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Crossing The Line: The AI Rule Book

WELCOME
We’re really excited to bring this pack to students, teachers and arts
educationalists, and we hope you get something out of it. We were both theatre
students once, and we recognise how mysterious and opaque the world of those
who create theatre for a living can be.
We hope this pack will demystify the creation process, and give you a connection
to our rehearsal room. It is our intention to go ‘Beyond The Theatre’, to be
transparent about where our inspirations comes from (hint: not always through
profound moments at all!) and where our research through the themes behind
our original theatre takes us.
If this pack proves useful for you, please do tell us! We may create some showspecific packs in the future.
George Mann
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Nir Paldi

“ W E C O N S C I O U S LY T R Y T O B R E A K T H E
E X P E C TAT I O N S O F O U R A U D I E N C E

“
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ST YLE: THE AI SIGNATURE

ABOUT US
WHO ARE AD INFINITUM?

“ A theatre company that refuses to be put in a box ”
Lyn Gardner, The Stage

”

One of contemporary theatre’s vital organs

”

Time Out
Ad Infinitum is a multi-award-winning Bristol-based theatre company. Our whole approach; the subject
matter, the way we make work, & those we work with, is collaborative, inclusive & enables diverse voices
to flourish. We have been challenging the status quo of the cultural landscape for over 12 years, daring
it to embrace difference by demonstrating that collaborative ways of working fundamentally enable a
more representative theatre culture to exist.

GEORGE MANN

NIR PALDI

CO-ARTISTIC DIRECTOR

CO-ARTISTIC DIRECTOR

A practitioner, actor, writer and director, George

A writer, director, performer and facilitator, Nir
completed the two-year professional course at
École Internationale de Théâtre Jacques Lecoq.
Nir worked with Ariane Mnouchkine at Théâtre
du Soleil in Paris before co-founding Ad Infinitum.

trained for two years at the École Internationale
de Théatre Jacques Lecoq in Paris (2004-2006)
after graduating from Royal Holloway University
of London with a Theatre Studies degree in 2004.
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The Ad Infinitum signature is to place the body at
the core of the work - to be physical. We employ
different modes of storytelling depending on the
themes, situation and stories we are staging. We
do this because we believe each project needs to
find its own voice, style and way of being staged.
We consciously try to break the expectations
of our audience: people who watched Odyssey
may have thought, “Oh, they’re a story-telling
company.” With Translunar Paradise you could
say, “Oh, they’re a mask company.” When
audiences saw Ballad of the Burning Star, and
it’s all cabaret and drag, it was a real surprise! It
has taken us seven or eight years to get to the
point where our core audience - the people who
come and see our work time and time again know to expect something completely different
from us with each new production. Behind the
mode of storytelling, which changes every show,
are two constant, never-changing elements.
Firstly, we are a physical company. Secondly,

“

we always interrogate a political or social issue.
This is important to us, and important to our
audience - it must be relevant today. For example,
Ballad of the Burning Star invited audiences on
a journey into the core of the conflicted Jewish
State. Translunar Paradise broached old age, love,
loss and generational abandonment. Bucket List
grew out of our research into modern day slavery
in Mexico and the humanitarian crisis brought
about by extreme neo-liberal capitalism. No Kids
explores the question of whether a gay couple
should have children. And Extraordinary Wall of
Silence examines the importance of Deaf culture
and language and how hearing society has actively
oppressed deaf people for over 100 years – without
the majority of people realising this to be the case.
As we reached a point in the company’s trajectory
where we could look back at our history, we began
to see an identity looking forwards: to focus on
ideas, themes, stories and marginalised voices
that are important to examine, prioritise, publically
scrutinise, and give a platform to with Ad Infinitum.

WE PLACE THE BODY AT THE CORE OF THE WORK

“
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O U R M I S S I O N...
....... is to challenge, move & provoke global audiences by telling
stories of those who are marginalised through ethnicity, socioeconomic disadvantage, sexuality, gender, disabling barriers,
age & mental health, & igniting passionate debate about sociopolitical injustice.
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F O R M AT I O N O F T H E C O M PA N Y
HOW AND WHY WE GOT TOGETHER

“ T O S AY Y O U’ R E A N

A R T I S T; T O S AY Y O U
H AV E S O M E T H I N G T O S AY
IS A VERY HARD THING
T O D O. AT L E C O Q I WA S
L I B E R AT E D, I F E LT L I K E I
WA S A S K E D T O S T E P U P
AS AN ARTIST

“

Devising original, collaborative theatre
does not happen in a vacuum.
Know your own strengths, experiences and interests. Your own personal
context shapes who you are and what art you want to create. Don’t ignore
your own history, whether artistic or personal.

Personal Context: George
I have always had to fight to be who I want to be – being gay, it was either
that or lead a double life, you know? So I enjoyed the escapism and freedom
of theatre, and the ability to create different worlds through theatre. I’d been
really interested in the transformative aspect of theatre since I saw Complicite’s
production of Caucasian Chalk Circle. I was drawn to theatre that blew my mind
and ripped my heart open, that emotionally impacted me and changed me in
some way, for example watching Theatre O’s The Argument, or Gardzienice’s
Electra. The theatre I fell in love with was all extremely physical, the style and
performances committing to a very corporeal form of storytelling that was
engaging, visceral, and alive – you can literally see the sweat pouring off the
actors! I really believe in the ritual of the physical transformation being made
real, and in turn the transformation of the audience: that communal affecting
experience.

COLLABORATORS ARE KEY
George’s perspective on choosing collaborators
Who will you create theatre with? Some performances, like Odyssey, need one performer, while
others need more. But they all need direction and design. Ad Infinitum was founded with two coartistic directors, and we find ourselves going back to the same additional collaborators repeatedly,
because we know that these people share our honesty, our ambition, and we don’t need that ‘settling
in’ time.

N

ir and I are a married couple, and it’s

company and truly value these differences: these

important that we try to separate our

differences give two different perspectives and

work and home life, but it’s not easy and

personalities to the process, but also provide a

needs constant attention and care to keep the

tension that drives the projects forwards. We

relationship healthy both in the company and

met at the Jacques Lecoq school which is a really

personally.

tough place to be, so we had a shared resilience

At first, we really questioned whether it was
wise to work together: I thought we’d kill each
other! There was a big risk that an artistic
disagreement would spill over into our home life,

Personal Context: Nir

or that being life partners would mean painful or

I have always been politically involved and motivated - coming from Israel,

had our moments, but fortunately we have

you have to be. I found myself often on the fringes when growing up, so I
gained a comfort from being an outsider, yet at the same time wanting to be
recognised, which creates an interesting dynamic within me as an artist. So I
have this internal drive to unveil, to say things that are maybe uncomfortable
to hear. But I don’t want to lecture, I try to find an interesting theatrical way to

and a shared theatre toolkit, as well as a mutual
motivation for joining the school in the first
place. So these commonalities gave us a great
start.
George Mann

damaging conflict in the rehearsal room. We’ve
always managed to come through our difficulties
through communication and blunt honesty.
We push and challenge each other constantly
- it is always difficult not to let our personal
life interfere. We bring different things to the

say these things. One of my biggest learning experiences was from Lecoq, and it
wasn’t a physical tool or anything like that. It was to listen to myself, to trust my
instincts. It sounds silly, but sometimes life says no. But if you feel in your gut
that it should really be a yes, you should push and continue anyway, and that no
will become a yes.
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A TA L E O F T W O D I R E C T O R S :

HOW WE DEAL WITH MULTIPLE LEADERS

C R O S S I N G T H E L I N E:

THE AI RULE BOOK

Any collaboration, not just a theatrical one,
needs a shared understanding of what is
expected from each collaborator. Failing to
establish this can mean a project suffocates
in frustration and arguments. We operate
on a set of agreements that have formed
between long-term collaborators over a long
time and help to protect the art.

The age-old problem with collaboratively creating original
theatre: How to function effectively when nobody and
everybody is a leader
Ad Infinitum is not a place for divas, so we don’t follow

We collaborate with wonderful designers who want to

any kind of permanent hierarchical arrangement to satisfy

be a part of the conversation from the start - they pose

an ego. We are a team made up of a supportive board

brilliant “what if” questions early in the process that place

of trustees, two co-Artistic Directors, a brilliant company

lighting, sound, costume, mask, or set at the heart of the

administrator, indispensable producers, and a company of

dramaturgy - not as technical add-ons that fulfil a request.

wonderful, beautiful creative people that we love to make

At any moment, someone on the team could have a

theatre with whenever they are available. Without any of

brilliant idea – we believe it’s important to remain open

these people, the company would not function.

to that, and so it’s not unheard of that a brilliant line, or

Nir and George used to take turns to direct, but over
the years we have found we can be much more fluid,

manager, or set designer when in the rehearsal room.

depending on the project and who is driving it. For

We collaborate with wonderful performers who know

example, Translunar Paradise was directed by George,

that we are all in the rehearsal room invested in making a

and dealt with grief, escapism and trans-generational

piece of art about an important theme and subject matter.

responsibility that connected with the death of George’s

Rehearsal involves being able to fail spectacularly, and

father at the time. Ballad of the Burning Star began as

throwing yourself into bringing to life an idea even when

an autobiographical project for Nir, tapping into common

you have no idea how it will turn out. Failing is how we all

narratives inside the Israel and Palestine conflict,

find the material we are looking for, if you feel empowered

influenced by experiences and stories from Nir’s growing

to suggest and try new things no matter the outcome, then

up in Israel. In these personally-driven projects, it is easy

the best ideas, concepts and theatre - magic moments can

to say “you are directing and I am supporting”.

emerge from that freedom. It’s the only way to truly test

Sometimes, Nir or George take on the role of performer,
and sometimes they collaborate, working together without
nominating a leader. No Kids is an example of this.
Whatever the role being taken for each project, the
whole team understands that everyone is invested in the
outcome of the whole. No one person wants to separate
from the rest and ask to be judged only on “that bit” and
to hell with the rest.
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idea in one of our plays, may have come from our stage

your work – by making it in a room full of people you trust,
and striving to find out what works and what doesn’t. In
the end, this leads to great work through honesty, and
through a process of constant improvement with everyone
putting the art and what we want to say with theatre, first.

No Divas

Generosity

We are impatient with anyone who makes it
about themselves during the process. Diva
behaviour draws focus away from the piece
and onto an individual. It’s about putting the
art first.

Don’t wait to be told what to do. Propose
ideas. Give and take makes the world go
round.

Company

Presence

We work hard. Let’s keep doing that with
a sense of playfulness and having fun.
Together.

We are all here for the work. Be present, with us, in the room. This doesn’t
just mean ‘turn up when you’re supposed
to’ - it means give the work your full
attention. Attention can’t be shared with
your phone.

Permission
We give each other permission to mess
up. Just dive in. It’s necessary to acquire
originality.
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PROCESS
APPROACHES TO CREATING

“ EVERY SHOW HAS A DIFFERENT APPROACH - OUR MISSION IS TO
BE DIFFERENT AFTER ALL. BUT WE STILL HAVE OUR TOOLKIT “

THE STAGES OF CREATION
THEME & STORY
Identify a social or political issue that interests
us, and explore the potential for story to
explore this issue. Often, one of the artistic
directors has an idea that has been nibbling
away for a while.

RESEARCH
Whole cast are involved in research, each

Our approach is extremely focused. We

range of other questions, such as the carbon

work hard, and we often work with the same

footprint of each human being on the planet,

people. We like to counter our hard work

questions which totally transformed what the

with playfulness and togetherness.

show would become.

Every show has a different approach. We’ll

Research plays a huge part in our process.

usually start with a theme in mind, one that

We have to know what we are talking about,

is politically or socially relevant. We start

for sure. We would be doing a disservice to

looking for a story that can carry the theme,

audiences if we got up there and provoked

and maybe characters or situations that are

thought and debate on an urgent issue but

interesting, and then we explore the most

fed that debate with falsehoods and pure

exciting and surprising way of telling that

imagination. But on a creative level, the

story.

research we do feeds us with perspectives

We arrive into the rehearsal process already

we weren’t aware of. It provides a fullness

charged with knowledge and perspectives

to our work, much of this is down to being

about the issue. We are armed with a

immersed in a topic before we even begin to

constellation of unconnected stimuli.

We have a bag of theatre-making tools
- from our Lecoq School training, from
university, from workshops, from working
with professional theatre makers from all

person with their own focus. This begins
months before the first rehearsal.

IDEAS EXCHANGE
An email/message exchange progresses for a
few months, with provocative concepts being
thrown into the mix for debate.

FIRST REHEARSAL

create a physical stage language or a story.

over the world. But we have no idea what

In our quest to surprise our audiences we

will happen when we start, which tools we

like to chop and change our modality of

might use, or where the theme will end up

storytelling. The tools we use will be different,

going. For example, with No Kids, we started

our approach will be different depending

out expecting to do a show around the

on whether we use mask, or drag, or play

questions of whether a gay couple should

with light and darkness. So, each new show

have children; whether it was selfish or

ends up being vastly different to any of the

not. In our research, we uncovered a whole

productions that came before it.

IMPROVISE
We dive right in and improvise both with
and without music and objects; with a rough
structure that we know must change.

REVIEW AND REFINE
We video our improvisations and watch them
back to discover moments to change, and we
share our work with audiences over and over,
receiving feedback that we use to refine and
clarify our intended impact.
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U S I N G S T I M U L U S M AT E R I A L

“ A C O N S T E L L AT I O N O F
STIMULI

“

We don’t write a script until almost the end of the process: it becomes a record
of what a piece has become, rather than a limitation on the process from the
start. Even with a script we continue to test, play, and question, and even after
each night’s performance. We amass a constellation of stimuli during the process. It is unconnected at first, becoming connected over time.

Make and share, make and share. Each make-share cycle was a week long at the Lecoq school, and was terrifying at first.
But it taught us to see the work through the eyes of the spectator. There are two main methods we use to check if what
we are creating is actually any good.

Yeats

Recording Rehearsals

Sharing Work In Progress

During Translunar Paradise, George was confronting grief through the loss of

We always start with improvisation, and will run something

Scratch performances are integral to our process. We have

his father. The poem, ‘The Tower’ by William Yeats hit right at this time, and

over and over, many times. This generates a lot of material,

always shared our work in progress, before it is finished, to

became a catalyst for all the feelings that grew out of this grief. The impact of

which we record on video, notes, and in our memories. We

invited audiences many times over a year or so before we

the poem, and its ability to crystallise and process thoughts for George meant

watch the videos back - what does it look like from the

launch the premiere of a show. This allows us to get honest

that it also had impact on his work. In fact, the line, “That, being dead, we rise /

outside? From this we enter a phase of constructing the

feedback about what is and isn’t working. Scratch audiences

Dream and so create / Translunar Paradise.” was so poignant at that time, with

scene –and other ideas will occur: what if Rose is watching

inspire us with thoughts and a different perspective on the

those feelings, that the title of the show came directly from this stimulus.

William make tea as a spirit? Can the tea making be rhythmic

work, and we are open to new ideas. For example after a

Madonna

and set to music? William doesn’t look very sad, when he’s

sharing of No Kids we were asked, “Yes but, how will this

supposed to – so can we research with the mask a bit

change you?” It was a light bulb moment - of course our

In No Kids, we collected the image of Madonna as the ultimate mother figure -

more and make sure he looks sad… and so on. Like this we

characters had to change, every story should be a journey.

create scenes. Later, bigger dramaturgic questions become

So we worked on that. Our first sharing of a work will be to

important and we begin to look at our piece as a whole.

invited professionals, the next to friends of the company,

totally relevant to the show’s question on whether a gay couple should go out
of their way to have children. But then we also have Madonna the pop star,
who is a gay icon, which plays into the question from a different angle, and
actually, Madonna the pop star has become integral to the show. Her music
acts as anchors for certain scenes.
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R E V I E W A N D R E F I N E U S I N G F E E D B A C K T O C R E AT E

then to wider public and so on. People now come to
every sharing, to watch the whole process and see the
development of the project.
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FIND OUT MORE

TOOLKIT
FROM OUR REHEARS AL ROOM

SEE US ON TOUR, READ WHAT WE’RE WORKING ON NOW,
JOIN A MASTERCLASS, OR INVITE US TO YOUR SCHOOL

Improvisation

Transform for fun

We dive right in. Have an idea about what your scene or
piece structure might be first, and know that it is wrong
and needs changing!

Play with the same scene with different speeds. Do the
whole play in a minute. Try slow motion. Notice when a
routine moment becomes special or has new meaning.

Get Physical

Music

Often the answer is simply to get moving. It may be that
you’re feeling stuck - so just do something, anything,
with the body and commit to it, it’s amazing how it
always unblocks the process.

Re-run an improvised scene with live music. Then
again with a recorded song. Try running a sequence of
movement with music to find a rhythm.

Warm Up
We always aim to get a bit sweaty before we begin
working, it frees the mind, and prevents injury when
you start throwing yourself around, so we always play,
do a bit of yoga and stretching, and make sure we’re
ready to work. If we’re making a piece with words or
that uses the voice, we always do vocal preparation too.
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Level of Tension
This is a crucial lesson that comes straight out of the
Lecoq School teachings and is something that is part
of every production - making sure the body is the right
level of tension. We have 7 levels, and we ask all of our
performers to enter the stage at level 4, 5 or above. It
ensures presence, concentration, physical precision and
commitment, and it’s often very sweaty. It also opens
up the emotional and engaging aspect of the theatre
we’re making too.

Connect
admin@ad-infinitum.org
Twitter:

Masterclasses and Workshops

http://ad-infinitum.org

Experience the Ad Infinitum style for

Go Beyond The Theatre to read more

yourself, working with George and Nir.

about the themes we are addressing in

@TheatreAdInf

We offer a wide range of tailor-made

Vimeo:

workshops

TheatreAdInfinitum

Insgtagram:
Theatreadinfinitum

Facebook:
TAdInfinitum

and

master classes

that

our work, and see the constellation of
stimuli that makes up our research.

vary in length and theme. From one

Check out the tour dates to find out when

hour workshops to weekend and week-

and where you can watch our shows.

long courses. Each time we facilitate a
workshop we do so according to the
needs of the organisation inviting us and
the participants taking part.

Book a performance in your venue to
suit your needs. This can be expanded to
include Q&A or workshops.
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c/o Theatre Bristol
The Fire Station
82-84 York Road
Bristol BS3 4AL

