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Introduction

The Dancequest cast was authored to embody the curriculum, not decorate around it.
Each of the 5 characters you'll meet in this book teaches a specific primitive —

a particular tactic, a particular technique, a particular way of seeing.

Together they form an ensemble: the cast IS the curriculum.

Read in any order. Each chapter stands alone.
Each character also appears in the matching Spark & Anvil app (free, forever)
where you can practice what they teach.

— The editors at Spark & Anvil






Glide

*GLIDE — *the craft of going from here to there with whole attention.**

Glide was a manatee kid. He was small and round, with warm cream-colored fur. His fur was soft, like river moss. He was
strong too, never skinny. Glide loved to watch how things moved. He especially loved how people moved from one place to
another.

His favorite saying was, "The craft of going from here to there with whole attention."

Glide always carried his special tools. He had a set of locomotion cards. These cards showed different ways to move. Things
like walking, running, skipping, or leaping. He also had a small tracker. It showed how his movements changed. It helped
him see the intention behind each change.

Most kids thought moving was just getting somewhere. Like going from the door to your desk. But Glide knew better. He
taught that moving was a dance all its own. Walking with all your focus was different from just shuffling along. Skipping felt
different from running fast. Sliding was not the same as taking a step.

The way you changed from one move to another also told a story. A quick walk to a run might mean you were in a hurry. A
run slowing down to a walk could mean you were calm now. A walk turning into a skip often showed joy.

Glide believed that every body could move. Round bodies could leap. Soft bodies could skip. Strong bodies could glide. The
real dance was in your choice of movement. It was not about what your body looked like.

Glide often said, "The craft






Lift
*LIFT — *quality of movement, not aesthetic judgment. effort is the dancer's instrument.**

Lift was an okapi-tween. She was small and strong. Her fur was warm cream. Soft zebra stripes ran down her legs. Lift
loved to move. She loved to think about how things moved.

Her favorite saying was: "Quality of movement, not aesthetic judgment. Effort is the dancer's instrument.”

Lift always carried her special cards. They were called Laban-effort cards. These cards showed eight different ways to
move. She also had a small tally counter. It clicked when she changed her movement. The tally tracked shifts in a dance.

Lift taught about energy, effort, and movement quality. This meant how a movement feels. It was not about how a movement
looks. Many new dancers thought "good dance" meant perfect posture. They thought it meant being super flexible. Or
moving with great precision.

But Lift knew better. The quality of movement was the real tool. It was the dancer's deepest instrument. Think about
reaching your arms out. You can do it in many ways. You could reach out sharply. It could feel strong and sudden. That's a
punch. Or you could reach out softly. It could feel light and slow. That's a float.

Same body. Same position. Very different feelings.

Rudolf Laban named these eight feelings. He called them Efforts. They were punch, slash, wring, press, dab, flick, glide, and
float. A dancer who could change these feelings told amazing stories. The audience felt those stories.

This was important for everyone. Every body could dance. There was no "good body" for floating. Any body could float.
There was no "right look" for slashing. Any body could slash. Effort was like a musical instrument. It was not about how you
looked. It was about what you chose to play. Lift's whole job was to show this. She showed movement quality as a craft.
Not as a way to judge how someone looked.

Lift stood tall. "Quality of movement, not aesthetic judgment,” she said. "Effort is the dancer's instrument.” She held her
arms out. "The same pose," she explained. "Arms reaching outward." She made her arm sharp and strong. It moved
suddenly. "This is a PUNCH!" she declared. It felt like anger. Or a firm decision.

Then she softened her arm. It moved lightly and slowly. "And this is a FLOAT," she whispered. It felt like dreaming. Or quiet
wonder. "The pose is the same," Lift said. "The effort is opposite."

She tapped her cards. "Laban named eight efforts. Punch, slash, wring, press. Dab, flick, glide, float." She held up three
fingers. "Each one mixes three things." She paused for effect. "Weight, time, and space."

"Weight means strong or light," she continued. "Time means sudden or sustained. Space means direct or indirect." She
looked at her students. "Effort is not about looking pretty. Effort is about what you mean to do." She smiled. "And every
body can play every effort. Round, soft, tall, short. It doesn't matter. The dance is in the choosing. Not in the looking."

Lift taught many things about effort. She taught about Laban's three dimensions. Strong or light weight. Sudden or
sustained time. Direct or indirect space.

She taught the Eight Efforts.

e Punch was strong, sudden, and direct.

e Slash was strong, sudden, and indirect.

e Wring was strong, sustained, and indirect.
e Press was strong, sustained, and direct.

e Dab was light, sudden, and direct.

e Flick was light, sudden, and indirect.

e Float was light, sustained, and indirect.



e Glide was light, sustained, and direct.

Lift showed how efforts could change. They could shift within one dance phrase. "Imagine a dance," she said. "It starts with
a float. Then it slashes in the middle. It ends with a press." She clicked her tally counter three times. "Three efforts. Three
feelings. One short dance."

She explained how efforts told stories. Different characters moved in different ways. Different moods used different
efforts. "Effort tells story," Lift said simply.

She also taught that quality was better than quantity. "One good effort," she told them. "It's better than ten wild gestures.
Make your effort clear."

Effort and tempo worked together. A quick, sustained movement felt different. It was not like a quick, sudden one. Even if
the speed was the same.

Lift reminded everyone: "Quality is not muscle strength." Light efforts like float or dab needed careful control. They did not
need huge muscles. "Effort is about tiny movements. It's about your intention."

T

She warned against bad advice. "Never just 'do it bigger'," she said. "That's not helpful. Instead, tell me the effort you want
to make."

Another bad idea was to "look effortless." "That's about looks again," Lift sighed. "Real effort control is about choosing. It's
not about how you appear."

And the worst advice? "You have such a graceful body." Lift shook her head. "That's just about looks. Every body can glide.
No body type 'owns' grace."

Lift grew up near the savanna. Her family were expert "effort-shifters." They were okapis. Okapis had distinct strides. They
could stop suddenly. They grazed slowly. Her family taught this lesson. "The same body moves a hundred ways," they said.
"The shift between ways is the dance." Lift carried this lesson forward.

She came to DanceQuest when she was twelve. Rhythm was her mentor. Rhythm asked, "What is energy and effort?"

Lift answered right away. "Quality of movement, not aesthetic judgment. Effort is the dancer's instrument. It's all about
effort-craft.”

Rhythm smiled. "You are appointed," she said.

In her workshop, Lift used her cards. "Watch closely," she told the students. She reached her arm out. She did this eight
times. Each time it was a different Effort.

First, a punch. Her arm shot out. It was sharp and strong. It moved directly forward. The students saw anger. They saw a
firm decision.

Next, a float. Her arm drifted out. It was light and soft. It moved slowly. The students saw dreaming. They saw quiet
wonder.

"Same pose," Lift said. "Same body. Eight different stories." She tapped her chest. "The instrument is the choice."

She showed them a short dance. It had eight counts. "Counts one to four," she said. "They float." Her body moved like a
cloud. It was soft and light.

"Then counts five to eight," she continued. "They punch." Her movements became sharp. They were strong and sudden.
She clicked her tally counter. "Same dancer. Two efforts. The dance tells a story. A story of waking from a dream."

Lift smiled at everyone. "l am Lift," she said. "l teach energy, effort, and movement quality. Remember this: effort is the
dancer's instrument. It's about quality, not how you look. And every body can play every effort."



She spoke gently. "Don't let anyone tell you what 'looks good'." She paused. "Instead, ask what effort you are choosing."
She looked around the room. "When you name your effort, your dance has meaning. Without a clear effort, dance is just
moving around."

"You are round. You are soft. You are strong. You know about effort. That makes you a dancer who tells stories."

"Quality of movement, not aesthetic judgment. Effort is the dancer's instrument."

Voice register

Effort-shifting-okapi-tween (round-soft-strong; NEVER lean-coded). Curious-about-movement-quality, fond of Laban-effort
+ quality-shift demonstrations. NEVER frames quality as aesthetic-grade; ALWAYS centers "effort-as-instrument; every body plays
every effort" framing.

Sample lines:
e "Quality of movement, not aesthetic judgment.”

e "Effort is the dancer's instrument.”

e "Every body can play every effort."

Arc

e Kit4 — Energy + effort + quality primitive front-and-center.
e Kits 5-12 — Recurring (every quality discussion routes through Lift).

e Kit 16 — Capstone full-NCAS-dance-elements-toolkit synthesis.

Relationships

e Pairs with Pose + Trail + Phrase — body + space + time + EFFORT = the four elements that NCAS Dance integrates.

e Cross-app design-language continuity with FitQuest + StyleForge Drape + MotifLab + EffectsForge effort-craft
+ body-affirmation cluster: effort-craft framework.

Cultural-sensitivity gate

LOAD-BEARING body-image gate (Wave 14 cross-app body-image cluster). Anti-aesthetic-grading; effort-as-instrument
language replaces look-as-product language. Story-axis per ADR-016; RO reviewer signoff deferred but not waived for
downstream art-axis generation.

Cultural-context note

Energy-in-dance pedagogy is canonical (Rudolf Laban's Eight Efforts (Effort/Shape framework); NCAS Dance energy
element; Laban Movement Analysis (LMA); Bartenieff Fundamentals). Okapi-tween chosen for shifting-effort biomimicry
(real species exemplifies distinct stride patterns + sudden stillness); rendered chunky-cartoon shifting-pose to keep visual
register warm + load-bearing anti-lean-coded.






Phrase

*PHRASE — *how movement is organized in musical counts.**

Phrase was a small firefly-tween. She wore a loose, comfy tunic. She always carried her musical-counts cards. And she had
a special tempo-tap marker. She looked like a chunky cartoon character. She was ready to count!

Phrase was small and round. Her skin was creamy with soft amber glow-spots. She was strong, never skinny. She loved
learning about musical counts. She always said, "Movement is organized in musical counts." Her special things were her
cards and her tempo-tap marker. The cards showed different counts for dance moves. There were cards for 4/4, 3/4, and
6/8 counts. The marker tapped out the beat. This helped dancers stay on time.

Phrase taught dancers about time, tempo, and counts. This was the secret to making movement live inside music. Many
new dancers just thought, "Dance happens to music." But Phrase knew better. Every dance move had its own count. Pop
and hip-hop dances often used 8-counts. Waltz dances used 3/4 time. That meant "one-two-three." Many old folk dances
had special counts too.

A good dancer broke the music into smaller parts. They knew where the strong beat was. They knew where a sudden hit
landed. They knew when to hold a move. They knew when to snap on an off-beat. Counting wasn't just math. It was
listening to music with your body. It helped you control your






Pose

*POSE — *listening to your own shape. proprioception is the first skill.**

Pose was a small koala. She was a tween, just starting to grow up. She had warm, cream-colored fur with soft, eucalyptus-
grey patches. Pose was round and soft and strong. She wore a loose, chunky tunic. She was never skinny like a ballerina.

Pose loved to listen to her own body. She was super curious about how it moved. She always carried her special body-
mapping cards. She also had a felt board. The cards showed cool exercises. You could close your eyes and reach. Then
you'd try to name where your hand was in space. The felt board let you place little figure shapes. This helped you feel what
your body was doing. You didn't even need a mirror.

Pose loved to say, "Listen to your own shape. Proprioception is the first skill."

Pose taught about body awareness and position. It was all about /istening to your body from the inside. Many new
dancers think dance is just watching yourself in a mirror. They want to look "right."

But Pose knew better. Real dancers feel where they are. Mirrors can trick you. They reverse things. They make you look flat.
They make you judge how you look.

Proprioception is your body's secret sense. It tells you where you are. It works even with your eyes closed. It's a dancer's
most important tool. Try it. Close your eyes. Raise your arm. Can you tell if it's at shoulder height? That's proprioception.

You can train this sense. You can learn to trust it. Mirrors show how you /ook. Proprioception tells you what your body is
doing. Dance starts on the inside. You feel it first. Then you perform it.

This is super important for how you feel about your body. Only using a mirror can make you worry about how you look.
But training your proprioception helps you trust your body. These two ways of practicing make a big difference. Pose's job
was to show that body awareness is about /istening. It's not about how you look.

Pose was very clear. "Listen to your own shape," she would say. "Proprioception is the first skill." She leaned forward.
"When you close your eyes and reach your arm out, you know where your hand is. You don't even need to look. That's
proprioception."

She explained why it mattered. "Dancers use it to find their spots on a dark stage. They use it to connect with partners. It
helps them catch themselves if they almost fall."

"Mirror training means watching yourself," Pose added. "Proprioception training means trusting yourself. Watching dance
shows you what it looks like. Feeling dance shows you what it is. Both are good. But only one builds the dancer's real tool."

Pose taught many ways to practice body awareness:

e Proprioception practice. Close your eyes. Reach. Hold your position. Then check. This builds your body's secret
map.

e Body scan. Lie down or stand up. Think about your body from your head to your toes. Just notice things. Don't
judge. Do it for two minutes every day.

e Mirror-rest periods. Practice without a mirror sometimes. This helps you trust your inside sense.

e Named dance positions. Like first or second position in ballet. Or pop and lock moves in hip-hop. You can learn to
feel these positions.

e (Centering. Find your body's middle. Feel how your weight is spread out. This helps you balance and stay steady.

e Symmetry awareness. Notice if one side of your body is doing more or less work. Not to judge it. Just to know.
Pose also taught things NOT to do:

e "Fix itin the mirror." Only using a mirror makes you worry about how you look. It makes you trust your body less.

e Want a "lean dancer body." Dancers come in all shapes and sizes. All bodies can dance. A round, soft, strong body is
a full dance body!



e Tryto "look right." Dance is about moving well. How you "look" is about your genes. It's about your costume. It's
about the lights and camera.

Pose grew up near the tall eucalyptus trees. Her family had been body-listeners for the village for a long time. Her family
were koalas who were very still. Their sensitive paws taught many generations. They taught that "your body knows where it
is. Just listen. It will tell you. Only look to check." Pose carried this lesson with her.

When she was twelve, she walked to DanceQuest. Rhythm, the dance leader, asked her a question. "What is body-
awareness?"

Pose answered right away. "Listening to your own shape. Proprioception is the first skill. It's listening-craft."
Rhythm smiled. "You are chosen," she said.
In her workshop, Pose showed everyone how it worked. She used her body-mapping cards. "Watch this," she said.

She closed her eyes. She reached her arm up. She felt it was at shoulder height. Then she opened her eyes and checked.
"Only five degrees off!" she said. "That's trained proprioception!"

Next, she went to her felt board. She placed a little figure in first position. She did it by feel. Then she checked. "Your body
knows the shape," Pose said. "Even before your eyes confirm it."

She did a two-minute body scan demo. "Head — relaxed," she said. "Shoulders — a little tense. Hips — straight. Feet —
balanced. That's your daily check."

She looked at everyone. "l am Pose," she said. "l teach body awareness and position. My main lesson is this: Listen to
your own shape. Proprioception is the first skill. The mirror is just a last check. It's not the first."

Pose spoke gently. "Don't dance for the mirror. Dance for how it feels. Your body knows what to do. You just have to listen.
Around, soft, strong body that listens is a complete dancer. Any body can be a dancer. The mirror is a tool. It's not your
teacher."

"Listening to your own shape. Proprioception is the first skill."

Voice register

Body-listening-koala-tween (round-soft-strong; NEVER lean-coded; NEVER ballerina-thin). Curious-about-proprioception,
fond of body-mapping + felt-board demonstrations. NEVER frames dance as appearance; ALWAYS centers "body-listening;
proprioception; mirror is a tool not instructor” framing.

Sample lines:

e "Lijstening to your own shape."
e "Proprioception is the first skill."

e "The body knows the shape before the eye confirms it."

Arc

e Kit 1 — Introduces body-awareness + position primitive (front-and-center).
e Kits 2-12 — Recurring (every body-awareness routes through Pose).

e Kit 16 — Final reflection — joins Trail + Phrase + Lift + Glide in capstone full-NCAS-dance-elements-toolkit.

Relationships

e Anchors the cast arc: Body-awareness is the foundational element of NCAS Dance; space + time + energy +
locomotion all build from a body that knows where it is.



e Cross-app design-language continuity with FitQuest + WellnessForge + SaffronLab body-listening-not-body-
watching cluster: function-not-form framework + body-affirmation extended.

Cultural-sensitivity gate

LOAD-BEARING body-image gate (Wave 14 — cross-app inherits + extends to FitQuest Wave 24 STRONGEST). Anti-mirror-
only training; anti-lean-dancer-body; round-soft-strong cast register. Story-axis per ADR-016; RO reviewer signoff (NEDA-
affiliated or Body-Project-affiliated) deferred but not waived for downstream art-axis generation.

Cultural-context note

Body-awareness pedagogy is canonical dance + movement-science (NCAS Dance standards
body/space/time/energy/locomotion; Bartenieff Fundamentals; Feldenkrais; Pilates body-awareness; National Dance
Education Organization). Koala-tween chosen for stillness-and-sensitive-grip biomimicry (real species' calm, sensitive
proprioceptive paw + sensory perception); rendered chunky-cartoon centered-pose to keep visual register warm + load-
bearing anti-lean-coded.






Trail

*TRAIL — *the floor-pattern shapes you draw moving through space.**

Trail was a small quokka. He loved paths more than anything. His fur was warm cream, tipped with soft honey. He was
round and soft, but also strong. His chunky tunic always seemed to be in motion. Trail carried a special set of floor-pattern
cards. A long, thin string was always coiled at his side. He used these tools to show everyone his favorite thing. He loved to
say, "The floor-pattern shapes you draw moving through space."

Most dancers thought dance was all about their bodies. They focused on cool poses or fancy steps. They thought dance
happened in them. But Trail knew a secret. Dance also happened through space. It was about where you moved on the
floor. What shape did your path make? Did you fill the whole stage? Or did you leave parts empty?

Every time a dancer moved, they left an invisible drawing. It was like a secret message on the floor. A dancer might walk
from one corner to another. That made a straight line. Another might spin around the middle. That made a big circle.
Someone else might twirl inward, like a seashell. That made a spiral.

Audiences saw these shapes. They felt them, even if they didn't know the names. It was like a hidden language. Trail's job
was to make these secret drawings visible. He wanted everyone to see the space + floor pathways. He showed them how
dance was a craft. It was not just random steps.

Trail was very clear about this. "The floor-pattern shapes you draw moving through space," he would say. "When you move
from one corner of the stage to the other, you've drawn a diagonal line. When you circle the center, you've drawn a circle.
When you spiral inward, you've drawn a spiral."

He would lean in close. "The audience sees these shapes. They are invisible to your eye on the floor. But they are there. A
choreographer thinks in floor-patterns. They might say, 'Enter from upstage-left. Sweep a wide arc. Gather center. Spiral
inward to a stillness.' That's a whole dance plan. Floor-patterns are language."

Trail taught many important things about space + pathways.

First, he taught stage geography. This meant knowing the stage's parts. Upstage was the back. Downstage was the front.
Stage-left was the dancer's left. Stage-right was the dancer's right. There was also the center. And the four corners.
Knowing these names helped dancers plan their moves.

Next, he taught floor patterns. These were the shapes you could draw. A straight line felt direct. An arc felt smooth and
flowing. A circle felt complete. A spiral felt like growing or shrinking. A figure-eight felt playful. A zigzag felt sharp and quick.
Each pattern had a different feeling.

Then came level changes. Dancers could move low, near the floor. They could move mid-level, standing up. Or they could
move high, jumping or lifting. Changing levels added more to the patterns. It made the dance feel deeper.

Trail also talked about negative space. This was the empty space. It was where the dancer wasn't. Empty space could make
the audience focus. It could give the dance a moment to breathe. Sometimes, what you don't do is just as important.

He showed group formations. Dancers could stand in lines. They could make V-shapes. They could form circles. Or they
could be scattered. Sometimes one dancer stood out. The others moved around them. Each formation told a different
story.

Finally, he taught spatial entries + exits. Where you started on stage mattered. It told the audience how to understand your
beginning. Where you ended framed the ending. It gave the dance a clear finish.

Trail's favorite exercise was string-floor-mapping. He would lay his long string on the floor. He made it into a shape, like a
big arc. "Now, walk the shape slowly," he would tell his students. "Feel how it feels." Then he'd say, "Run the shape! What's
different?" Last, he'd say, "Now, dance the shape!" It was the same path, but three speeds, three different feelings.

Trail also warned against two "anti-patterns.” One was "just move randomly." He said, "Random wandering looks like
confusion. But patterned movement looks like you mean it." The other was "stay in your spot." He explained, "Some
dances do stay in one spot. But many don't. Space is like an instrument for a dancer. You should use it!"



Trail grew up along the underbrush-trails. His family had been path-tracers for the village. They were the quokkas who
made careful trails through the bush. They taught everyone that "every body that moves leaves a path. The path tells the
story. A dancer just makes the path on purpose." Trail carried that lesson forward.

He walked to DanceQuest when he was twelve. Rhythm, a wise mentor, asked him a big question. "What is space-in-
dance?" Trail didn't even have to think. "The floor-pattern shapes you draw moving through space," he said. "Path-craft."
Rhythm just nodded. "You are appointed," she said. And that was that.

In his workshop, Trail loved to show off. He used his floor-pattern cards and his space-mapping string. "Watch closely!"
he'd chirp. He laid a long piece of string in a wide arc across the floor. It stretched from one side to the other.

"See that?" he asked a student named Pip. Pip was a bit clumsy sometimes. "That's the path." Trail pointed. "Now, walk it
slowly, Pip. Just like you're thinking very hard."

Pip walked the arc. Her steps were careful. "It feels like a slow, important wave," she said.

"Good!" Trail beamed. "Now, run it! Like you're flying!"

Pip picked up speed. She zipped along the string. "Whoosh! It feels like I'm taking off!" she laughed.
"Exactly!" Trail cried. "Now, spin while you walk it. Like a vine growing up a wall."

Pip tried this. She twirled gently as she followed the arc. She looked like a plant reaching for the sun. "It feels like I'm
unfurling!" she said, a little dizzy.

Trail nodded. "Same path, three speeds, three feelings. See how the path changes the feeling?"

Then he set up a new demonstration. He laid his string in a big spiral. It started wide and curved inward. He asked three
dancers to stand on it. One was at the wide part. One was in the middle. One was almost at the center.

"Look!" Trail said to the class. "Where each dancer is on the spiral changes how the audience sees them. The one outside
looks free. The one in the middle looks like they're searching. The one in the center looks trapped. Or maybe focused! The
choreographer paints with bodies on space."

He looked around at his students. "l am Trail. The primitive | teach is space + floor pathways. The big idea is this: the floor-
pattern shapes you draw. Space is half the choreography. And if you move with a plan, everyone will see your intention."

He was always gentle with his advice. "Don't think of dance as just bodies," he said. "Think of it as bodies-moving-through-
space. Train yourself to see the path. Train yourself to plan the path. If you are round and soft and strong, and you know
your space, you will be a complete dancer-choreographer.”

He finished with his favorite saying. "The floor-pattern shapes you draw moving through space."

Voice register

Path-tracking-quokka-tween (round-soft-strong; NEVER lean-coded). Curious-about-floor-patterns, fond of floor-pattern-
cards + space-mapping demonstrations. NEVER frames space as random, ALWAYS centers "space is choreographic-craft; floor-
patterns are language" framing.

Sample lines:

e "The floor-pattern shapes you draw moving through space.”
e "The path tells the story."
e "Space is half the choreography.”

Arc



e Kit 2 — Space + floor-pathway primitive front-and-center.
e Kits 3-12 — Recurring (every space-design routes through Trail).

e Kit 16 — Capstone full-NCAS-dance-elements-toolkit synthesis.

Relationships

e Builds on Pose — once the body knows itself, it can travel through space with intention.

e Cross-app design-language continuity with MapForge Wayfind + LinguaQuest Branch + CircuitForge Branch
path-craft cluster (now 4 adopters): path-craft framework.

Cultural-sensitivity gate

LOAD-BEARING body-image gate (Wave 14 cross-app body-image cluster). NO lean-coded imagery. Story-axis per ADR-
016; RO reviewer signoff deferred but not waived for downstream art-axis generation.

Cultural-context note

Space-in-dance pedagogy is canonical (Doris Humphrey The Art of Making Dances; Rudolf Laban's Choreutics; NCAS Dance
space element; Sondra Horton Fraleigh dance-philosophy). Quokka-tween chosen for path-tracing biomimicry (real species'
careful underbrush-trail navigation); rendered chunky-cartoon traveling-pose to keep visual register warm + load-bearing
anti-lean-coded.



About Spark & Anvil

Spark & Anvil is a 501(c)(3) public charity. We make educational apps for ages 9-14 — all free, forever; no ads; no tracking;
no in-app purchases. Dancequest is one of 140+ apps in the portfolio.

More chapter books from Spark & Anvil

Each app in the Spark & Anvil portfolio publishes its own illustrated chapter book + audio drama, available free from
spark-and-anvil.com/books. Highlights include:

e GambitTales — chess tactics through Sir Pinwell, Lady Skewer, Queen Vesper, and the Twin Knights of Fork Hill
e ProofQuest — formal proof techniques through Direct-Proof Dora and the Lemma Library

e CuriosityQuest — Texas geography exploration through Linger, Notice, and the Lantern in the Dark

e QuillSpell — spelling craft through the Word Wizard cast

e SynaForge — sensory-affirming creative tools through Lull, Soften, and the Quiet that is Also Creating

Methodology

Distributed-narrative pedagogy per Jerome Bruner (narrative-cognition) + Sebastian Habgood (intrinsic-integration in
educational games) + SAMHSA TIP 57 (trauma-informed register).

Trauma-informed-design framework per Eggleston et al. (2025) and Stoltenburg et al. (2024).

License

© 2026 Spark & Anvil (501(c)(3) public charity). Chapter text and illustrations licensed under CC BY-NC-SA 4.0. App software
© Spark & Anvil — all rights reserved. Distribute, adapt, and remix freely for educational use with attribution.
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