment allow. 

	Still, Kotaki felt there should be some visual cue separating boys from girls. He was on a tight timeline; Cellar Door planned to ship Rogue Legacy later in 2013, leaving only a few weeks. He got to work, modifying breast plates so their proportions were suitable for women, and adding a pink bow to helmets.

	Kotaki acknowledged that his efforts brought about only nominal differentiation, but they were the best he could do given the tight time frame. 

	"Rogue Legacy was featured in Tropes Vs. Women in Video Games, by Anita Sarkeesian, on the 'Ms. Male Character' episode," he said. "She pointed out—and I think she's right—that even though male and female knights are equal both mechanically, female counterparts still use that bowtie: A poor solution we came up with for an even worse problem, the lack of women in the game at first."

	 

	Monster Mishmash

	Kotaki created the monsters that inhabit the castle, forest, tower, and dungeon according to the same guidelines under which he had created the knight hero. Every enemy sprite was enlarged from the get-go so it could be scaled up or down when needed, and sub-types of enemies were derived from base types, distinguished by the color of their garb and the ferocity of their attacks. Skeletons in the castle environment have white bones they lob one at a time. Mr. Bones is the same skeleton model, only red instead of white, able to inflict greater damage, and found in the forest, tower, and dungeon zones due to his more formidable strength. Three types of fire wizards, consisting of fluttering cloaks and eyes that glow from within the shadows of their hoods, come in different colors and throw more or fewer fireballs depending on the zone in which players encounter them.

	Monsters were a team effort. Kotaki painted base and sub types; Teddy designed their attack patterns and artificial intelligence (AI); and Kenny programmed them according to his brother's specifications. Rooms in Rogue Legacy are either devoid of monsters, or contain some combination of types. Chambers where fairy challenges take place tend to hold more, tacitly announcing the value of the treasure they guard. Whether no monsters or upward of ten, the grouping of creatures in any given space is never arbitrary.

	"Making enemies mesh is more of a feel thing, but the best way to make things mesh is to make sure they each have their own unique identity," Teddy said. "Otherwise you get a mishmash of bland."

	While Teddy is usually the one to draft initial designs for monsters, he and Kenny put their heads together to meet four goals. First, every monster's attack must be unique. Flamelock, the base monster for the fire wizard class, attacks by spraying three fireballs, each flying in a straight line toward the player's last known location. The Blazelock wizard also throws three fireballs, but they're larger than Flamelock's and move at a higher speed. Finally, Sollock casts three larger fireballs that move slowly.

	Second, monsters must interact with the environment in interesting ways. Missile turrets are small, stationary crates armed with nozzles that spit projectiles. Turrets can be placed on any surface, even on steep inclines, and with flooring covered in holes that denote spikes. While their missiles deal heavy damage, the turrets themselves do not. Players can brush up against them or hop atop them as if they were platforms.

	That ties into the brothers' third goal, making sure that players can approach monsters in a variety of ways. Their fourth goal is more subjective: a monster must be fun. "If I make an enemy who appears once every twenty seconds to attack you, sure, it's unique, but that doesn't mean it's good," Teddy said.

	To illustrate enemies that display all four goals, Teddy pointed out the missile turret and the starburst, a star-shaped enemy that fires missiles from its four points at timed intervals. Starbursts come in three flavors—plinky, planky, and plonky, each larger than the last—and, unlike the turret, hang in midair and are deadly to the touch.

	"Touching a turret will not hurt you," Teddy said. "Turrets have infinite range, and can fire from off-screen. Meaning they often change the landscape for the entire room." 

	Turrets always fire straight ahead to the right or left depending on the player's position. Starbursts share a few things in common with turrets, namely that their attacks are timer-based and always travel in the same directions. Otherwise they're more complex.

	"Plinkies fire slower bullets, but more of them, in more complicated patterns," said Teddy. "Because they're floating, the projectiles are often above walking level. Touching a plinky will hurt you. They only begin attacking when the player reaches a certain range."

	Rooms containing turrets and starbursts create interesting scenarios. Players have to jump to clear the projectiles shot by turrets, while at the same time watching out for starbursts and their missiles, as well as enemies like knights and skeletons that could inhabit any surface. Some enemies signal their attacks with animation and sound. Turrets commence firing as soon as players enter the room. Even if they're placed on a higher or lower ledge, the sound of their steady blasts could spook players—creating a distraction as well as an opening for other monsters in the room.

	Learning the patterns and routines of enemies, as well as how to safely approach them, is another of Rogue Legacy's multitude of micro goals. "Plinkies' star pattern makes approaching them difficult," Teddy explained, "because their star pattern means anywhere they spawn, they'll create a zone of defense for themselves which the player must time to bypass. Plinkies require the player to time their pathing. Because they are floating, the actual danger zones are very small, often just a singular angle of attack that repeats every two seconds or so when you see them. Because they float, after arriving, the player must do repeated jump swipes to kill them, timing their jumps to avoid their star attack whose pattern is more dangerous up close."

	Monsters that don't meet all four design goals usually wind up on the cutting-room floor. "Off the top of my head, only one enemy got fully scrapped," Teddy said. "That was the sparker, and it was a mixture of both being very buggy and playing poorly with level construction."

	The sparker crawled up and down walls, like a bug, and harmed players who touched it. Teddy ended up disposing of sparkers because they lacked an interesting attack (goal number one) and were rather bland—accessories to the environment rather than a cohesive and threatening part of it (goal number two).

	"Even if they were bug free, the fact that certain rooms could be 'terrain lite' or be so expansive that [enemies could] be almost an afterthought in the room that was generated, made us scrap them," explained Teddy.

	Enemies, like most areas of Rogue Legacy, were in a constant state of flux as Teddy and Kenny hammered out design and code. "As enemies get added, other enemies will get their logic changed," said Teddy. "Usually many enemies start off a touch generic, then as the bigger picture arrives, I go back to old enemies and tweak them to push them further into their own niche."

	 

	Little Pieces

	Kenny and Teddy initially hired Kotaki to create characters. When Kenny struck out in his search for background artists, he asked Kotaki if he would like more work.

	"Kenny had a hard time finding someone with a style that fit into mine and who was a good professional, which meant no delays and no disappearing, basically," Kotaki said. "We were running out of options, and since most characters were done for the game, I took the job myself."

	"We're big fans of autonomy," Teddy added. "We'd gone through a lot of artists because we were looking for background artists. Glauber took the ball and ran with it. He really made Rogue Legacy what it is."

	Besides an artist they could count on, putting Kotaki in charge of characters and environments came with another perk. Assigning him to both disciplines ensured a higher degree of visual synergy—at least Kotaki hoped so. Creating background artwork for procedurally generated games calls for more skills than drawing scenery. An artist must be able to make dozens or even hundreds of tiles that can fit together in dozens or even hundreds of ways.

	"I'm not too experienced on those and struggle every time I need to do it," Kotaki said. "I'm not really good with perspective or scene composition; I don't even have enough references other than Google Images to get inspiration from. I'm working on that, though."

	After studying up on how procedural content was produced and getting a feel for what the Lees needed, Kotaki divided his environment tasks between tile sets and scenery props. Scenery props were easy. Castle rooms would be furnished with lots of objects—tables, chairs, vases, flora in the forest, statues—both to make the castle feel lived in and to give players lots of things to smash.

	Creating tiles was more complicated. Kotaki divided those elements into foreground, background, and flooring pieces. "Floor was used to do walls and ceilings too," he explained. Kotaki painted stone textures, plain walls, trees, grass, dirt, bricks, spikes, cobwebs, shadowy patches of dungeon cells—every piece of architecture Rogue Legacy might need. One stone tile could be duplicated and woven together to resemble a wall or a floor, and most players would never realize that many surfaces were just one or two pieces copied over and over again.

	"It's not too elaborate because I was not really experienced working on environments, and I think we didn't have the tech to organize complex tile sets into the game," he said.

	As Kotaki cranked out tiles, he sent them over to Kenny. From there, Kenny and Teddy devised a method of stitching them into cohesive environments. Rather than code algorithms that assemble all four zones tile by tile, the brothers assembled tiles into dozens of handcrafted rooms.

	"Our concept was we had a pool of predefined rooms, and we had an algorithm to stitch them together into a coherent map," Kenny said. "I didn't come up with that. My little brother had an idea of how to implement it."

	Teddy wrote out his idea in plain language, a technique known as pseudocode used by programmers to work out algorithms before committing them to code. Once they have an algorithm figured out, they translate pseudocode into the language of their choice, such as C++ or Flash.

	"He wrote it on paper for me," Kenny recalled, "and I tried to match it word for word as closely as possible, and it worked. It worked the first time. We're very fortunate with that."

	"Creating the rooms was easy; our tool was built for that," Teddy added. "It was creating all the background art and making everything beautiful that was difficult. But in a procedurally generated game, people aren't expecting that. They understand it's procedurally generated."

	For Kenny, implementing algorithms ended up being less challenging than convincing himself that he was capable of implementing them. 

	"The biggest hurdle for me was mental," Kenny admitted. "When you start from Flash games that take a month and a half or a few months to make, to making something that takes a year and a half, there's always that massive concern of, do I have the technical prowess to pull this off?"

	 


Chapter 6: The Sound of Roguelite

	 

	Duet

	While Glauber Kotaki juggled art duties, Kenny reached out to Judson Cowan, a mutual friend of his and Teddy's to help compose Rogue Legacy's soundtrack.

	Cowan had an ear for videogame tunes. Raised during the 1980s and '90s before game soundtracks were widely available, he scrounged for ways to enjoy his favorite chiptunes—synthesized music commonly used for 8-bit hardware like the Nintendo Entertainment System—even when separated from his game console. "I have a really embarrassing memory of my babysitter catching me with a tape recorder held up the TV speakers, recording the first level music for ActRaiser," he said. "I made up a really weak lie about trying to hear some secret sound that let you cheat, as though that was somehow less lame."11

	When Cowan began recording his own songs, friends and family commented that each piece sounded like it could have been lifted from the games he had played as a kid. Cowan, then a teenager, balked. Playing games was nerdy enough. If word got around that his music sounded like something out of Super Mario, his fragile teenage ego would be ruined beyond repair.

	Eventually, passion won out over street cred. Cowan spent his free time composing soundtracks for games like Technology Crisis, an action title he designed in which Earth was ruled by a sentient artificial intelligence. Another game, Solace, dealt with alien life forms. 

	Cowan doubled as an artist and painted minimalistic artwork inspired by the tracks he composed. The catch was that neither Technology Crisis nor Solace actually existed as games; only artwork and music. They were thought experiments, lubrication to get his creative gears turning. First he painted concept art, then he wrote music based on the thoughts and emotions his art evoked.12

	Cowan's albums and artwork were enough to get his foot in the door with two brothers in the business of making games. "Kenny and Teddy were fans of my music and emailed asking if they could use existing tracks in My First Quantum Translocator," he remembered. "I always try to help out folks with no budget, so [I said] of course they could."

	Sometime later, the Lees asked for permission to use another of Cowan's tracks for Bullet Audyssey, one of their Flash games. "And then they came to me with a budget to write original songs for a new project, which wound up being Rogue Legacy," Cowan said.

	Planning a wealth of music for Rogue Legacy, Kenny and Teddy hired Cowan as one of two musicians. Gordon McGladdery was the first. "I've been crazy about making music as long as I remember," he said. "I remember sitting on the floor in my footed onesie when I was two, pounding away on my dad's guitar yelling out the coolest songs ever."13

	Whereas Cowan had feigned disinterest in videogame music to protect his rep, McGladdery genuinely had no interest in the medium. That changed when he entered college and discovered Fmod and Wwise, software tailored to creating music for games. Both environments provided dozens of tools for importing tracks, mixing sounds, plugging in sound effects, and simulating aural environments so that musicians could mix up the sound and feel of their music.

	Although sophisticated, both programs simplified the process of getting started. McGladdery played instruments and jumped into the software with both feet. "One of my teachers at Vancouver Film School, Jenn Lewis, was showing us the game she was working on, Shellrazer," he remembered. "I blurted out 'Do you need music?' and they did."

	McGladdery's education at Vancouver Film School paid off again when a friend, Alessio Mellina, got hired by Cellar Door Games to record sound effects for Rogue Legacy, then still known as Rogue Castle. When Kenny and Teddy started looking for musicians to write the soundtrack, Mellina recommended McGladdery. The Lees got in touch and asked McGladdery to write a piece of music as an audition.

	"The first track was The Fish and the Whale, which I auditioned with," McGladdery said. "I wrote it almost entirely influenced by the title screen, which actually was a castle with a pretty calming blue sky unlike the more intimidating image it has now."

	McGladdery studied the title screen and composed a track that was at once cute, a little sad, and uplifting. "It was also the first song I used octave-pitched acoustic guitars in, which is a trick I'm still using," he said. "When you pitch an acoustic instrument that much, it sounds really weird, but it also has a lot of character and makes things interesting."

	Kenny and Teddy hired McGladdery, whose "The Fish and the Whale" audition track was set aside for use as one of two themes that play when players complete Rogue Legacy. As with Glauber Kotaki, Kenny preferred not to micromanage. "They will admit they did not have a super clear view," McGladdery said, "but they provided Castlevania and a few other titles as references for something more old-school, while not looking for something that was entirely chiptune."

	Shortly after McGladdery started, his friend Mellina got a full-time offer from Electronic Arts. McGladdery took on sound effects duty for Rogue Legacy, but began to fret. Time spent recording clashes of steel, grunts, and blasts of magic cut into the time he needed to work on the soundtrack. Fortunately, Kenny and Teddy wanted a multi-musician soundtrack, leading Judson Cowan to join the team.

	 

	Stylings

	McGladdery and Cowan met over Skype and discussed how to proceed with Rogue Legacy's soundtrack. Given their remote locations and musical preferences, both agreed to do their own thing while adhering to a through line for tone and style. "Gordon was already on the project when I joined and had written most of his tracks," Cowan said, "so the overall tone of the soundtrack was already kind of set, and I just aimed to keep things in line with his work while still keeping my unique voice and style."

	"Kenny is very direct with what he wants but also likes things to be stylistically unique," McGladdery explained of the older Lee's decision to feature multiple musicians. "They also just seemed like really nice dudes making a unique game."

	"We did discuss the overall themes to the music at first, doing some tests and eventually agreeing upon a chiptune-and-full-instrumental hybrid," Kenny explained. "After that, pretty much all I gave them was a very vague outline of the general area."

	McGladdery and Cowan were both experienced enough to find their way to the destination Kenny wanted. They simply used different tools to carve their paths. McGladdery had recently relocated to the United States after living in Korea. His apartment in the east had been tiny, and his new place had a six-foot-by-eight-foot studio area where he could record—just enough space to squeeze in a few trusty standbys.

	"The only live instruments I used were acoustic and electric guitar as well as some thrown-together percussion, probably from stuff in the kitchen," McGladdery said. Those he complemented with Ableton Live, software that samples electronic instruments, and LASS to replicate the sounds of various string-based instruments. "I wanted it to have old-school flashes but didn't want to do full-on chip tunes," he said of his contributions to the soundtrack. "There are already piles of artists doing great chiptunes, but I wanted to put my other strengths to use so it would still have a modern edge. There still aren't a lot of folks mixing real instruments with chip stuff, which surprises me. A purist, I am not."

	McGladdery took one look at Rogue Legacy's art direction and knew that players would expect the sounds of the bygone 8- and 16-bit eras to wash over them. He decided to toy with their expectations right out of the gate, starting at the main menu.

	"I wanted it to surprise the listener," he explained. "I wanted it to start out sounding like standard chiptunes-y fare and suddenly explode into something much richer and more intense. I feel like it sets a nice tone for the game: You expect a standard 2D platformer and it explodes into so much more."

	From the main menu, players choose one from a group of heroes to be their descendant. McGladdery's theme drifts through speakers as players deliberate over traits and abilities in each of their heirs; the tune is light, airy, and welcoming, inviting them to take their time. "I wanted it to feel like a place of contemplation and safety," McGladdery said of "SeaSawHorse (Legacy Select)." 

	The sound of "SeaSawHorse" leans more into full instrumentation than chiptunes. It has a medieval quality, the sort of motif vagabonds might hear in a tavern as they sit down to drink and swap stories of grand adventure. McGladdery knew that was the vibe he wanted to hit; he just needed a little help to achieve it. "I called my friend Mitch Vinet, who is more classically trained than me, and said 'How do I make something sound medieval?' and he said 'Dorian, dude. Dorian'. So I wrote something in Dorian mode," he recalled.

	Within the context of music, a mode refers to a scale and its associated melody. There are seven scales, or musical modes. Dorian is the sixth of the bunch, and is commonly applied to tracks a composer wishes to imbue with a medieval sound. It's melodic as well, perfect for a part of Rogue Legacy where players get a break from running and jumping and slashing enemies.

	"My main trick is to start with a reference but don't stay tied to it. Let songs go where they want to go," explained McGladdery. "Sometimes as a contractor this can backfire, but as an artist it's the best thing to do. If a client hates where you took something, keep it for yourself and then go and do the client's bidding. Luckily Rogue Legacy was a project where letting the songs run themselves worked out really well."

	Cowan's approach to composition seems simpler, at least on the surface. "I hate to just say 'by dropping a beat on it,' but... by dropping a beat on it," he said of his style. "I loving pulling influences from the classics and exploring ways to richen those sounds up and bring them into a modern space."

	Where McGladdery was glad to favor instrumentation over chiptunes, Cowan's work speaks to his unabashed reverence for classic games. That passion shows in "Broadside of the Broadsword," the theme that plays when players descend into Rogue Legacy's dungeon. Like McGladdery, Cowan had had to audition for his seat despite the Lee brothers' familiarity with his work. "They had used my pre-existing tracks before but wanted to make sure I was capable of working from a brief," he explained.

	Cowan readied for his audition by setting up his Mac computer and firing up the digital audio workstation he used to mix and arrange music. Unfortunately, the Macintosh version of Rogue Legacy was not yet in a playable state. 

	"With the dungeon I told Judson it was a much darker area and it was very challenging, and that was it," Kenny said. "They couldn't play the stages because they didn't exist at the time. From there they would give it their best shot, and we'd tweak basically by ear."

	Cowan frowned. He needed to see the game in motion for his music to mesh with the environments. Fortunately, he and Kenny found a workaround. "Instead he exported some gameplay videos of the area I would be writing the score for so I could get a feel for the mood. He gave me some top-level direction as to what he was looking for and set me loose."

	True to form, Cowan wrote "Broadside of the Broadsword" by laying a beat on it. Opening with an offbeat arpeggio—chord notes played sequentially in ascending or descending order—the track layers percussion on top, making it suitable for the dungeon's darker color palette and higher level of difficulty.

	"I love when game music has an iconic intro, so I wanted a lead-in that would stand out," he said, explaining that he arranged his opening using composer Philip Glass's "Glassworks" as a base. "Initially it was much longer and sped up and slowed down a lot before it finally got rolling, but death comes so easily in Rogue Legacy that it needed to get moving much faster."

	Players who survive the dungeon's challenges long enough to reach the midpoint of "Broadside" will hear the sound slowing, almost as if Cowan used the track to pass along a warning to proceed with caution. "There's a moment in the middle where it gets really gritty and sludgy and I actually slowed the tempo down for that section considerably," he said. 

	Cowan's primary influence for "Broadside" came from legendary Nintendo composer Koji Kondo's work on The Legend of Zelda: A Link to the Past for Super NES, mixed in with external stimuli. "I draw a lot of influences from outside the game world, too," Cowan said. "I like to try and escalate things beyond your standard chiptunes, so I tried incorporating hip hop and IDM [Intelligent Dance Music, a form of electronic music] elements into the songs. Gordon was working in rock, so I figured I'd work in my electronic roots."

	McGladdery's rock influence were readily apparent in "Narwhal," one of his older tracks that he wrote for a game jam and rejiggered for Rogue Legacy's tower zone. The first sound players hear upon climbing up into the tower is the low echo of a guitar, perfect for the tower's dimly lit and mysterious atmosphere. Roughly half a minute in, McGladdery adds a synthesizer riff and rock drums to kick things up a notch. The tempo and beat continue to escalate until players are gripping their controllers and leaning forward in their chairs.

	"The tower is harder than the castle so I wanted a heavier, more intimidating and driving sound," McGladdery said. While happy with the track, he commented that it went through several iterations that improved under Kenny's guidance. "Most of the songs went over pretty well and quickly, and Kenny's feedback was concise and clear. 'Narwhal,' however, took forever, and I was in agreement with Kenny's critiques on it. I was doing a lot of my things that were still over my head in terms of mixing with that I was having a lot of trouble getting to sound right. The song it started out as and the song it finished as are almost entirely different."

	"I would also be completely wrong at times," Kenny admitted. The music for the tower, which had heavy guitar riffs, I thought didn't quite fit even though it sounded awesome. Gordon and I disagreed pretty heavily about this, and it was only when Teddy gave his input that we settled on keeping it, which was the right choice."

	Kenny was always available to provide feedback when either musician lost their way. Cowan went to him for advice on "The Grim Outdoors," the leitmotif for the forest region. 

	"This is definitely my least favorite song on the soundtrack," Cowan said. "I wanted to capture the eerie harpsichord themes of Castlevania and incorporate more modern elements, but I feel like it lost its way."

	Cowan wrote two themes for the Forest, and let Kenny choose between them. "The Grim Outdoors" was the second one, and not Cowan's first choice. Still, he put the client's needs ahead of his own and was pleased that his first attempt, "Stereo Blindness," would be included on Rogue Legacy's official soundtrack as a bonus. "I let Kenny hear early versions of this and of the one that's in the game, and he preferred the other. I like this song way better, but the other definitely fits in the game better," he said of "Stereo Blindness."

	Another of Cowan's contributions, "Rotten Legacy," worked out much better. The track favored a low and threatening sound rather than emphatic and raucous—perfect for Johannes, the tragic prince who succumbed to the castle's curse, and one of the player's final opponents. A pairing with the game's climax was not originally how Cowan thought the track would be used.

	"This was actually originally written to be the main title theme because they had a much darker intro screen with a red sky and ominous lighting," said Cowan, "but they swapped for the bright blue sky you see now and so the title theme needed to be totally reworked and cheered up to match. I suggested we keep the original version and make it the last boss theme to help reinforce the idea of cycles/generations that are prevalent in the game, and sure enough, there it is."

	(Later on, Teddy and Kenny opted to use the more ominous red-sky backdrop for the main screen. After finishing the game, players unlock the blue-sky image, which takes the stormy backdrop's place.)

	With few exceptions, each of Rogue Legacy's tracks corresponds to the environment in which players find themselves dishing out death to monsters. The same rule applies when players are on the receiving end of punishment. Upon dying, the screen fades to black, the hero collapses, and a brief, mournful tune written by McGladdery plays. 

	"I am not a technical musician and don't consider myself super good at emulating a specific style, but I seem to be decent at hitting pretty specific emotional cues," said McGladdery of writing the death ditty. "To be very simple about it though, negative things descend in minor or discordant keys while positive things ascend in major keys."

	 

	Together, Separately

	First-time players to Rogue Legacy might not be able to pick out which of the two musicians wrote which pieces. There are clues, however. McGladdery had guitars at his disposal. Cowan did not. Despite that, the duo accomplished their goal of drawing from their unique styles and toolsets while at the same time sticking to a common atmosphere, and are satisfied with how the soundtrack shaped up.

	Cowan's only regret is that they did not get the chance to collaborate more closely. "We're good friends now, but at the time we had never met and communication between us was sort of limited, and we definitely just worked in our own bubbles," he said.

	





Chapter 7: Taking Risks

	 

	Disagreements

	Kenny looked up from his computer at the jangle of keys in the door. Teddy stepped in, looking peevish. He was still working full-time at DrinkBox Studios and had been promoted to the role of lead designer on Guacamelee!, an action game rooted in Mexican folklore and displaying a striking art style that rendered characters out of sharp angles and flashy colors.

	From the outside looking in, Guacamelee! looked promising. Within the team, Teddy pushed for a leadership style that clashed with the desires of management. "I was pushing for more independence and for higher standards, so I was more aggressive. They wanted a pure democratic system where everybody got a say, because they didn't want a company where the artists and programmers didn't get to chip in," he said.

	As 2012 wore on, Teddy grew increasingly unhappy at DrinkBox. He had no choice but to soldier on. Rogue Legacy lived or died by his paycheck and Kenny's dwindling savings. He didn't resent Kenny for that; they had agreed that Kenny, as the programmer, should commit all his time and energy to working on the game.

	"He more or less worked solely on creating an engine for three months with barely any design input, which is a massive undertaking," Teddy said. "That's why so many people don't make games: they're not willing to take the time or the risk. This was all on him because I was still working. He knew that if I was working full-time, the actual speed of the game's development would kind of balance out."

	Kenny took little comfort from their arrangement. Although he spent most of his time seated in front of his monitor writing code, that wasn't enough to buffer his ego. "That gave my pride a beating because I'm the big brother and he was taking care of me, and I felt I wasn't being responsible," he said.

	Kenny's discomfort manifested as guilt. When he needed his brother's input, he felt like he was pestering Teddy, who came home drained from long days at work. "It was difficult because I didn't really want to ask him for anything," Kenny said. "Even though I needed, say, 'Oh, Teddy, I need you to spec out this enemy concept for me so I can start programming,' I had a really hard time asking him for that because I'd feel very guilty. It was sort of up to Teddy to take the initiative to do things. I'd say most of his contributions while working full-time happened on the weekends, when he wasn't exhausted from working his job."

	"When I say I worked on [Rogue Legacy], I mean he would ask for my opinion on things," Teddy said. "I was very hands-off."

	When both brothers took interest in an idea—such as character traits—to get hands-on, they often butted heads. Neither wanted to be the first to back down. "The truth is we've had some really, really big arguments," Kenny admitted. "Certainly arguments I would never get into with another employee just because of how close we are."

	The brothers argued frequently, as often over trifling issues as major decisions. Teddy might hand Kenny a monster design, only for Kenny to point out that the value chosen for its attack or movement speed seemed a tad fast or slow. Teddy appreciated his brother's input, even if he rarely felt inclined to say so in the heat of an argument. "We do fight a lot. Like, a whole lot," he said. "But I think that's expected, and I think it makes our products better. He's willing to push me to make a better product."

	Ultimately, they found middle ground. Kenny left the brunt of design decisions to Teddy as a general rule, but was not afraid to speak his mind. 

	"Honestly I feel a little uncomfortable talking about this because there are disagreements between Teddy and me over what I contributed and what I didn't," Kenny said. "My contributions creatively are generally approving something or turning something down. I'm not the creative type that can come up with something out of thin air like Teddy does, but I have generally good taste for what will or won't work in a game."

	 

	Final Stretch

	In February 2013, Teddy suddenly came into a surfeit of spare time. "I was let go from my job at the start of the new year," Teddy said. "That gave us about five months to finish the game."

	DrinkBox ended up doing him a favor. Prior to his dismissal, Rogue Legacy had coalesced at a glacial pace. Teddy did what he could on weekends, but it wasn't enough; key gameplay conceits like the architect had yet to fall into place by the time he left his full-time job. Kenny, having exponentially more time on his hands, programmed most of what his brother came up with in a matter of days or hours. There was little else he could do besides tighten this or that block of code and exchange emails and Skype messages with their contracted musicians and artist.

	With both brothers able to commit their full attention, development ramped up to warp speed. "That's when all the content and stuff came together," Teddy said. "It was kind of serendipitous for us."

	Kenny pounded pavement, hitting up editors from press outlets to help raise awareness. Few displayed any interest. The game wasn't in a playable state; various pieces and parts still had to be coded, while others had yet to even come up in brainstorming sessions. Without going hands-on with Rogue Legacy, the brothers realized, no one would get the roguelike-meets-Demon's-Souls concept they were shooting for. 

	Then the third Lee brother, Benny, offered to put together a pre-release trailer showing the game in action. His timing was fortuitous. Kenny and Teddy thought cutting a trailer was a great idea but had no idea how to do it themselves. Benny spliced together gameplay that highlighted Rogue Legacy's mix of frenetic action, spot-on platforming, variety of monsters, gold bursting from chests, and the descendant system that let players carry on their quest as their children's children's children.

	Benny published the trailer to YouTube in mid-April.14 A few days later Kenny created a page for the game on Greenlight, a service where users get to browse a selection of works in progress and cast votes for games they want to see published on Valve's Steam digital publishing platform for PC.15 Rogue Legacy's Greenlight page contained links to Cellar Door's social media accounts, screenshots, announcements, a forum where users can post feedback and share experiences, and a tongue-in-cheek rundown of Rogue Legacy's salient features—Over 60 different enemies to test your skills against. Hope you like palette-swaps! and Tons of unique traits that makes each playthrough special. Ever wanted to be dyslexic? Now you can! and More than 8 classes to choose from (9)! and Tons of secrets and easter eggs to uncover... or are there? Yes there are.

	Positioned in the center of Rogue Legacy's Greenlight page to draw visitors' collective eye right away, Benny's action-packed trailer ignited widespread interest. YouTube personalities flooded Cellar Door's inbox begging for a press build of the game so they could record videos and share them with their viewers.16 Teddy and Kenny stared at one another, nonplussed. What was a press build?

	The next two weeks became a blur. Every waking moment was spent squashing bugs and sanding rough edges to whip a healthy portion of Rogue Legacy into shape. After crunching, they sent out their finished block to interested parties. "Let's Play" videos made by YouTubers who provided a running commentary of their time playing cropped up everywhere. Those videos translated to ecstatic feedback from fans and a wave of votes that carried it to Greenlit status, earning Teddy and Kenny access to Valve's developer resources.

	Between Valve's robust tools and a swell of positive feedback, the brothers grew overconfident. They promised their fans that Rogue Legacy would be available within a month's time, in mid-May. The game was almost done, but not so close that a few weeks was all the time needed to put a bow on it. "That was a big mistake because we promised a deadline we couldn't meet, but it did sort of force me to speed up production and sacrifice a lot of sleep," Kenny said.

	Teddy and Kenny missed their mark, though only by a little. Determined to give fans and critics something to tide them over, they tidied up the press copy and released it as a free demo on May 24. Excitement reached its zenith. "When we released the demo, we thought it'd make for a fun hour, hour and a half, because it was only the first area of the game. People were putting upwards of thirty hours into it," Kenny remembered.

	The full edition of Rogue Legacy went up for sale on Steam on June 27, 2013. Development had taken eighteen months, well over the twelve Kenny had originally proposed setting aside. They crossed the finish line just in time. "Honestly, we ran out of money right when the game was complete," Kenny said. "It wasn't planned that way; we were just really fortunate in that regard. I didn't have any more money to pay the artist after he gave me the final assets. That worked out well."

	Critics and fans were iffy on Rogue Legacy's difficulty at first. Rather quickly, astute players discerned that the game was encouraging them to play in bursts—sprints measured in minutes instead of roguelike marathons. Fan support blossomed. Within their first week, Teddy and Kenny sold 100,000 copies, taking Cellar Doors' finances from red to black.

	For all the players raving about the game, no one was more pleased than Teddy, Kenny, and their contracted artists. "Involvement in this game accelerated my career like nothing else and showed me that super nice people can be successful," Gordon McGladdery said. "For some reason—maybe it was growing up in a smaller town—I was convinced that all successful people were required to be outright jerks or secretive jerks. Working with Kenny and Teddy and the indie games industry as a whole has taught me that that is utterly false."

	"If I had had any idea how big Rogue Legacy would be, I would've put 100 times more work and effort into every single track," said Judson Cowan. "I guess the lesson learned is: you never know when something's going to blow up, so always do your best."

	For Glauber Kotaki, Rogue Legacy's growing notoriety meant a glut of exciting new opportunities to showcase his artwork. "I was not only able to work with bigger clients and raise my income, but also be sure I can keep this momentum hopefully for quite a long time," he said. "Rogue Legacy achieved a lot of things at once for me. I can't listen to its soundtrack and not get emotional, as I remember the ride it has been. Now I'm really glad I went to that game jam and made that knight character."

	Kenny, who had overcome mental roadblocks to adroitly juggle a litany of programming, felt deeply satisfied by the response to Rogue Legacy. "If you think of what we put into our game, roguelikes are popular, Castlevania is popular, RPG mechanics are popular—it wasn't a risky endeavor, so I wasn't that concerned," he explained. What did leave him floored was the overwhelming response to the game. "We weren't expecting people to take to it in the way they did."

	 

	The Same, But Different

	Over 2014 and 2015, Teddy and Kenny ported Rogue Legacy to a wide swath of platforms—game consoles like Sony's PlayStation 3 and PS4, Microsoft's Xbox One, and PC operating systems such as Linux and Mac OS. Each new version was greeted with fanfare and a boost to Cellar Door's reputation and financial stability.

	Success bred security, and change. Gone are the days when the Lee brothers would push out a Flash game in a few hours or days, and cross their fingers to see how much it would bring in. An increase in day-to-day maintenance filled the void left by jobs outside Cellar Door.

	"Ever since the release of Rogue Legacy, most of my time has been occupied with the business side of things," Kenny said. "I realize now how much I miss going back and being able to code at my own pace: coding what I want, doing what I want, and not having all these other obligations to attend to. Coding, for me, is very relaxing and enjoyable. Just the actual development I do miss, before we got into crunch time."

	Aside from more responsibilities and continuing support for Rogue Legacy, Teddy and Kenny operate as they always have: sometimes agreeing, often arguing, ultimately working together. "We've always been really close," Kenny added. "He's been my best friend since forever; we do everything together. I would actually say this experience has sort of weakened our relationship, only because it's gotten a lot more complicated."

	Those complications rarely cause fractures that reach down to the bedrock of their bond.  "There are more opportunities to disagree," Kenny said. "I would say it's gotten shakier between us, but because the foundation between us was so solid beforehand, working together fortunately hasn't made it any worse than just a few more arguments. We have, I think, a healthy relationship when it comes to the business. When we do argue about business, and sometimes we won't speak to each other for a couple of days, that doesn't affect our personal relationship. We just stop working for a couple of days."

	Teddy's view on the matter is even simpler. No matter how often they fight, no matter how heated their debates, he will never forget that Kenny took a leap of faith for him.

	"One thing that's really great is that my brother trusts me," he said. "I'm a designer, and especially in the indie space, being solely a designer is a very rare thing. You're usually a programmer and a designer, or an artist and a designer, or all three. But my brother trusted me based on the stuff I'd done before; he was willing to program the games I wanted, which is a very special scenario."
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