	
	
	



KLIKER GLOSARIJ
Luka Bosanac


INTRODUCTION
The sentences before you were created out of a desire to create a guide that,  on the one hand, would provide insight into the thematic and poetic preoccupations of this year's and the final Kliker Festival in Varaždin,  and on the other hand, would offer a list and description of dramaturgical approaches through an analysis of the performances presented in the festival's repertoire. The importance of Varaždin's Kliker lies in its long-standing programmatic focus on dance performances for children. More specifically, on performances that emphasize movement and non-verbal communication as the primary means of engaging with the audience. And with the youngest audience at that. In that sense, cataloging and describing dramaturgical approaches was a great challenge,  since the analysis of performance works often involves searching for the underlying artistic structures beyond the visually apparent material,  and because the primary purpose of this written piece is to provide the reading audience with an insight into the dramaturgical tools for working on performance works created for a target audience. 

The Kliker Glossary, as I decided to name this textual material, already suggests that its creation, in addition to the goals just mentioned, also involved certain dramaturgical decisions. 
The first and most fundamental decision was to write in the form of analytical notes. This glossary is therefore composed of textual fragments aimed at detecting the dramaturgical layers of festival performances and merging them into a coherent artistic process. The second decision was to allow for creative freedom in their naming. And the third, and final, decision was to divide the fragments into categories based on the performances' poetic similarities, which are suggestive of their thematic orientation and, in turn, of the festival's thematic concerns. 
The Kliker Glossary covers nine performance works presented at the 2023 Kliker Festival, divided into five categories. 
In the Intergenerational Collaboration category, the performances Pink Unicorns by La Macana dance company from Spain and Silver Gold by Nomad Dance Academy from Slovenia were analyzed. 
In the Choreo Baby Practices category,  the performance Unseen World by the artistic organization Dansema from Lithuania was analyzed,  and in the Pop-up Format category,  the performances Tajni vrt (eng. Secret Garden) by , a collaboration between the artistic organization Shooma from Croatia and choreographer Sabrina Fraternalli from Italy, and Matta Matta 2.0 by the VRUM collective from Austria were analyzed. 
In the Transmediation category,  the performances Clay Play by the Israeli performance company Lazuz and Bazen by the Croatian art collective Škvadra were analyzed,  while in the final category, In the Sign of Color category, the performances Stories in Blue by choreographer Ceren Oran from Germany and Ovo sam ja (eng. This is me) by the Croatian art organization Teatar Poco Loco were analyzed. 

INTERGENERATIONAL COLLABORATION 
This category features performances that, at the center of their poetic interests, explore the potential of staging the collaboration of individuals with different age identities. The selected productions use age differences as a central thematic preoccupation, not just as a dramaturgical anchor. In other words, these performance examples do not use age as a springboard to address other themes, but rather focus on the artistic potential of the reality of age.
1) On stage are a father and son. Or simply performers playing a father and son. What is certain is that on stage, whether side-by-side or opposite one another, are male subjects who are visibly different in age. In other words, they do not need to pretend that there is such an age difference between them that the older performer could be the younger one's father; they do not need to fictionalize their own age. We do not need to speculate about their different ages, and so an offstage 'reality' of age identity is established as the basic dramaturgical thread, as the key for following the performance Pink Unicorns. 
The tasks of sparring between the performers are where the performance finds its dramatic charge, resulting in acting potential. These tasks construct points of generational conflict, but in the end, they do not shape the dramatic action. Instead, they are presented as a kind of glossary of commentary on the relationship between fathers and sons. The key dramaturgical decision in the described procedure is that the results of the contest do not end with a demonstration of power by the older subject over the younger, or by the younger over the older subject. The execution of the tasks does not conclude with the conclusion that, for example, one should listen to the elders, nor with a mocking of the elders' ineptitude, such as their inability to navigate modern technology. In this sense, in addition to the age difference between the performers as a primary key for tracking the performance, a specific and crucial dramaturgical procedure is also established: the leveling of success, ability, experience, and knowledge among the performers, an equalization of the skill of the two men's different age identities occurs.
2) The construction and management of the performance context are often the main goals of dramaturgical work. Even when authors opt for 'work without dramaturgy,' we can still speak of dramaturgy, that is, a specific decision about managing and constructing performativity. The absence of dramaturgy is most often associated with the process of improvisation, but the omission of a conceptual and/or scenic anchor does not mean that an anchor is entirely absent (that there is no dramaturgy). 
Silver Gold, a performance collaboration of different generations of women based on improvisation,  and even different generations of women within the same family—a collaboration that spans generations from the youngest (granddaughter) to the third age (grandmother)—the dramaturgical starting point draws,  as opposed to confrontations and pseudo-competitive procedures that construct a situation of potential conflict among the subjects, from an emphasis on the need for (scenic) care for age-vulnerable groups. Scenic material becomes familial or caregiving relationships, and improvisational protocols function to affirm and unite the potential of age-diverse female bodies. As such, they do not set a strict goal for the performers but insist on navigating the given space, on finding age-friendly spatial pathways, and on intergenerational support. 
Inter-generational support in a theatrical context can also involve a kind of poetic relinquishment:  a performative choreo-dramaturgical decision in which the intention is redirected from the individual production of material to assisting in the production of material by performers from vulnerable age groups. Such an action does not seek to deny age differences but rather to emphasize the age-conditioned nature of theatrical skills and abilities. And care, as the sole theatrical obligation, becomes the connective dramaturgical tissue of the performance materials. 

CHOREO PRACTICES FOR BABIES 
Choreographic practices for babies is a field in the performing arts that exists thanks to a small number of artists with poetic interests primarily focused on producing works to communicate specifically with the youngest audience members. The following notes offer insight into the dramaturgical approaches of performances for the youngest audiences, the key result of which is reflected in the transformation of a mode of communication primarily based on the sense of sight.
1) Visual reception of a work is understood as inherent to the performing arts. However, the steps for following a performance can be dramaturgically conceived beyond privileging the sense of sight. Or hearing. They can also be dramaturgically grounded in the sphere of the sense of touch. In this way, the sensory framework is redefined, and palpation is established as a mode of 'seeing'. In the context of this performance,  palpation refers to a reception not focused on the development of a single element but rather on the relationships constitutive of the whole, and is akin to what, in the domain of the sense of sight, would be called surveying. In this sense, the ways in which scenic mechanisms operate sensually will be examined through the principle of palpation. 
Performances for babies, such as the show Unseen World, thus primarily build a dramaturgy of experience rather than a dramaturgy of cause-and-effect relationships. In order for different experiences to occur, the show's scenography is made up of various tactile trails*. First, the performers traverse them with the aim of prompting the babies to follow them and to activate specific stimuli through their touch. The performers' function in this performance, created for a very specific audience, is to guide, rather than to present. The performative vocabulary introduced during the tracing of the tactile path also serves as the basic choreographic thread. This vocabulary is not expanded with new elements, even when there is a change in the performance's spatial level. (e.g., when the performers stand up from a kneeling position) precisely so that touch remains the primary sense through which the baby perceives the performance. The movements are repeated or imitate the shapes visible on the tactile trails to establish dramaturgical coherence between the choreographic and spatial layers of the performance. Because when expanding the choreographic vocabulary, there is a risk of becoming too attractive to babies, resulting in movement that is less experiential (tangible) than the tactile paths.
2) The spatial (scenographic) and physically tangible, and thus experiential, layer of performance is the fundamental dramaturgical element. Choreography develops exclusively within the scenographic framework and does not assume the function of the primary 'attractor'. This dramaturgical solution results in the transformation of the scenography into a spatial installation where the babies,  after being led into the performance by the performers through tactile pathways, can move freely, explore or touch the environment, and experience specific stimuli. They can also choose to sit and simply soak in the atmosphere composed of colorful pieces of set design, props, and music. Just like in a gallery space, where we are not obligated to strictly follow the content but have the option of being present and absorbing it. In these moments of performance, when the babies surrender to the tactile environment, when they move away from observing the performers' bodies, the performers reach for interactive procedures. They transform their own costumes into a tactile plane and expand the space of touch for the babies. From their costumes, they begin to pull out balls connected by string and threaded through a belt around their abdomen. By pulling them out, they bring them closer to the babies and offer them for the babies to touch, and the balls visually do not differ from the aesthetics of the set design. Choreographically speaking, the vocabulary doesn't change but rather adapts to the new performance element. And dramaturgically speaking, the performance transforms into an interactive experience among bodies, but within a sensory framework defined by tactile pathways. Touch remains the primary channel for experiencing the performance. 
* I borrow the term from my colleague Iva Nemec, who generously shared it with me during a conversation prompted by a viewing of the performance. 

POP-UP FORMAT 
The festival program also featured productions with a specific relationship to spatiality. This relationship simultaneously establishes itself as the foundational axis of performance and, consequently, as a formative determinant of the performance as a whole. The adjective 'pop-up' suggests a certain dislocation,  and this category will provide insight into the conceptual design of productions whose dramaturgical meaning is built precisely through the decisions to relocate performances to non-theatrical spaces.
1) The construction of the performance space can also be left to objects. However, in the case of pop-up performance, these objects must belong to and be closely tied to the context in which the performance 'pops up,' in order to dramaturgically justify the choice of a non-theatrical (site-specific) space. For the performance to 'pop up,' that is, to happen 'unexpectedly,' 'out of nowhere,' and to add a new function to the space it occupies, something must be used that is intrinsic to its 'nature. ' As stated, this is about adding a new function, not about upgrading and remodeling the space by adding elements that are not intrinsic to it in order to make it more 'theatrical'. In the performance Matta Matta 2.0, a school gymnasium is given a performative function through the use of sports mats, an object with which elementary school students are in regular contact during physical education class. 
The dramaturgical foundation of the performance is established through the original features of the spatial component, and the performance dramaturgy contains two operational layers:  one relates to the physical enclosure and separation of a portion of the space with mats to narrow the view and concentrate the performance in one place,  and the second layer relates to gestural communication with the audience to change the point of view and exhaust the possibilities of the object. Thus, the performance dramaturgy is founded on the performative relationship with a non-scenic object, and the production of material occurs through the intensive use of school mats and exercise sponges. At one moment, they function as a device of suspense through the concealment and revelation of performance material, and at another, they serve as a kind of labyrinth, a space for the audience to inhabit. Similarly, the mats appear at one moment as merely incidental objects in the performance, and at another moment they become an almost circus-like springboard for presenting the performance material.
2) For school-aged children, besides the gym, the classroom is the place that intensely shapes their daily lives. This is especially true for high school students, whose experiences of the school environment are largely shaped by their individual moods. The 'jumping' of this dance duo, titled The Secret Garden, is justified, unlike the previous performance, which relied on elements inherent to the space, by introducing elements not typical of a school classroom. However, they do not change its 'nature' or disrupt its basic spatial structure of school desks and chairs. 
In this performance, the contents of the school classroom also include teacups, cookie tins, table images with visuals suggesting various positive aspects of everyday life outside of school, and cards with concepts that evoke students' individual safe places. In other words, the dramaturgical introduction of elements not inherent to an educational purpose leads to the questioning and exploration of new atmospheric potentials of the high school classroom space. The dance material, on the other hand, is defined by the dramaturgy of the image of a relaxing body. The dramaturgy of the image of a relaxing body in the context of this performance would refer to the presentation of the process of relaxation, rather than the image of relaxation itself. In the latter lies the specificity of the authors' choreo-dramaturgical decision:  in addition to the transparency of the choreographic arrangement of the material, that is,  through an insight into the compositional arrangement of the dance vocabulary, the students are also intended to be guided through a session of evoking a new kind of mood. And the conceptual link between the relaxed body and the atmospheric potentials of the space is established through a kind of performative reversal:  the supplementation of the dance vocabulary with content from still life paintings, i.e., the translation of compositional determinants of visual material into new choreographic elements. 

TRANSMEDIATION 
Transmediation as a principle implies the presence of different technological tools between which a transfer occurs, followed by a media-diverse presentation of either content or just specific information. This year's festival edition featured two performances that embody the principle of transmedia and bring it into the theatrical context as a fundamental choreo-dramaturgical mechanism. The interesting aspect of this transfer lies precisely in the absence of any media-technological transposition of the stage material.
1) The dramaturgical backbone of the performances can be defined through the processes of transmission. For a transmission to occur, it is necessary to construct a conceptual 'see-saw' and define the poles that connect. In the performance Clay play, on one side of the seesaw are the performing bodies, human subjects, and on the other side is clay, an artificial material. The key dramaturgical question of this performance is what is transferred from the performing body to the clay and from the clay to the performing body. The conceptual seesaw as a performative mechanism works by the clay leaving marks on the performer's body just as the performer's body leaves marks on the clay. And in this process, the intensity and location of the mark are not always predictable. 
In this performance, two bodies, a man and a woman, are present on stage, immersing themselves in a space of clay. I deliberately say "space of clay" because clay, as an inanimate stage material in this performance, does not function as an object. Rather, as a material of performative development inherent to the performers' bodies. And this is confirmed by the choreographic decision not to manipulate the clay throughout the entire performance, but rather to highlight its quality, texture, and performative potentials, which also occurs by chance. The marks that bodies leave on the clay primarily relate to its distortion, i.e., to the memory of the dancers' bodily impressions. Additionally, the body bears every trace of contact with the clay as a consequence. The dramaturgy of the performance is therefore built on the accumulation of changes,  on the accumulation of memories of impressions,  which results in the transfer, a kind of transmediation, of choreographic (human/living) material almost into the realm of sculpture and, conversely, of artificial (inanimate) material into the realm of the organic development of scenic material. The interplay of the two poles of the dramaturgical axis results in the inanimate stage presence stepping out of the narrow domain of the object and into a performative presence that transcends typical choreographic exposition.
2) The material of the dramaturgy of transfer can also have an ambient component. The material can be drawn from the features of a specific urban space. More precisely, from the architectural sculpture called SC Pool, a concrete pool intended for gathering the skating community in Zagreb, which was demolished in August 2019. The specificity of the dramaturgical mechanism of this site-specific performance homage,  titled The Pool, as a mirror, lies in establishing an axis between the former urban Zagreb location on the grounds of the Student Center and the new locations where the performance takes place. 
In this way, a kinesthetic relationship is established among the skaters' bodies and between the skaters' bodies and the surface of the former SC Pool as a starting point for the creation of choreographic content. The dramaturgy of transmission in this performance is built through spatial suggestion achieved by recreated skateboarding ramps and through choreographic allusion to bodily experiences marked by time spent in the former pool. This dramaturgy of spatial transmediation of the lived experience of the demolished architectural object and its function is also enabled by the consistent positioning of scenographic objects,  which does not expand the dancers' axes through the entire site-specific space, but rather condenses them within selected spatial positions. The dance material of the performance is built precisely from the repercussions that the recreated slides have on the movement of the bodies and the group dynamics among the performers. This condensation of movement and bodily rapport leads to preserving the quality of the performance experience characteristic of a visit to the former SC Pool. However, since this is a choreographic allusion rather than a choreographic reenactment, personal memories are also affirmed as a conceptual starting point. 

IN THE SIGN OF COLOR 
Colors are often used in theatrical works either as scenic decoration or to atmospherically underscore certain moments in the performance. The use of color, therefore, rarely goes beyond the function of aestheticizing the stage space. However, the following examples of children's shows demonstrate how color itself can serve as the basic dramaturgical fabric in shaping the stage material.
1) Stories in Blue is a performance that presents its choreographic and musical content through a series of images. More precisely, through a series of tableaux filled with choreo-dramatic sequences, while the music, on the other hand, functions as an emotional and suggestive framework. The title itself suggests the performance's conceptual mechanism: narrative sections are presented, with the color blue chosen as the connecting tissue for their juxtaposition. 
The dramaturgy of these narrative segments, or choreo-dramatic sequences, is built around recognizable motifs—stock elements of childhood as well as the imaginaries of adults. These motifs, such as the apple or the glass spheres, are also motifs of cultural symbolism and, as such, potent for semantic charge through viewers' associative chains. Such dramaturgical shaping also evokes the structure of a dream. A structure in which a series of images is not connected by the logic of everyday experience, the logic of cause and effect, but rather by random associations that result in an abstract mood. The mood is presented scenically through the use of the color blue, as well as through the melodramatic use of music. In other words, through the use of music that gives the mood emotional development and intensity, and concretizes it into experientially recognizable situations from childhood as well as everyday adult life. In this way, family photos, romantic embraces, moments of fear, and various associative sequences evoked by motifs filled with mythical, religious, or other cultural symbolism are scenically juxtaposed. And the color blue, with its semantic potential and its function as a binding tissue, keeps the visual sequence interpretively suggestive.
2) For a single performance to be both non-verbal and dramatic, it must conceptually contain at least three parallel dramaturgical axes:  the dramaturgy of optical codes, whose development occurs through sensory stimuli (through experiences, as stated in one of the previous notes);  a dramaturgy of optical codes whose development results in the visual marking of subjects which,  in order for them to become characters rather than remain solely at the level of function, will provide them with an individual (distinctive) problematic;  and finally, a dramatic plot that will lead to new information about the characters themselves, their personalities, desires, etc.  
Ovo sam ja (eng. This is me) is an example of a nonverbal drama performance for children and a stage-based approach to dramatic tension achieved precisely through the juxtaposition of sensory planes. On stage are a yellow semicircle, a blue-and-white rectangle, and a red triangle. There is a performer dressed in yellow, a performer dressed in blue, and a performer dressed in red. The problem arises when a performer of one color "wanders" into the shape of another color. Thus, by using three different colors,  three different geometric shapes, and ultimately three different costume features, this performance constructs a dramatic action, and consequently a conflict, through the mixing and crossing of sensory planes defined by color and shape. The costuming features of a red fox tail, blue giraffe horns, and yellow feathered gloves are gradually revealed to the children in the audience, suggesting to them that the 'characters' on stage may not be human at all, but animals. In this way, through a dramatic plot of 'optical nature,' layers of fictional information are gradually built, upon which the narrative aspect of the performance is also established. In other words, we learn more about the 'lives' of the stage subjects, despite the fact that the performance's fundamental organizational principle is not a story but recognizable colors and geometric shapes. 


CONCLUSION
Through its programming choices,  the Kliker Festival provided the Varaždin and Croatian audience, as well as colleagues in the field, with an insight into the wide range of poetic possibilities of working in the field of non-verbal and dance performances for children. This glossary was created out of the need to unify, describe, and list the artistic decisions that shaped the festival's presented content and its stylistic and formal defining characteristics. The Kliker repertoire has featured performance works whose material is grounded in distinctly conceptual and theatrical foundations,  as well as works whose material is organized around concepts related to, for example, the performers' private spheres, i.e., some form of extra-theatrical reality. Similarly, some performances from the repertoire use the same dramaturgical tools, but they approach and shape them in a completely different way. 
The selection of the spatial component,  age, urban context, choice of color and geometric shapes,  family relationships, or even the senses of touch and mood,  whether as a source of inspiration or a thematic preoccupation, speaks to a certain undisciplined nature of creation and the management of the performance context as an inevitable feature of any dramaturgical or choreographic work. In this sense, in addition to being a glossary,  it also emerged as a record of one edition of the Kliker Festival,  the results of which speak to years of curation and the building of a platform for a field that is somewhat neglected in Croatia,  field of performing arts, namely dance and non-dramatic performances for children, and it also emerged as textual material intended for those interested in the creative-dramaturgical process of their creation. 




KLIKER GLOSSARY TERMS:

INTERGENERATIONAL COLLABORATION 
balancing stagecraft 
scenic care 
age-friendly spatial pathways 
poetic abandonments 
CHOREOGRAPHIC PRACTICES FOR BABIES 
dramaturgy of experience 
principle of palpation 
tactile trails (by Iva Nemec) 

POP-UP FORMAT 
Exhausting the possibilities of objects 
atmospheric potentials of space 
the dramaturgy of the image of a relaxing body 
TRANSMEDIATION 
dramaturgy of transmission 
conceptual seesaw 
memory of the dancer's bodily impressions 
choreographic allusion 
dramaturgy of spatial transmediation 
IN THE SIGN OF COLOR 
confrontation of sensory planes 
a dramatic plot of optical nature
	
	
	



