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I am Professor Dr Svebor Seļak, former national ballet principal and ballet coach of the Croatian 

National Theatre in Zagreb. I am the Dean of the Alma Mater Europaea Dance Academy in Slovenia 

and the President of the Croatian Society of Professional Ballet Artists. I teach ballet education at the 

University of Zagreb, Croatia, as well. 

Furthermore, I am the director and organiser of the International Ballet Competition Slavenska Prix and 

the recently established Platform of Young Choreographers and Composers Milko Ġparemblek. I am 

also the organiser and moderator of the dance section of Scientific International Alma Mater Europaea 

Conferences All About People, and as a member I participate at international congresses of CID 

UNESCO. I publish, edit and review articles for the Conference Proceeding books and for other 

relevant journals and magazines.

As the recipient of many professional awards, prizes and state orders for contribution to culture due to 

my holistic approach to ballet art in all of its segments ï educational, academic, artistic, cultural and 

social  I became a regular member of the European Academy of Sciences and Arts in 2022. 



During my career, I worked with many eastern and western European classical and contemporary 

choreographers. As an internationally acclaimed ballet artist I performed numerous leading roles in 

classical, neoclassical and contemporary ballets and danced with many famous ballet stars and 

organized ballet tours worldwide. I created numerous all-evening ballets and many shorter 

choreographies. My works were performed on all world continents and many world-famous stages and 

festivals, primarily with touring company Ballet Troupe Croatia that I founded in 1994. 

As a life-long ballet soloist and choreographer my special area of interest is canonical literature used as 

subject matter for narrative ballets. It is generated by my rich experience in choreographing and dancing 

leading ballet roles that originate in language-based plays (for example Peer Gynt, Don Quixote, Romeo 

and Juliet, Hamlet, etc.). 



COUNT ALBRECHT, GISELLE 
(A. ADAM) 



PRINCE SIEGFRIED, SWAN LAKE (P. I. TCHAIKOVSKY) 



PRINCE DESIRÉ, THE SLEEPING BEAUTY (P. I. TCHAIKOVSKY) 



PRINCE IN THE 
NUTCRACKER 
(P. I. TCHAIKOVSKY) 



PARIS AND TYBALT, ROMEO AND JULIET  (S. S. 
PROKOFIEV) 



CRASSUS, SPARTACUS (A. 
KHACHATURIAN) 



PEER GYNT, PEER GYNT (E. GRIEG) 



DON QUIXOTE, DON QUIXOTE 
(L. MINKUS) 



CALIGULA, CALIGULA  
(A. KHACHATURIAN) 



HAMLET, HAMLET  (P. I. TCHAIKOVSKY) 



My rich artistic career of  over 40 years was accompanied by academic 

work. Today, dance is studied from many analytical perspectives that 

surpass the fundamental dance methodologies, technical skills and the 

linear dance history, but include anthropological, philosophical, semiotic, 

socio-political, feminist and gender perspectives, as well as kinesiology, 

anatomy and psychology in the context of safe practice and in a wider 

sense dance studies refer to the relation between education, research, 

organisation, creation, production and reflection.



Accordingly, after completing my education in Croatia as a dancer, I was trained at the 

Vaganova academy in St. Petersburg, Russia. I received my BA (First class hons) 

degree in dance education from the Royal Academy of Dance in London, UK where, 

after a holistic approach to ballet studies my focus eventually started to narrow to 

ballet as theatre art. Correspondingly, this became the area of my graduate studies, so 

in 2010, I completed my MA Hons degree at UNE with the research topic ñStaging 

Shakespeareôs Romeo and Juliet in the language of classical balletò. This additionally 

complemented my interest in theory and practice of the artistic and educational 

research, so I completed my PhD degree in 2015 with the thesis titled ñShakespeareôs 

Hamlet in ballet ï a neoclassical and contemporary postmodern approachò. 



Threeyearsagoat theEASA ColloquiumArts meetsScienceI presented my dance 

video Hamlet Revisited that was the practical part of my PhD project. The dance 

video emerged as a new artistic medium that is different from a documentary 

recording or a music film, resulting in a new form of art ï edited dance that does 

not exist outside the medium of film and/or video which is in accordance with the 

post-postmodern paradigm of the 21st century named digimodernism after Alan

Kirby (2009).



Furthermore,digital mediaarebeingincreasinglyusedin thestagingof contemporaryballets. Therefore, 

today I am going to reflect on my latest choreography of ballet Snow Queen that I createdfollowing this

concept. The ballet waschoreographed to the music of the Croatian composer Davor Bobiĺ and had its 

world premiere on February 16, 2024, at the Croatian National Theatre in Osijek and the premiere was

on November 12, 2024, at the Croatian National Theatre in Split. Both productions received great 

acclaim from the critics and audiences. Ballet SnowQueenwasincludedamongthebestculturalevents

in 2024, by theCroatianRadioandTelevisionandtheperformanceis nominatedfor this year`sCroatian

TheatreArts` Award. The goal of the presentation is to elucidate the creation of this neoclassical

choreography which traverses into a recent, transmodern work of an eclectic blend of styles and 

techniques, that integrates video illustrations in accordance with theparadigm of digimodernism.



CREATIVE TEAM

Music: Davor Bobiĺ 

Coproduction of the CNT in Osijek and 

the CNT in Split

Ballet in two acts after the fairy tale of 

Hans Christian Andersen 

Conductor:  Stjepan Vuger 

Choreographer and director: Svebor Seļak 

Set and costume designer: Neven Mihiĺ 

Lighting designer: Tomislav Kobia 

Illustration and video clips:  

Zdenko Baġiĺ and Franko Dujmiĺ

Video trailer: Marko Ġimiĺ



In creating this ballet, my starting point was certainly the music 

score of composer Davor Bobiĺ, with whom I share a similar 

history of schooling in the former Soviet Union. While he studied 

music in Kiev, I trained ballet at the Vaganova Academy in Saint 

Petersburg. Whatever one thinks today about the socio-political 

organization and ideology of the time, as well as the current 

geopolitical circumstances, it is undeniable that there was a kind 

of wellspring of composers, ballet artists and choreographers who 

marked the 20th century. In the ballet sense, we are talking about 

Agrippina Vaganova's methodology, which is probably the most 

influential in the entire world today, as well as numerous narrative 

ballets that have left their mark on the West (e.g. Romeo and Juliet

by Sergei Prokofiev). 
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It was precisely the combination of that Eastern European 

academy with modern tendencies in the West that historically 

determined choreographic practices. Namely, the choreographers 

of Diaghilev's Ballets Russes built on the legacy of the Russian 

imperial ballet at the same time embracing modern tendencies. 

We can single out three paradigmatic examples of different 

approaches to choreography that remain influential even today: 

George Balanchine, who used bare vocabulary and syntax of 

classical ballet as the subject matter of his choreographies and 

was therefore modern and neoclassical at the same time; Mikhail 

Fokin, who synthesized pantomime and dance into movement 

and expressive gesture, and Vaclav Nijinsky, who almost a 

hundred years ahead of his time made ballets devoid of ballet 

vocabulary, which became the practice of some contemporary 

choreographers only recently. 



When we talk aboutvariouschoreographicapproaches,we

are talking about theories of art as imitation, form and

expression(CopelandandCohen1983), which arepresentto

varying degreesin the work of diversechoreographers. Mia

ĻorakSlavenska,Croatianworld renownedprimaballerina,

advocatingfor the fusion of classicalballet art with modern

dance,was exactly in the spirit of the world trendsof her

time at thefirst half of the20th century:ñI can only say that I 

feel the search for new paths everywhere, but I believe that 

the right path has not yet been found. I favour a direction that 

combines classical ballet art with modern, whether it builds 

modern dance based on technique of classical ballet or frees 

classical dance from its very decorative and somewhat rigid 

external form in desire to spiritualize it in the manner of 

modern dance.ò 

(ņurinoviĺandPodkovac2004, 20).



If  we approach the historical line of ballet diachronically, we shall see how modern and 

postmodern influences are visible in ballet choreographies of the 20th century, and how 

postmodernism, on the one hand, leads in some way to a reactionary renewal of great ballet titles 

according to the original or at least according to the original conventions and traditions after 

which the works had been created, and on the other hand offers drastically different and socio-

politically engaged new readings of those works, deconstructing the ballet vocabulary and 

creating a new choreographic syntax. This depicts one of the contradictions in postmodernismð

it can be neoconservatively nostalgic/reactionary or radically disruptive/revolutionary.



All this leads to the post-postmodern period and the concepts such as metamodernism

(Vermeulen and Van den Akker 2010, para. 15-16) and transmodernism (Farrugia-

Kriel 2017), which allow the synthesis of previous artistic trends, but also the possibility 

of creating and restoring works from various periods with a kind of historical distance. 

Transmodernism was founded by the philosopher Enrique Dussel. It fuses modern, 

postmodern and neoclassical approaches to staging artistic works. 

In transmodernism there is a place for tradition and modernity. As a movement, it seeks 

to revitalize and modernize tradition rather than destroy or replace it (cited in Cole 

2007, 68-69). Accordingly, the Integral theory advocated by Ken Wilber draws together 

òan already existing number of separate paradigms into a network of interrelated, 

mutually enriching perspectivesò (Visser 2003,xii).



The repertoires of world's ballet companies today equally represent pre-romantic and 

romantic ballets, titles of the 20th century, as well as diverse contemporary dance 

works.  It is this eclecticism of styles and periods that meet on stage that gives 

richness and quality, reviving ballet and dance art in their full  sense. Joan Acocella 

says: òTo the classical mind, nothing is singular, and everything is knowable; it is 

just that not everything is bearableò (cited in Banes 1994, 38). 



Bearing all this in mind, as well as the desire of the Management of the CNT in Osijek, that I 

create a ñclassicalò performance, I decided to combine the neoclassical choreographic 

sequences that are present throughout the entire performance with different ethno-expressions 

in individual numbers, as well as with hints of contemporary movement that enable expression 

of feelings without excessive acting. In this way, I tried to achieve the synthesis of dance as 

imitation, form and expression. 

Drawing from the classical heritage, I also used contemporary techniques to make this timeless 

fairy tale attractive to today's generations. That way the concept of intertextuality (Kristeva

1969; Adshead-Lansdale 1999; Allen 2011) is used for the creation of this multi-layered work 

with numerous references and echoes of traditions and conventions of the classical heritage, as 

well as recent and innovative techniques. 



The libretto follows a simply, linearly narrated Andersenôs fairy tale adapted to dance expression. 

Balanchine stated that ñthere are no mother-in-laws in balletò (cited in Wharton 2005, 7-22), referring 

to the fact that it is desirable to simplify the literary model in order to make the story clear and suitable 

for choreography, i.e. ballet staging. 

The libretto follows the adapted story of two young people, Gerda and Kay, whose friendship turns into 

love, about his betrayal due to his fascination with the fatal Snow Queen, about Gerda's archetypal 

heroine's journey, and about the victory of love and the happy ending that they await enriched by the 

life experience that solidified their love. In a way I adapted the original story to transfer it into the 

dance medium creating what Derrida calls supplement (Derrida in Carlson 1985).



In the choreographic choice, according to Susan Foster (1986, 92-95), my selection was primarily 

mimesis - I followed the structure of the music, as well as the narrative structure; pathos, in terms 

of the expression of emotions, dreaming and fairy-tale atmosphere; and to a lesser extent parataxis, 

in the relationship between video animations, music and events on stage according to the concept 

of simultaneity.

Namely, along the costume designer and set designer Neven Mihiĺ, Zdenko Baġiĺ was responsible 

for the visual identity of the performance and his animations create a magical atmosphere. Together 

with the composer, conductor, a live orchestra, dancers and everyone else included in the 

performance, they jointly bring this work to the concept of diffuse authorship (Barthes in 

Auslander 2008, 50).



The animated video was imagined as a simulacrum (Baudrillard 1983; Auslander 2008) in which the 

entire performance occurs. Thus, I decided to use the post-postmodern concept of digimodernism as 

mentioned previously. 

Alan Kirby explains: ñIn postmodernism one read, watched, listened as before.ò Today: ñone phones, 

clicks, presses, surfs, chooses, moves, downloadsò (2006, para.18). Therefore, in accordance with the 

new paradigm, this ballet performance is dynamic, with rapid changes of images often combining the 

stage setting with the virtual digital world.




