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This thesis studies the various aspects of tabletop game creation which should 
be taken into consideration when designing for children. It highlights some of 
the phases that occurred during the creation of an early viable product 
prototype, including game and visual design. 
 
The main goal was to create a compelling board game targeted mainly at girls 
aged 8-12. The game, a project referred to as the Magical Kingdoms, became 
an intuitive adventure and role-play-focused CO-OP experience set in a fantasy 
universe.

 
The research used in the thesis was conducted by analysing the current 
tabletop game market, reading published material as well as various online 
studies and articles. The most utilised tools when creating the 2D visuals and 
icons of the product were Adobe Photoshop (2020) and Adobe Illustrator 
(2020). Other meaningful subtasks regarding the project include world-building, 
character and UX design, choosing and iterating on the gameplay mechanics, 
creative writing, and hands-on playtesting.

 
Additionally, the thesis took under examination how the current board game 
scene represents women. These findings affect crucially some of the game’s 
themes shifting towards inclusivity and empowerment. One of the design goals 
became to inspire girls to get more involved in the tabletop game industry by 
creating a title aimed directly at this demographic. 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ABBREVIATIONS AND TERMS


2D	 	 Two dimensional


3D	 	 Three dimensional


BIPOC	 	 Black, indigenous and people of colour


Casual game	 Game that targets a mass audience usually played in 	

	 	 shorter sessions


CO-OP	 	 A co-operative play style


D6	 	 A six-sided die


D20	 	 A twenty-sided die


Game mechanic	 Construct and/or rule of a set game


Gateway game	 A game that can be used to softly introduce a certain 	

	 	 game genre to an inexperienced player


High Fantasy	 Sub-genre of fantasy set in a fictional world with an 	

	 	 epic theme or setting


Lore	 	 History and knowledge of a set fantasy realm


Match 3	 	 A game genre where the player aims to combine 	

	 	 similar elements of 3 or more


One versus many	 A play style in which one player has different goals 	

	 	 from the rest of the players


Playtest	 	 Testing a game before its release


RGP	 	 Role-playing video or tabletop game


Tabletop Game	 Board game involving pieces and a pre-marked board


UX design	 	 User experience design including usability and 	 	

	 	 function
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1. INTRODUCTION


1.1. Background

The history of tabletop games dates back thousands of years. Back then these 

games were not played by, nor made for, children. Adults played early forms of 

board games to gamble, while the elite also used board games to have fun and 

to develop their character. These skills for example included discipline and 

concentration as one of the world’s oldest board games called Go—Weiqi in 

Chinese—suggests. In India as early as 200 BCE games were already used as 

a learning tool for children and adults alike, exemplified by the ancient game 

Snakes and Ladders, designed to teach the people about morals and religion. 

(Mingren 2018; Glimne 2020; Deason 2017.) 

 

Tabletop games became widely accessible for children much later in the 1800s, 

when people in Europe started to slowly move away from using child labour 

making children viable consumers for the first time in history as the concept of 

childhood developed. Some of the most popular commercially available board 

games during that period were classics we know and love today, like chess, 

checkers, and dominoes, which were still largely enjoyed by kids and adults 

alike. (Ortiz-Ospina & Roser 2013; Brown 1996; Lien 2013.) 

 

The modern tale of board games however starts as late as the dawn of the 20th 

century, with the invention of such games as The Landlord’s Game in 1903, an 

early successor to the international success: Monopoly (1935). Steadily as time 

passed, new games of more varied genres and themes would pop on the 

market as the demand for entertainment grew. (Brown 1996.)
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Before the 1980s the games were mainly marketed toward families and only  

little to few games were targeted at just one gender. A change came to be 

however when the massive recession of video game sales hit the US, an event 

commonly referred to as the Video Game Crash of 1983. The cause of the 

sharp recession was largely believed to be poor quality control of games at the 

time, but to maximise uncertain profits the demographic of gamers needed to be 

redefined to ensure maximum future potential. As male gamers were the 

majority video games started to be marketed mainly just toward a male 

audience from this point forward. The games were now being placed in the 

boys’ aisles in local stores, creating a new kind of division and an entry barrier 

for girls. This development eventually also affected the board game market’s 

core demographic as the gaming scene as a whole shifted. (The People History 

2022; Lien 2013.)


This shift is still visible when looking at today’s market where male players 

dominate in numbers in almost all game categories, female gamers being the 

majority only in Match 3 and socially focused simulation games, such as family 

simulators (Picture 1.). This creates a cycle, in which many new games are 

initially designed for a male audience in the hopes of reaching the largest 

possible audience and gaining maximum profit. (Denton 2021; Lien 2013.)
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PICTURE 1. Game genre player statistics (Denton 2021)


 

The mobile game market on the other hand, which is now estimated to bring in 

the most revenue among all other gaming platforms combined, is according to 

some surveys drawing in more female gamers than other platforms. Women are 

more likely to play casual—or hyper-casual—free-to-play titles, but also through 

mobile games venture into more adventurous genres as well, such as puzzle 

RPGs. This indicates that there is underlying interest and could mean the entry 

barrier for other role-playing games could be lowered by this method, as the 
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RPGs can be challenging to access for those not already familiar with the 

genre’s rich vocabulary. (Chiovato 2021; Chen 2021.)


PICTURE 2. Share of All Female and Male Gamers Who Play on Each Platform  

(Brune 2022)





When looking at the top primary motivations of the female audience they too 

seem to point at completion, fantasy, and design. Community, while heavily 

marketed as being the driving motivation to the female audience, is only the 4th 

most important aspect. This data provides some proof that there would be a 

market for a new action-oriented role-play experience targeted toward girls as 

fantasy and story both rank notably high. (Yee 2016.)
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PICTURE 3. Primary motivations of female gamers (Yee 2016)


 

Roleplaying games require and develop creativity significantly more than, for 

example, the casual Match 3 games that focus more on quick thinking and fast 

reflexes. Encouraging women and girls to get into more challenging and 

creatively driven games could eventually help to shift the gender balance of the 

games industry. When looking at statistics from 2018, women have created or 

co-created less than 3% of the top 200 board games rated on the Board Game 

Geek database while white males have designed nearly 93% of these games. 

(Dufva 2022; Majander 2022; Pobuda 2022.) 



11

PICTURE 4. Top 400 BGG  Designers, Breakdown by Gender & Race” (Pobuda 

2021)


1.2. Objectives and structure

 

The goal of this thesis is to produce a visually and conceptually viable CO-OP 

board game prototype for 8–12-year-olds with the core audience targeting 

mainly girls. This project is here referred to as Magical Kingdoms. 

 

The thesis consists of two main parts after the introduction: designing the 

gameplay mechanics and then designing the visuals. These subjects in many 

parts of the design process overlap, and the fact that related concepts 

constantly shape each other means that the thesis is not entirely chronological. 

Chapter four consists of the conclusion and plans for the project.


1.3. Limitations


Due to the COVID-19 pandemic and limited contacts with the chosen target 

demographic, playtesting could not be conducted with the target audience, 

despite its obvious benefits and importance to the project. To accomplish this,  a 

bigger team and more suitable connections would have been necessary. 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Some of the data presented in this thesis are also either limited in scope or 

precision due to a limited pool of well-researched data being available on the 

selected subject. Tabletop games remain a relatively understudied subject 

compared to for example the video game market, for which recent and large-

scale studies are published more widely due to its greater market potential. The 

video games industry commanded an estimation of a humongous US$180.3bn 

in 2021, while the tabletop games industry was only estimated at US$11.7bn.  

(Wijman 2021; Jarvis 2021.)





CHART 1. Comparison of tabletop and video game market shares in 2021


94 %

6 %

Board Game Market Share
Video Game Market Share
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2. GAME DESIGN


2.1. Conceptualising

When designing a new game, it is important to take the target audience, theme, 

setting, accessibility, and accurate representation into consideration. Ideally, all 

of these factors are accounted for at the very start of the design process to 

avoid complications later. (Fullerton, Swain & Hoffman 2004.) 

 

As the initial research suggested, a game targeted mainly at girls including 

elements of role-play and adventure could have an untapped marketing 

potential while also serving as a gateway game for the young audience to later 

move onto more grand titles. Therefore, other starting parameters included a 

classic high fantasy setting for the game, with a lot of the subject matter taken 

from fables, which would softly introduce the players to this popular genre and 

yet be familiar enough to be comfortable around. A common narrative theme 

that matches these parameters would be the classic good vs. evil trope, as it 

can be twisted and turned in many interesting ways while enabling much 

creative freedom around it. This good versus evil trope is well exemplified in the 

Lord of the Rings (1954–1955) trilogy, where Sauron represent pure evil might 

that the main heroes are rising to challenge. (Saari 2018; Glatch 2021; Marshall 

2017) 

 

Game mechanics selected for the core of the gameplay were co-operation and 

character development, as these commonly are at the core of any role-playing 

experience as popularised by the fifth edition of the role-playing game 

Dungeons & Dragons (Wizards of the Coast 2014). Abilities, items, and 

equipment support these goals and were thus included, as well as combat and 

other threats that serve both as a balancing force and as a way to create 

conflict in the game. Conflict is almost always necessary in some form as it 

drives all action forward and as such this benefits both the game’s narrative and 

gameplay. (Saari 2018; Stern 1991.)
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2.1.1. Target audience


As the game attempts to serve as a gateway title, it needs to be rather simple 

by comparison to many other tabletop games on the market. These games can 

take hours to learn and many more to play in one or multiple sessions, and the 

rulebooks can be as lengthy as 20 pages. (Lee 2021.)


 

As the game would be difficult to market and target solely adults looking for 

simpler role-playing adventures, children were selected as the primary 

demographic early on. A simple ruleset would suit this audience well and this 

limitation would keep the game from growing too complex by default. Eight to 

twelve-year-olds were selected as the primary target age group, as they most 

likely have both the linguistic and conceptual understanding to be able to play 

the game independently without any adult supervision.  At this age, the kids can 

also handle possible defeat better and even enjoy the challenge, as long as the 

game steadily rewards the players and offers a sense of accomplishment in the 

end. On this spectrum, there already are kids who might be searching for their 

identity, in which case having multiple different and varied player characters 

would suit the design well. (Lehtinen, Kuusinen & Vauras 2007; Wheeler 2018.) 

 

Girls and women on the other hand were chosen as the primary target audience 

as there is a lack of board games targeted at this group and a need to increase 

female representation in board games in general. Yet ideally the game would be 

enjoyed by all genders, as well as kids and adults alike. The main feature that 

draws in girls should come mainly from the characters and visuals but the 

chosen game mechanics should suit everyone. The system would ideally be 

both easy to pick up yet complex enough to be able to offer a varied experience 

each time that it is played. 

 

Once the main age and gender demographics were settled upon, the theme of 

the game came to form. The game’s fantasy setting was merged with magic 

and princesses—thematically lining with the popular Magical Girl genre—and 

the project was promptly titled ‘Magical Kingdoms’. (Collins 2017.) 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2.2. Benchmarking 

The benchmarking phase of the process was kicked off by researching local 

game shops and online sources to find similar titles to compile an 

understanding of the usual and popular gameplay mechanics. Using various 

references is crucial to avoid falling into common design pitfalls, and also to see 

what the current theme, genre, and visual trends are like.





PICTURE 5. Selection of tabletop games at the local toy shop (Tampereen Pieni 

Lelukauppa 2022)


 

It was early on concluded that there are no identical or nearly identical games to 

what Magical Kingdoms was aiming to be. Many of the games looked into had 

similar elements like incorporating co-operation, adventure, and roleplaying, but 

these games then did not match the selected theme. A game called The Big 

Book of Madness (IELLO 2015) was objectively the closest title, matching the 

general playstyle and setting, but was aimed at +12-year-olds with a gloomier 

visual style than intended at this point. Many of these games had a playtime of 

around 60 to 90 minutes, which became the target for Magical Kingdoms as 

well. 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This meant that both the theme and game genre were popular enough within 

the scene, but never combined in the way intended to be done here. As it 

seemed there was no direct competition it was time to move on to the project’s 

plan and iteration phase.





PICTURE 6. Disney Villainous (Ravensburger & Wonder Forge 2018) and 

Outfoxed! (Gamewright 2014) both present similar qualities to Magical 

Kingdoms, the first one in theme and art and the second in terms of gameplay


2.3. Core loop


One of the first things needed to be able to start the prototyping process is 

figuring out the core loop of the game, which may involve game board 

movement and in-game actions. As players, 8 to 12-year-olds are a demanding 

audience, who still long to be in a group but are currently forming their identity 

and independence as well. A game designed for them needs to take several 

playthroughs to master, as well as allow multiple gameplay styles and creative 

tactics to beat. The game must balance between complexity and simplicity as 

the rules cannot be excessive in length either, and all of this must be taken into 

consideration when moving forward with the prototype. (Wheeler 2018.) 

 

For the narrative and role-playing aspects of the project, while a little unintuitive, 
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the game Betrayal at House on the Hill (Avalon Hill Games, Inc. & Wizards of 

the Coast 2004) was chosen as the main source of inspiration. Even though this 

is an adventure horror title aimed at young adults, which is a very different 

demographic from the target group, its way of telling short stories through 

different encounter cards was something both interesting, intuitive, and a great 

way to include easy world-building into the mix. Some of these cards pose 

challenges, some threats, and others items to strengthen the character and 

increase their chances of survival. A similar mechanic was also used in a game 

called Stuffed Fables (Plaid Hat Games 2018), which is an action-oriented 

tabletop game with role-play elements that coincidentally is also aimed at +8-

year-olds. 

 

In Betrayal at Baldur’s Gate (Avalon Hill Games, Inc. & Wizards of the Coast 

2017), a title strongly based on Betrayal at House on the Hill, more role-play 

elements were included, such as individual character abilities. These help in 

establishing the characters more and add a small new strategy element. These 

two games also have a good combat system already implemented, which 

proved to be a good basis for the project as well. 

 

On the other side of things, a classic childhood Finnish game called Afrikan 

Tähti (Peliko 1951) was used as the starting point for the movement system. 

Although this is not a very popular title among many older players due to its 

very luck-based system, this game's intuitive movement mechanic combined 

with the element of luck and surprise when turning over the game pieces to find 

good, neutral, or bad outcomes is such a memorable concept that it has 

managed to stay as a Finnish family favourite for over 70 years. The system 

also provided a great way to easily vary the playing experience each time that it 

is played, as the game pieces are in different locations each playthrough. On 

top of all this, turning the game pieces over became an easy way to include the 

aforementioned encounters cards into the core loop of the game, making this 

an easy choice.


These choices meant that the general gameplay loop goes as follows: A player 

first moves to figure out whether or not they can pick an encounter or threat 

card. The card is then resolved by one or multiple players, after which the 
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player can still use their possible items or abilities. Once all the player has done 

all that they want or can, the turn passes on to the next player. One turn should 

therefore be anywhere from 10 seconds to a few minutes.


CHART 1. The general gameplay loop of the game


2.4. Game mechanics


Although Magical Kingdoms is a game that emphasises various aspects of role-

play, it is fundamentally an action-oriented game where all the players are equal 

with no game-master affecting or regulating the gameplay. This decision was 

made to keep the game rules simple and the concept easy enough to grasp for 

everyone without the need for one person to invest more time and effort into 

learning the rules and concepts of this game.


The goal of the game is for the players to protect the kingdom, which is 

represented by the game board, by defeating four great monsters before they 

reach the main castle. Narratively this would be presented to the players as a 

call to: “Adventure through the magical kingdoms with your allies, encounter 

4. End of Turn

3. Special Acti

2.3. Resolving Encounter

2.2. Encounter Roll 2.1. Help from Party

2. Encounter

1. Movement
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new people, avoid traps and fend off evil forces trying to take over the land.” 

How to implement this idea into concrete mechanics was in the end tricky 

despite the relatively simple concept.  

In this document, each separate mechanic’s development has been divided into 

its own section. The full rules of the game can be found at the end of this 

document. For reference, a general flowchart of all the selected gameplay 

elements can be seen below.


IMAGE 7: General flowchart of the game


2.4.1. The goal of the game

Deciding upon the goal of the game was not an easy task and was altered a 

few times during the design process. In the early stages, the goal was to find up 

to 5 specific legendary item cards from the deck by exploring the map, which 
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then prompted the players to return to the starting point to fight one last enemy. 

This did not pan out, however, as the chances of pulling these 3 cards were too 

random as proven by some early playtesting sessions. 

PICTURE 8. Playtesting session in progress


 

The design was then changed to searching for these legendary items as tokens 

on the board instead. These item tokens were shaped distinguishably to both 

give the player an idea of where to go, and also make these legendary items 

always available for the players to collect without having to go through possibly 

over 70 cards. 

 

However, this was not the solution either as it introduced a whole new set of 

issues. If the players knew exactly where to proceed, they would not ever stop 

for other encounters and all the other game elements became essentially 

pointless. Even regardless of this fundamental flaw, the game pace was still too 

random and was subjectively quite uninteresting to play with little investment 

happening. There still was no pressure for the players to complete the game 

because there was no sense of urgency, as the end of the game was also up to 

the random card encounters which could tick down too slowly.
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A key part of game design is conducting frequent playtesting sessions to find 

out flaws and iterate early on to find possible game-breakers and also to see if 

the players can have fun with the product in the intended or unintended ways. 

These sessions helped in forming a sensible game goal, which removed the 

focus from the legendary items and put it back where it should have been from 

the start, conflict and therefore combat. (Gerad 2021; Fullerton, Swain & 

Hoffman 2004.)


A few roaming monsters were added, their maximum number varying based on 

the player amount, which would march towards the castle in the centre of the 

board as the game proceeds. If the players manage to defeat all these enemies 

before any of them reach the castle, they win. If not, all the players lose and 

need to start again. Forcing combat and bringing the focus to it also 

strengthened the CO-OP element of the game, as to defeat strong monsters on 

the board the players would greatly benefit from moving together, as opposed to 

each player going on their separate ways. 

2.4.2. Randomness

 

Rather than using static values to resolve encounters and movement, throwing 

dice gives the player an action to do each turn, while introducing an element of 

luck and excitement to the gameplay loop. Additionally, altering the probabilities 

with other game mechanics is a key feature of the experience. 

 

For the dice, standard D6 were selected for their low manufacturing cost and 

their familiarity with most players. The dice in specific terms are 16mm in 

dimension with rounded corners and bright colours matching the chosen palette 

as close as possible. To make the gameplay move along smoothly, each player 

should have their own dice sets, which meant 3 dice per player and 15 dice in 

total to accustom all maximum of 5 players.


Further customising was done to the dice however to work with a lower set of 

numbers to keep the calculations as accessible as possible for the youngest of 

players. The numbers chosen were: 0, 1, 1, 2, 2, and 3. These were selected 
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especially to make mediocre scores more probable, with highs and lows 

occurring less frequently. Failing or succeeding massively is a great chance to 

allow the players to make up their narrative and make lasting memories, as well 

as being more manageable than the standard dice while the heroes power up.


PICTURE 9. Altering standard D6s’ with soluble paint to match the wanted 

design


 

Including a 0 in the dice caused some backlash in the first player testing 

session, as throwing nothing can feel extremely punishing. However, to drive 

players to move together as a team when they have a much higher chance of 

succeeding in their throws, which requires a chance to fail critically to work. All 

players might not understand this message at first, which can indeed be a 

cause of anger and frustration and can take a few rounds to comprehend.
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PICTURE 10. Dice concepts for the final product


As this particular dice design is my own, I had to make a custom chart to track 

down the score probabilities. The basic calculations with one die are easy to 

conceptualise, 0 and a 3 both have a chance of 1/6 at landing, while 1 and 2 

both have a chance of 1/3. When throwing multiple dice, however, the extremes 

become increasingly harder to hit. Moreover, these numbers are not readily 

available in common databases as the dice are so unique, which makes 

calculating the score chances hard even for the experienced tabletop player.
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TABLE 1. Probabilities of different dice throw


To trifle with the odds even more the players can also spend the in-game 

currency, gems, to throw some additional dice. Gems are given to each player 

from the start of the game according to their character card. They can also be 

collected by defeating enemies and completing quests. These dice can be 

bought and used at any point, including encounters, help, and movement, which 

adds a new layer of strategy into the game, while still being an entirely optional 

feature.


Total Score 
Probability

1 die 2 dice 3 dice Numbers 
Thrown

0 (MIN) 1/6 

16,67% 

1/36 

2,78%
1/216 

0,4%
0+0+0

1 1/3


33,33%
1/9 

11,11%
1/36 

2,78%
0+0+1

2 1/3


33,33%
2/9 

22,22%
1/9 

11,11%
1+1+0 / 2+0+0

3 1/6 

16,67% 
5/18


27,77%
35/216


16,20%
3+0+0 / 2+1+0 / 

1+1+1

4 - 2/9 

22,22%
7/36


19,44%
2+2+0 / 3+1+0 / 

2+1+1

5 - 1/9 

11,11%
7/36


19,44%
3+2+0 / 3+1+1 / 

2+2+1

6 - 1/36 

2,78%
35/216


16,20%
3+3+0 / 3+2+1 / 

2+2+2

7 - - 1/9 

11,11%
3+2+2 / 3+3+1

8 - - 1/36 

2,78%
3+3+2

9 (MAX) - - 1/216 

0,4%
3+3+3
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2.4.3. Movement

To do a basic move on the board, the players need to throw as many dice as 

their speed skill—stated on their selected character card—allows them to. The 

players will advance each turn, moving their character figures to reach 

encounter spaces, enemies, or other players. The players travel along twisting 

and turning paths that often intersect, allowing for variety and strategic options.


As stated earlier, the movement in Magical Kingdoms is based on the game 

African Tähti, but it took some iterating to come to this conclusion. First, a tile-

based system was explored like in The Settlers of Catan (Teuber 1995) or 

Carcassonne (Hans im Glück 2000), where the map itself would provide some 

replay value as it would be crafted and shaped differently each playthrough. In 

the end, this solution did not work well together with the other game elements 

and was thus scrapped to find a more eloquently simple solution.


PICTURE 11. Early stages of planning to test the players’ movement 

 

A twist in this rather basic movement system however comes from the ability to 

move together as a party with other players. The players can interlock their 

characters from the start, or when moving past or landing in the same space 

with another player. When moving together, all players continue to take their 

turns individually as normal but they can receive help from the other party 

members to move which can take place in various encounters.
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PICTURE 12. From the early player figure stacking concept (upper left) to a 

playable prototype (below) 

2.4.4. Encounters, items & portals


Encounters in this context mean both quests and threat cards. Encounter 

spaces are special spaces on the board that the players try to move toward in 

the course of the game to gain items and abilities. Both of these revolve around 

giving the player a challenge, in which the outcome depends on if they succeed 

or fail a dice roll. This then prompts a reward or penalty of some sort which can 

be anything from losing a turn to receiving a free item, spell, or equipment card.
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PICTURE 13. Example of an item card


Item cards can only be used once, equipment cards are permanent unless 

damaged and spell cards can be used only a certain amount of times before 

being discarded. All specialities and descriptions are always written directly on 

the card, so the players would have to refer to the manual as little as possible. 

These cards’ effects can include advantages to a certain challenge, 

teleportation, extra movement or damage, and faster trading with other players.


Some cards can grant an extra boost to only a specific character card or must 

be combined with other pieces to unlock their full potential. This is to encourage 

players to work together, trade these cards with each other and try to maximise 

their chances to win the game. To avoid the number of cards players have to 

manage at once from getting too large, the default player hand size has been 

limited to 7.


Portal tokens on the other hand are a rare thing to discover in an encounter 

space. Once discovered, the portals allow the players to move rapidly between 

other opened portal spaces on the map. By uncovering as many spaces as 

possible, the players can create a network to allow themselves to move swiftly 

through the board when nearing the endgame.
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PICTURE 14. Encounter pieces' front and back designs intended for the 

different areas of the map


For the regular decks’ card size I chose 70 x 120mm as it is large enough for 

the text and illustration to fit while still being common enough that the project 

would not later run into production issues. The size is commonly used for tarot 

cards which means it is widely available. The player character cards use the 

large size instead, as they have even more data that needs to fit comfortably


PICTURE 15. Standard playing card sizes




29

2.4.5. Combat

Players can encounter combat by coming across combat cards in the encounter 

spaces, or by directly moving toward the prepositioned monster figures which 

are required to be beaten to win the game. These enemies move towards the 

castle each time the turn order passes by the player who started the game and 

holds the first player token. Some abilities and spells can stop the enemies from 

moving, as well as being in active combat. 

 

Narratively, the beings attacking the heroines are not evil by nature but twisted 

to do nasty things by the antagonist turning these beings against the kingdom. 

By knocking some sense into them, the curse can be lifted and the beings 

return to their peaceful activities. This is something that is commonly done in 

children’s TV series to justify the violence and send an appropriate message, as 

seen in the adventure title Digimon Adventure (Toei Animation 1999).


PICTURE 16. Combat card design process, new design with more appropriate 

texts and intimidating colours on the right


To win the players need to reduce the enemy’s hearts within combat. The 

player(s) need to throw a dice score that is at least one higher than the enemy’s 

score to do damage. Both the player and the enemy throw dice the amount that 

equals their might skill, which is written on their corresponding card, and each 
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party member can help in the combat by throwing one additional die. During 

one turn, the dice are rerolled only in the case if both parties throw an equal 

dice score.


Combat’s length took a lot of testing back and forth as well, meaning whether 

the combat should always be resolved in one turn, or possibly take multiple to 

complete. The latter was in the end chosen to strengthen the CO-OP mechanic, 

as this way other players would have the chance to move and join and help 

other players in trouble between the turns.


What happens to the player once their hearts have been depleted was a difficult 

question to solve that took multiple iterations to find a satisfying answer to. The 

player could be made to lose their gems, items, or turns, but none of these 

options ultimately made the game any more fun, rather seemed to make the 

pace drag and frustrate the players. In the world of video games, the concept of 

lives and having the player restart and lose progress has been deemed old-

fashioned for some time now, as it serves no purpose and can be seen as a 

modern relic of the arcades monetisation tactic to maximise playtime with as 

little content as possible. (Mullins 2019.) 

 

Yet the players should somehow be discouraged from taking on the bigger 

enemies before gathering some necessary items and equipment. If the game 

was not designed this way, the winning tactic could simply be to ram into these 

main enemies and throw dice until the players win by pure luck. This was solved 

by giving the players an option to refill their hearts by spending 1 gem or be 

transported back to the closest starting area, where they would need to spend 

their next turn to return to full health. This also adds strategy, as players need to 

balance between spending the gems and keeping some in an emergency stack.


2.5. World-building

To create a world that is easy for the players to be immersed in, the first bit of 

context needs to be introduced as early as possible at the beginning of the 

game. Contextualising what has happened before helps the players to 

understand the setting and therefore be more involved in the action that follows. 

(Stenros & Montola 2008.) 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In many games, this is done through a short extract in the manual that 

describes the setting and goal in a narrative sense. In the tabletop game 

Legacy of Dragonholt (2017), this was done with a letter that directly inspired 

the letter included in Magical Kingdoms as well. The letter included with  

Magical Kingdoms is from the in-game king, explaining to the young heroines 

that the realm is in danger and only they can save it by defeating the enemies 

that threaten it. The letter also gives guidance on the first actions the players 

need to do and prompts a short role-playing section where the player 

characters first introduce themselves to each other. This is a step that can be 

skipped if the players are not into it, and it has no consequence on the rest of 

the gameplay. 

 

Another early piece of world-building comes from the character cards that the 

players receive at the start of the game, each containing some facts about the 

character and their circumstances. The names of the characters can be chosen 

by the players themselves and ideally the material of the cards would be such 

that the names could be rewritten each playthrough with a non-waterproof 

marker. Giving the player the ability to write their own backstories for the 

characters was as well contemplated, but in the end, decided against. Instead, 

in the box, there are a few empty cards included for players to fill out to let their 

imagination loose based on the example cards once they are more familiar with 

the game and its concepts. 

 

Yet the greatest and most important part of world-building comes from the 

various encounter, combat, and item cards, which all include at least a bit of 

creative writing. These cards highlight the small and large issues of the 

kingdoms, ranging from helping a giant find its magical bean, to dealing with evil 

beings terrorising a neighbourhood. Most of these cards are lighthearted in 

nature, drawing inspiration from multiple sources of fiction. 

To collect ideas for the various side characters, monsters, and villagers,  a large 

number of sources were used to design over 70 different cards, each with its 

own story. These sources included the Dungeons & Dragons Monster Manual 

(Wizards of the Coast 2018), Breverton’s Phantasmagoria a Compendium of 
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Monsters, Myths and Legends (Breverton 2011), Fantastic Beasts and Where to 

Find Them (Rowling 2017), Monsterbestiarium (Eriksson, Blixt 2018) and the 二

ノ国。マギっクマスター (Ni No Kuni. The Wizards’ Companion). While some 

common beings not protected by copyright laws in Magical Kingdoms were 

straight from the sources, some were created and only inspired by these 

references, as some of the monsters presented had different copyright laws 

associated with them than others. Some of the many mythical beings that 

ended up being collaborated into the design include pixies, elf cats, serpentine, 

trash dragon, jackalope, axolotls, a chamrosh, faerie dragons, and fish folk.


2.6. Accessibility


Accessibility in gaming means taking people with various disabilities, both 

cognitive and physical, into consideration. When designing mainly for children, it 

is especially important to keep the used vocabulary and the number of rules 

limited to ensure the ease of understanding the flow of the game. Yet 

oversimplification should also be avoided in order not to underestimate the 

players’ capabilities. (Edwards 2018.)


The colour palette used in Magical Kingdoms was tested in a free online tool 

called Coblis — Color Blindness Simulator, a test that can visualise an image 

for several types of colour blindnesses, before being settled upon. This was to 

pick colours that would be the easiest to differentiate even with compromised 

vision. The chosen palette for example uses both red and green,  and as colour 

blindnesses’ associated with red and green are the most common, the pink 

(FF7B9C) and light green (59C9A5) shades become very difficult to differentiate 

as seen in the following image. 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PICTURE 17. The regular colour palette of the game (left) and how it could be 

seen by someone with colour blindness (right)


Characters, items, and their types must also be distinguished by the text and/or 

icons so that the colour is never the only differentiating factor. Icons are present 

in many cases to visualise and allow the players to quickly process the meaning 

behind certain sections, which gives context and can also be especially helpful 

to dyslexic people. (British Dyslexia Association 2022.)


PICTURE 18. Icons and colours can be used to identify cards from both the 

back and front sides of a card
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The text itself is designed to be simple, short and the cards are rather large to 

allow for greater font size to ensure they can be read by most players. All the 

fonts have also been chosen to keep legibility in mind and are not overly 

decorative but rather standard. They are widely spaced and include only 

necessary bolding, underlining, or cursive. Writing in all capital letters has also 

been used as little as possible, although one of the chosen fonts has a very 

similar look to both the upper and lower case letters. (Edwards 2018.)


PICTURE 19. Character card’s evolution to a more accessible style (newer on 

the right)


While the game is unfortunately not designed to accommodate blind people, the 

character cards have been designed so that in their final cardboard versions 

there would be holes in the places where ability tokens, gems, and hearts are 

placed, making handling them easier kinetically. This also makes the game 

easier to be handled by anyone, as the tokens are less likely to spread 

everywhere if someone bumps the table for example. In future iterations, braille 

could also be implemented to the cards, board and rulebook.
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2.7. Rulebook


Conveying the game rules to the players as efficiently as possible is of 

paramount importance to ensure the players understand the game and its 

goals. Writing the rules down frequently is also a good design practice as it 

keeps everyone working on the project up to date with the most recent changes 

and can help to highlight problematic sections in one or multiple features of the 

design. The full rulebook can be found at the end of the document.


 

The rulebook features a breakthrough of all the game elements included in the 

box to allow the player to check they are not missing any pieces, normal and 

advanced game setups, rule and turn breakdowns, and step-by-step 

introductions on how to get the game started. An easy-to-use handbook 

describing the legendary items can be found at the back of the booklet to be as 

easy to find and keep visible during the game as possible. Visually rulebook 

uses the same language as the rest of the game from the fonts to the colour 

scheme to keep the player engaged and to avoid any distractions from the main 

action.


Something to note is that as a European game everything included in Magical 

Kingdoms is written solely in British English. This means that were the game to 

be imported to other regions like the USA or Canada, a reprint with new 

localisations might be necessary. 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3. VISUALS


3.1. Target look

The visual language used in products for children should generally be clean, 

bright, and round rather than sharp to convey a friendly message. However, it is 

advised to steer away from the overly quote-on-quote childish look, as this may 

repel some children aged 8-12, who often at this point start to distance 

themselves from that sort of content to fit in with their social group. (Naranjo-

Bock 2012.) 

PICTURE 20. Sources of inspiration (Hilda 2018 (upper left), Ralph Breaks the 

Internet 2019, Little Witch Academia 2017 (right))


 

To create a pretty yet simple look by using only flat colours and textures meant 

some references were necessary to continue. Little Witch Academia (Trigger 

2017) was a source of inspiration for the characters and encounter illustrations 

because of their expressivity, Disney Princesses as seen in the film Ralph 

Breaks the Internet (Walt Disney Animation Studios 2019) offered a lot in terms 

of inspiring the costume designs and Hilda’s (Netflix 2018–2019) art style was a 

source for the board design as its colour and mood match the target. All of 
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these references’ source material also correspond to the target audience in 

gender, age, and even theme in broad terms. This means that they share some 

thematic elements but range from straight-up fairytales to magical realism. 

(Glatch 2021.)


3.1.1. Colour scheme

To figure out which colours children prefer some recent studies were first 

observed, rather than automatically succumbing to the old stereotype of blue 

being for boys and pink for girls. As most data shows, blue is the most popular 

colour among genders and age groups, however, it was excruciatingly difficult to 

gather any data regarding pink.


PICTURE 21. Colour preferences by gender (Scott 2017)


For example, the wide study published by Scott Design Inc. while otherwise 

being a reliable source has the issue that is that there is no pink that was 

provided as an option for the participants. This forces the people whose 

favourite colour is pink to choose either red or purple instead or go straight for 

their secondary favourite, whatever that might be. (Scott 2017.) 

Even though there are studies that show genders view colours differently, for 

example, men have much higher rates of colour blindness than women, many 

preferences also come from the cultural norms and what is viewed as 

acceptable. When creating a product that might have the potential of being sold 
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commercially, something to take into consideration is the social aspect of pink. 

In our culture pink toys and games have been heavily targeted toward girls, 

even so much so that this guides both kids’ and adults’ purchasing habits. Pink 

permits girls to indulge in a toy, but it also heavily drives away boys. Although 

this has been changing recently, some of its effects may remain. (Weisgram, 

Fulcher & Dinella 2014.)


PICTURE 22: How colour in toys affects children’s personal interest (Weisgram, 

Fulcher & Dinella 2014)


Colour also carries meaning, and the meaning can widely differentiate between 

different regions and cultures. In the game, each corner of the map is 

represented with its colour which meant a difficult palette consisting of at least 5 

colours was needed. All of the picks need to carry an appropriate message 

based on their themes while being different enough from each other. (London 

Image Institute 2020.) 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PICTURE 23: Some positive meanings commonly associated with colours in 

the western market (London Image Institute 2020)


Taking all this data into consideration, blue, red, pink, green, and yellow were 
chosen to represent the game board’s areas and the characters accordingly. 
Despite its popularity purple was left out entirely, as the colour is reserved for 

the future additional content part of the game. As the chosen colours create a 
rather difficult tetradic colour scheme, to decide upon the specifics a free web 
tool Coolors had to be used for accuracy. With the help of this tool, it was 
easier to avoid accidentally creating a visually straining mess combining tones 
and hues incompatible with each other. The final colours chosen became 
59C9A5 for green, F5B700 for yellow, 20A4F3 for blue, EF2D56 for red, and 
FF7B9C for pink.


PICTURE 24: The colour palette chosen for Magical Kingdoms (Coolors)




40

3.2. Character design

 

In Magical Kingdoms, the player characters are the gateway into the world and 

possibly the most important factor in whether or not the player will innately be 

interested in exploring the world and playing the game or not. Electing the 

player characters to be royalty came from the idea that they would all feel 

powerful and equal, and princesses have been popular through the ages 

among the target audience in films while being comparatively underused in 

tabletop games. (Johnson 2020.)


 

To match the picked colour palette and the areas of the game board five 

different characters needed to be created, each with their specialities, 

personalities, and sources of power. This choice also defined the number of 

playable characters to 2–5, a rare occasion where visuals directly affected the 

gameplay.


These characters needed to especially speak to the target demographic so that 

the players could on some level identify with them. In terms of age, most of the 

characters could range from 10–15 as children often project themselves onto 

characters that are 2 to 5 years older than themselves. A cute animal mascot 

character would most likely also do well as many sorts of baby characters often 

are popular in similarly-themed titles, plus it can be a great player option for 

those who might not want to play as a princess or a humanoid.


3.2.1. Fantasy races


Rather than solely focusing on the most common fantasy tropes, it was decided 

to rather create a magical world combining modern and classic elements for the 

magical young girls whose characters were inspired by Frozen’s (Disney 2013) 

enormously popular character Elsa, and the classic magical girl groups, such as 

in the Sailor Moon TV-series (Toei Animation 1992) or Winx Club (Rainbow 

2004) whose likes are rarely seen in tabletop games. The playable characters 

needed to be distinguished from each other by nature, as well as colour 

scheme, size, and abilities.
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IMAGE 25: Most played races in Dungeons & Dragons (Soderlund 2018)


The first thing to consider was figuring out which kinds of fantasy races would fit 

into this world. A study with analysed player character choices in the 5th edition 

of Dungeons & Dragons (Wizards of the Coast 2014) gave some insight into 

what kind of tropes were currently popular among role-players. Even though the 

choices presented here are limited, they gave some insight into the minds of the 

players. (Soderlund 2018.)


As elves appeared undeniably popular they were selected at first. This however 

was later altered to make way for fairies to make all the player characters more 

distinctive in size and abilities. In a narrative sense, this first character became 

the classic kind-hearted princess, visually drawing inspiration from sources such 

as Disney’s Tinker Bell (Walt Disney Pictures 2008) and the elven princess 

Zelda from the game series of the same name: Legend of the Zelda (1986 – 

present). 

 

The resulting design however seemed a bit basic, but by twisting the narrative 
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so that these would be fairies living in a colder area having to fend for 

themselves, and not only with magic but also with steel weapons, created a 

typing which immediately made the character much more interesting and fresh. 

The character from the earliest design combined pink and blue, a sweet 

combination that fits the stereotype while not still not feeling too stale.


PICTURE 26. From the first sketch to using references to create the final design 

of the pink princess (right) (Tinker Bell 2008 (top left); The Legend of Zelda: A 

Link Between Worlds 2013 (top right))


The following design was also inspired by the earlier data, as classic human 

characters appeared rather popular. Humans are the easiest to identify with and 

the easiest to understand as there are no secret skills and know-how involved 

with them, as there might be with other fantastical races. This is why this 

princess was also made to be the easiest to play among all the player 

characters, with high general skills at the cost of other more advanced options. 

 

The first sketch of the character came to be a wild ranger woman of the forest, 

but this idea almost immediately felt overused lacking in both creativity and 

excitement. The lack of direct sources prompted then the character to draw 
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inspiration directly from myself, the creator when I momentarily found myself 

amongst an unruly apartment, with pieces of tin cans and plastic trash 

nonchalantly piling up. Thus the idea for the happy-go-lucky trash princess was 

born. 


The princesses’ design implies in every aspect that she is resourceful, fast, and 

powerful from all that scavenging she does daily. In her design, it was decided 

to make her hair and clothes a bit unruly, as in her world there would be no time 

to sit in front of a mirror. As white and grey alone made the character a bit pale, 

adding the bright and energising yellow made the character feel more alive. The 

trash princess is also designed for the youngest of the princesses, at only 10 

years of age.


PICTURE 27. The yellow princess (right) was inspired by the need to bring an 

environmentalist message into the game (Oda 1997 (top left); Ttakhwiri 2020 

(top right))


A beautiful kingdom with one sector being a wide landfill also hints at an 

environmentalist subtext. Rather than hoping to prompt anxiety in the young 

players, the idea is to show the state of our current world as mundanely as 
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possible. Here, the humans continue living in the trash land now quite happily 

even recycling and reusing what they can in the world they have created for 

themselves.


The third princess was in turn inspired by the game board, not the other way 

around. As a large portion of the map would consist of a watery area, it needed 

its own princess inhabitant. After considering a few options the choice came 

down to mermaids and merfolk. As these mythical creatures are already quite 

similar, combining elements from both of them into something new was not a 

difficult task. Regardless, the name merfolk was more gender-neutral and it is 

used in other encounter cards to speak about the race as a whole, it was 

picked.





PICTURE 28. The blue princess (right) draws inspiration both from modern 

mermaids to the more nefarious merfolk (Little Mermaid 1989 (top left); 

Dungeons & Dragons Monster Manual 2014 (top right))


As for their personality,  a sort of sassy counterpart was needed for the previous 

princesses. Drawing from the lore of vast riches that lay below the waves—such 

as seen in Disney’s adaptation of Little Mermaid (1989)—she became 



45

somewhat of a spoiled brat from what can be seen from the outside. As this 

character needs to go about their business in other areas as well during the 

game, a bubble engulfing their head was later added into the design. Also as 

she is equipped with fins instead of legs, she is one of the slowest characters in 

the game that does best when moving with a party.


The princess of the mountain regions was the hardest to design, as there were 

fewer sources to draw direct inspiration from. A cool, calm, and collected 

princess was a necessary addition to the group and one that would have 

proficiency in using magic items. As such, this character would probably 

become the oldest and tallest character.


 

PICTURE 29. The red princess’ (right) strong magical powers can be observed 

just by looking at the design (Dungeons & Dragons Monster Manual 2014 (top 

left); Dungeons & Dragons Player’s Handbook 2014 (top right))
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I ended up using the popular Thieflings and Dragonborn people from the D&D 

universe as a basis for her, with both horns and a tail to complete the design. 

Being a powerful sorceress from the fiery region, a little fireball sprouts from her 

hands to emphasise her magical prowess. She dresses in pants rather than a 

dress to be more adapt to the difficult terrain which also explains the few 

scratches and bandages seen on the design. Being a little more mature and 

prepared she also carries a backpack implicitly filled with the necessary 

equipment to survive in the wilderness. (Dungeons & Dragons Player’s 

Handbook 2014.)


As all players however might not opt to play as a princess, one neutral 

character was opted for. This could for example be because someone is at the 

time of the play struggling with their gender identity, or simply does not prefer to 

play as female or humanoid characters. Whatever the reasoning might be, the 

cute mascot character became a princen, narratively a still a humanoid at heart 

but cursed to inhabit the body of a fluffy magical creature.


The design process started by going through some popular trends going on in 

the world in the past few years. Alpacas—or llamas—and unicorns were all 

trending on social media at some point, prompting them to appear in various 

characters, merchandise as well as plushies. These animals were picked as the 

basis for the royal steed and by combining them with the remaining green 

colour, the leafy royal unipaca was created. Their main character traits include 

being rather small, shy and withdrawn, easy to shock but always diligent and 

hard at work. (Fisher 2017; Gonzales 2019.)
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PICTURE 30. The green princen (left) was born by combining some popular 

trends of the past (Animal Crossing: New Horizons 2020 (top left); My Little 

Pony: Friendship is Magic 2010–2015 (top right))


3.2.2. Character costumes


Designing the dresses for each of the characters was of great importance, as 

they would tell a lot about each character wearing them without the need to 

spell everything out literally and unnecessarily. The goal was to have each 

dress and costume be believable for their circumstances and the materials had 

to be available in their habitat.


 

The fairy princess received the warmest most luxurious coat available, with soft 

thick fur lacing the inner side and visible at the bottom. The coat features a 

pattern to further paint a picture of a wealthy kingdom, where high-quality 

materials such as these are available.  Some details include a large compass 

around her neck that the player can find many meanings behind if they wish to. 

She wears large warm snow boots to match the design and also to keep her 

warm and wields two swords to imply her ability based proficiency with 

weapons. 
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The trash princess has a unique dress compiled of an old t-shirt and a dress 

sloppily put together from old newspapers. These are materials that would be 

readily available in her natural environment in the vast wastelands filled with 

thrown-away treasure. Due to their environment, they would constantly be on 

the hunt for more or less useful items to scavenge, so she needed a bag to hold 

them. Some of the key details here are the paper crown and toy fairy wings that 

can be seen on her back, as well as the small critters surrounding her. This is a 

representation of her goodhearted nature, as even though she has little she is 

never shy to share any found food scraps with others in need.


The merfolk princess is engulfed in luxury, pearls, corals, and gems. The dress, 

or the fin, is a multi-layered magical enchantment that appears to reflect the 

ocean itself. The dress is highly impractical, and a good contrast to the draconic 

princess. She on the other hand appears to praise practicality and carries 

nothing but the essentials. They almost move on barefoot, but the hard rocky 

mountains require some layers of protection. Her colourful garb and the 

handmade crown are also gifted to her by her people. As a draconic being, she 

has a fire burning from within and absolutely no need for furs nor feathers for 

insulation.


3.2.3. Representation 

As mentioned earlier, when over 90% of the games currently in the popular 

market are designed by white males, it is only natural that these designers then 

represent the world from their point of view. In 2018 the top 100 games rated on 

the Board Game Geek had more animals and aliens on their covers than non-

white people combined. What is more, is that independently aliens and animals 

beat all the women represented in terms of numbers as well. (Pobuda 2018.)


In Magical Kingdoms, I wanted to make sure people of all complexions were as 
equally represented as possible and that more women overall would get the 
main stage on the cover art game. The meaning of representation cannot be 
undermined as a tool to empower people by making them feel valued, seen, 
and included. As the board game scene is already congested with hundreds of 
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titles entering the scene each year, it was not the intention to create a 100% 
accurate reflection of reality but to focus on those not equally represented in 
this current market. (Mulata 2020.)


PICTURE 31: “Gender, Race Representation in Box Art” (Pobuda 2018)


3.3. Game board design


The game board’s design is one of the key elements of the game as it is always 

the centre of attention. It should be well thought out from a game designing 

perspective as well as visual, meaning the size of the map needs to be wide 

enough to create a sense of adventure, but still compact in a way that 

movement does not feel too slowed down or dragging. 

 

Each section of the map is represented by one main colour from the colour 

palette and serves as an implied home for one of the player characters. This 

gives the map some instant character as well as provides the possibility to add 

terrain advances or disadvantages through certain encounter cards.
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At its first stage, the map included some darker paths but these were later 

scrapped. These areas in this iteration would have been unlocked by players by 

drawing certain cards from the deck, but it was concluded that this was too far 

from the core of the game, too random and too small of a feature while still 

disproportionately complicating the rules.


The maps’ sector positions are based on the types of weaknesses introduced in 

the game’s advanced play mode. Each sector and its inhabitants have a 

weakness against the one on its left and strong against the one on its right. 

Green cards are neither weak nor strong against any other type. Being strong 

or weak in this context means the player throws their dice in a specific situation 

with either advantage or disadvantage. Advantage and disadvantage in turn 

mean throwing the dice 2 separate times and either picking the better or worst 

outcome of the two throws.


PICTURE 32: Map design development, most recent iteration on the right


These map designs presented in this document remain only at their most basic 

prototype phase. The final design intends to visually match more closely to the 

character designs, and include more terrain illustrations such as mountains, 

islands, and other details around the named spaces. Some of the final elements 

in already visible including the names of the five sections and the key locations 

on the map. The locations and sectors are named for two reasons: to make the 

world’s inner narrative more believable and game mechanics-wise to be able to 
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prompt the player to go to certain areas on the map with the help of encounter 

and trap cards.


3.4. Iconography


When designing icons for both the cards and the pieces on the board, the main 

goal was to keep everything as simple as possible while sticking to the 

predetermined palette as much as possible. Especially the character cards took 

careful planning, and easy to understand icons would make the game much 

faster to play. That is why many stereotypes were utilised, including the hears 

for life, swords for attack and so forth. Also, their colour scheme was kept 

uniform so that each character would be solely linked with one of the affiliated 

colours.


PICTURE 33: Iterations of one player character card


In an early gameplay iteration, the player would receive the legendary items by 

throwing a modified D20, a special die that in the course of the game could only 

be thrown in very specific situations. After gathering data about the most 

common artefacts from myths, legends, stories, and popular culture a list of 20 

items was compiled.
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PICTURE 34: Rory’s Story Cubes (The Creativity Hub 2005) were an inspiration 

behind the legendary items


This design was later scrapped, however, one of the reasons being that the 

legendary item icons on each side of the D20 would have to be so small that 

the accessibility of the game would suffer in turn. Still, the icons stuck and were 

incorporated into the design in another way.


The icons were created in Adobe Illustrator (2020) because of the good scaling 

properties associated with vector-based illustrations. These icons were kept 

quite basic on purpose to ensure they could be easily identified and 

distinguished from each other, even on a small scale. All of the icons can be 

seen in the game rulebook attached at the end of this document. 

PICTURE 35: Upscaled examples of the final legendary item icons
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4. DISCUSSION 


4.1. Conclusion

In the end, the project did not come along as far along as was originally 

envisioned. Through the game testing sessions, it became evident quite fast 

that the game would need more complexity than anticipated to grip an audience 

thus the amount of work needed on the game designing side took longer than 

expected.  

 

On the visual design side, creating the map was certainly the biggest challenge, 

as the design still lacks and iterating its design to a marketable form would need 

many and more playtesting sessions with various audiences. The icons, 

colours, and characters, on the other hand, turned out rather well but the 

princesses would have to still be modified slightly to ensure their visual 

continuity.


In conclusion to complete the project in the phase that it could be published 

commercially would still take a few rounds of iterations based on game testing 

session feedback. The setting, theme, and world however came along as 

planned, and a level of originality was reached while still introducing most of the 

basic tropes to the complete beginners looking for the first foray into the world 

of gaming. 


4.2. Further development


Moving on with the production, both the current design would still need to be 

iterated more through player testing and evaluations. Going forward, the 

absolute most important thing will be testing the product with the target 

audience. I was not able to set up a playtest session with the game’s young 

target demographic during the thesis process, which was a huge 

disappointment, as feedback from the target group would have been most 

valuable.
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On the production side, a cardboard prototype of the board, the decks would 

need to be professionally printed, 3D models for the enemies and the first 

player token designed and manufactured. The box and its marketing art would 

be more than necessary, as their quality would drive most of the game's 

potential success.


The encounter cards are still missing art and more of these cards would be 

required to keep the game entertaining and provide more variety, thus 

increasing the game’s replayability. Much of the cards’ creative writing is still in 

progress and will take much time to complete. With all these changes, the 

rulebook will also need to be changed accordingly and tested to whether or not 

it provides all the players with enough information for them to be able to play 

the game independently.


After the game is published with an appropriate price range, it would be time to 

evaluate the market potential for expansion. As I tried to keep the game as 

simple as possible, I had to cut out an integral part of the design; the 

antagonist. 

 

In the expansion pack, the antagonist would be introduced as a playable 

character, increasing the maximum player size to 6. The CO-OP playstyle would 

now be twisted to be a more complicated one versus many type game, where 

one player would begin on a new game board called the underworld. In the new 

scenario, the antagonist can more actively control the game board’s enemy 

pieces, making combat more unpredictable and varied.
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PICTURE 36. The design concept for the antagonist planned to be introduced in 

the expansion pack
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62

Appendix 1. Rulebook 2 (3)
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Appendix 1. Rulebook 3 (3)
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Appendix 2. Game board 
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Appendix 3. Item & encounter card types
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Appendix 4. Player character cards
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