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Backstage: Mission, Structure and History of the Cmpany

“We wanted to create a space where passports didatter...where artists of color
could talk to each other—mature artists, havingtpall conversations, and working

toward artistic excellence together...A space whet® politics and human rights co-

exist very consciously...Our lived experiences madevork very relevant: that became
the pulsating breath of our collective.” - Dipankar Mukherjee

Pangea World Theater was founded in 1996, witlr fivet production ofThe Conference of the
Birds, the 13" century Persian poem by Farid Ud-Din Attar, whptdlywright and Pangea co-
founder Meena Natarajan adapted for the stageetns fitting that this production should be the
birth of an ensemble theater whose mission islaniinate the human condition, celebrate
cultural differences, and promote human rightd,tte@mes that can be drawn from the rich
symbolism of the text. Upon hearing the title, omay recall Peter Brook’s famous 1970s
production of the same name which, to some, hasnbeone of the penultimate examples of,
not only remarkable ensemble work, but of West@prapriation and neocolonialism in the arts
(especially as described in John Heilpern's docuatien of the process of creating it. The
founders of Pangea World Theater may not have ladponse to Brook’s production in mind,
but inherent in the fact of their re-envisioningdacollaborative re-creation of the original text i
areclamatior—and a declaration of the symbolic power of anrmmaé@onal, multiracial,
multicultural ensemble that is self-defined andhfir committed to coalition politics.

Co-directors Dipankar Mukherjee and Meena Natarajate: “Pangea World Theater was
conceived as a progressive space that would bningihg artists from very diverse backgrounds
and ethnicities together to create work for a mautial audience...We are interested in
journeying beyond representational politics toacplwhere there is a mutual respect for
differences [among] artistic collaborators... Thigisore value of our artistic vision.”

In addition to creating multidisciplinary adaptatsoof traditional texts, Pangea World Theater
also creates and supports original contemporarikwocused on “new voices, new stories, and
new ways of telling.” Their goals include suppogtiocal, regional and international work;
maintaining a constant commitment to collaboragiv@cess, including multiethnic, multilingual
casting and audiences; hosting international exgpésmwith artists “who are masters in their
field;” fostering dialogue on important contempgréasues; and building coalitions and
partnerships across the arts and social servindsa@oss cultural identities and economic
realities.

At the time of writing, Pangea’s core ensembleudek seven artists: four performers plus
Meena and Dipankar, and a stage manager. One @mden, in addition to the co-founders, has



been with the company for more than 13 years. Atheir casting is “multi-racial and includes
individuals from immigrant, African American, Asig@merican, Latino and Native American
communities as well as master artists from othentriees.” Depending on the scope and
community focus of the each production, Pangea afsyaudition additional cast members.

In the organizational structure of the companystlff members are also artists and/or
participants in the creative process. There arstsift members, in a combination of full- and
part-time positions, in the following structure:

Dipankar Mukherjee, Artistic Director (also a diteq

Meena Natarajan, Executive & Literary Director @agsplaywright)
Katie Herron, Office Manager (also an actor in¢neemble)

David Emery, Marketing & Community Outreach (alsstage manager)
Diana Benjaafar, Development Director

All positions have benefits, which is very impottémthe company. Pangea World Theater has
an annual budget that fluctuates from $385,00&0¥00. The company has their own
rehearsal studio and office space, but they ddvae¢ a theater of their own. At present, Pangea
most often rents theaters and performance spacegMver, they can transform their studio into
50-70 seat space for smaller events, workshopgdnchtional activities. The studio can also
serve as a small source of revenue, as a rentzg $palocal dancers. “When you don’t have
your own theater,” the co-directors state, “thellelmge of space is very consuming...Even the
internet [becomes] our space...[we have to stamkihg of public spaces as ‘our space.”

Pangea’s Board of Directors currently includes tagh members, plus Meena and Dipankar.
The board also reflects the company’s worldviewnthers are South Asian, Native American,
African, Canadian, African American and Caucas#ndg one is from the U.K. The board
includes “new immigrants, human rights organizarssts, arts advocates, educators, librarians,
and students.” With all board members, the co-trsduild a relationship over two to three
years: “It evolves organically...What has realistigaorked with us is having a relationship
over time...seeing if they’re passionate human beiagd supportive of the arts.” The company
considers it important to have artists on the boasdvell as members of the communities they
work with, such as recent immigrants and Native Acams.

Pangea’s directors are also conscious of the Ishigiedevelopment that is sometimes needed
when an organization makes a commitment to intaatidiversity. Dipankar states, “With
recent immigrants, there’s an education procedsgheery important, of how to be on a board.
It's an informal process at Pangea, but it's vemportant.” Similarly, the company is interested
in including youth on the board next: “We reallynw#o challenge ourselves,” they say, on the
core value of participatory leadership.

In addition to the formal board, Pangea has forretbus committees, some of which are on-
going, and some which work directly with initiatsrzand specific programs—such as the
International Advisory Committee, which suggestsvant or contemporary literature or
international artists from participants’ countriesthe Journey to Safety Task Force, which
includes community advocates on issues of domestience in relation to the company’s
Journey to Safetgerformance project.



Like most ensembles, artistic and physical traingngn indispensable part of Pangea’s work.

The company offers training in Voice, Directing,tihg, and Martial Arts, particularly Kalari (a
South Indian martial art, Kalaripayattu). Since 89@angea has trained over 2,000 students. The
company also facilitates community workshops farledand youth, some theme or topic-based,
and a high school summer program for yolltiverse Stagedn addition, Pangea has mentored
five smaller organizations in the last ten yearshow to start, how to write grants and so on;

and has served as a fiscal agent for start-up @@#ons and independent artists.

Historia: Pangea’s Story, History & Programs

“I never got up in the morning and felt that I'mraarginal voice,’ or a ‘marginal’
director...The point is, you get up, and create yoark with integrity and focus...These
voices that were supposedly, in everybody’s voeapuiin the margins'—we wanted to

bring them to the center.” - Dipankar Mukherjee

All the artists Pangea with whom collaborates cdmom different places, literally and
figuratively, and they all bring their historiesemories, stories, artistic traditions and styles of
creating workwith them. “Our timeline did not start with [theeation of] Pangea,” Dipankar
asserted. “As artists, as creative people, weestamtars ago, in different countries, and we'’re
strongly influenced by the politics which have bgeimg on in the world.” Meena continued,
“We worked as an ensemble in India, without evdhinggpit that. When we came here, we
brought that spirit.”

Meena and Dipankar incorporated the organizaticsbas as they conceived it, even before the
first production, in 1995. Other founding memberduded Kathy Haddad (also the founder of
Mizna, the first Arab American literary magazine), mieicKeith Lee, and others. “We applied
for non-profit status very soon,” Meena said, “gud it within a year...It was out of that first
production ofConference of the Birdsat least five actors from that cast stayed with us
consistently for the next seven or eight years ..yTderame core members of the ensemble
...and out of that core, a couple still remain.”

“From the first season,” she continued, “we haérse of future. We knew we wanted to do
projects over the next three years, but we alsblg@d opportunities that presented themselves.
For example, the Kerala community came to us asémee time that we were doi@gnference

of the Birds and asked us if we wanted to present Kathakadi .S@ld yes...[but] we cantto
anything—the only thing we can do is to give yoaap(we had the Jeune Lune space at that
time) and help you with the marketing it to thehtigeople. But we can’t give you money for
fees for the artists...So they fundraised... Togetmethé community, we raised the fees for the
troupe from Kerala...Everything was so serendipitesause we were talking about styles and
traditions, about learning techniques...and two efrttasters of the school of Kathakali that
came (from India), they trained some of our actBisright away, we started practicing some of
the things we were talking about. It was just amgzo see the training happening, and the
observation of their creative process. That's sudigorous discipline, it takes so much
technique; it totally affected the company of astat that time ... And [the collaboration] also



helped us grow our budget. We were expecting anarudget of $36,000 at the end of the
year; it became $65,000, which also leveraged méorethe next year. As we grew the
company—we would do two plays every off year, anelg other year we would do three—we
kept building our budget little by little.”

Through the years, Pangea World Theater has agtdesn trying to, “not only cross audiences
(which everybody is trying to do),” but also to ssaartistic disciplines and genres, in ways that
“engage people of color from different backgrouirda very active and conscious manner.” For
example, Meena explained, “We did something cdfiesbdom Songsm our second year...We
had different people talk about what freedom méatitem...” The collaborating team included
African American, Cambodian, and South Asian atiir example. The company also began
experimenting with multiple languages on stagehsasgoriginal poetry performed (chanted)
entirely in Khmer, and then performed in Englishampther actor.

Pangea began the ser\ésices of Exilen 1999, giving writers from new immigrant and rgée
communities the forums to present interdisciplinaork. “Yes, because that was a time of
Proposition 187,” Dipankar explained, “the Newt @ich manifesto on anti-immigration...At
that time, we were strongly connected with Humaghi organizations. [We began tisAS
project Building Immigrant Alliance & Suppe#tdiscussions of our immigrant lives, and all the
things we were dealing with in the political enviroent as immigrants...We were the ‘new
enemies.’ | remember still, there were 22 partiotpa.. it was a huge cast. Meena wrote this
piece calledlshadowlinegnd we did it in the open air theater at The Nafivts Circle, you
see...On this earth that belongs to the Native lpetgd us discuss immigration!...We had three
Native panelists, and the whole conversation guoteth on its head. They were not saying ‘do
we call them legal or illegal?’ They were saying, our language, the closest translation to
“foreigner” is “friends whom we have yet to meetfere we were, stuck in this conversation of
whether we were legal citizens or ‘illegal aliereyd suddenly there was this bomb of
inclusivity that happened in that roonfriends we have yet to meét

The relationship with the Native Arts Circle grawough dialogue over time, with Executive
Director Juanita Espinoza, giving birth to Pangéatigenous Voiceseries in 2001. The first
presentation in this series was Diana Fuemana (WiewWORLD Theater had brought to the
U.S.) from New Zealand. Dipankar explained, “Wed®igndigenous Voicewhen Juanita said,
‘There is funding for traditional arts, quiltingahve [crafts]...but Dipankar, there is nothing for
contemporary performing artists.” He went on teckbe early impressions that led him to
wanting to support Native American artists: “I renteer, we were in the Mall of America. |
remember these scenes, because at that time, Nimlieeavas a new place to us and we were
trying to make it our place...We were away from ledior 8 years, we could not go home. So we
were very, very sensitive about what was happenittgs.juxtaposition of images that were
around us, and that we were a part of. During Thgivikng, in this absolutely wealthy place
called Mall of America, where we saw in the coraerthe ground floor, there was this family—
a father, mother and a grown child—playing thedlunt their Native costume. Just stuck there.
And | felt so sadThis is their land! It is their country, everythimgtheirs! And we’'ve reduced
them to this tiny moment of entertainment which aads even listening to...” So Pangea
created a presenting series focused on indigerrtigsalobally, and a space for Native



American artists to create contemporary work, rdatetheir own aesthetics, each year during
the month of November.

In theBridgesprogram, a community of immigrant and “minority'tiats across cultures and
disciplines are brought together to collaborateecific projects. Artists of color from around
the nation and world explore new collaborative apphes using Open Space Technology. In a
unique process, relevant to their experiences asthatics, they investigate ways to “deepen the
connection between creative dialogue and artisgaton.”

Over the past three years, Pangea has developdduheey to Safetgrogram, a stage
performance and training program (in collaboratmtin The Advocates for Human Rights)
created to impact the legislature, the judiciateysand various domestic violence programs by
giving lawyers, judges and advocates a better wtaigding of the barriers that immigrant and
refugee domestic abuse victims face in the countraad in their communities. The performance
features five women of color—Kenyan, Hmong, LatiA&jcan American and a South Asian—
who speak different languages but share similaeeepces.

Other programs includeatitudes which engages diverse poets, dancers, and s in
producing, sometimes with contributed studio spaagirecting support from Pangdaiverse
Stageswhich develops performances created by youth, basedeir issues and interests, in
collaboration with Southwest High School in Minnekg; and théAlternate Visions Serigs
commissioning new works by artists of color thatdrae part of Pangea’s season.

Pangea World Theater is now embarking on a newi+yesdtr, site-specific series of
performances, dialogues, panels and films on (imwation and displacemeriyphe-NATIONS:
Immigration Mattersntends to respond to the challenges faced byrhwigg immigrant
populations in the Twin Cities through a multid@oiary approach to community engagement.

Circle of Conscience: Partnerships

Becauseprocess is such an important part of our creatiomeationships that are
created and thedialogues that occur around the work are as important asdhe
- Pangea World Theater

In keeping with Pangea’s mission and vision ofraegdrated relationship between political
awareness and ensemble artistic creation, the tbétheir 2009 season is “Circle of
Conscience.” It includes several on-going, multyprograms and presentation series. Pangea
has created extensive networks and alliances \atiows organizations, across sectors, that
partner in their community-rooted programs. In kegwith this cross-disciplinary approach,
their interns are mostly not from theataithough they often become involved in the creativ
process; they include students in human rightsrarag, law school, political science, and from
the Institute of Global Studies at the UniversityMinnesota, as well as theater departments
from local colleges.

Current human rights and service organization pastrand the issues they focus on, include



Centro Legal, providingro bonolegal aid to the Latino community on issues of iigmation;
Advocates for Human Rights, bringing to life issaésut child labor, diversity and human
rights and domestic violence (Pangedisirney to Safetis based on a report by TAevocates
for Human Rights); and prominent advocacy and sergrganizations such as Asian Women
United, St. Paul Intervention Center, Alexander siDay One, Wellstone Center, Harriet
Tubman Center, Chrysalis, Casa De Esperanza amer&htVomen’s Advocacy Project. In
addition to providing community connections and@zhcy for participants, services that the
theater is not equipped to offer, human rightsrag have sometimes also provided funding
support, by raising money with Pangea as a partner.

Pangea World Theater also has many arts partnecg they do not yet own a performance
space, they often co-present, and work in a vagégpaces. Past and current arts partners
include the Indian Music Society of Minnesota, Walker Arts Center, the Native Arts Circle,
Ancient Traders Gallery, Intermedia Arts, the Arainerican literary organization Mizna, and
Mu Performing Arts (with whom Pangea co-hosted20@8 National Asian American Theater
Conference). Pangea is currently planning a fiveryellaboration with Teatro del Pueblo, a
theater with whom they have “shared a vision amg@wic bond over the last five years,” to co-
produce work by Latino artists.

Now that Pangea is a member theater of the NatPedbrmance Network (NPN), they are able

to co-commission with other national arts partnars] present touring artists from around the
U.S., in addition to their own projects and co-protibns.

Setting the Scene: Context & Environment

Meena is cooking our dinner while we’re doing tinstfinterview, in preparation for the post-
performance gathering, which will happen at thednte later that evening. “I'm just trying to
get the potatoes going,” she says as we discussrnieonment in which Pangea World Theater
has grown. The kitchen and oven are full of enosrtishes, baking and simmering, and the
wafting aroma of spices. “Look how much Dipankamnteal me to make... he’s always trying to
feed an army.”

According to a paper titleflhe Case for Diversity: A Role for the UniversifyMinnesotaby
Karen Zentner Bacig, published by the UMN Extenss@nvice (2004), Minnesota has the
fastest growing population in the Midwest:

The state of Minnesota, much like the nation, edarncing sweeping demographic
changes. The overall number of people in the stateased 12.4 percent between the
1990 and 2000 Census. Between the years 2000 &%) @@ state’s population is
projected to increase another 14.1 percent, reaglover five million in the next twenty-
five years...According to U.S. Census data provigethé Minnesota State
Demographer’s Office (Peterson, Minneapolis Stabiine, January 13, 2005), the
projected population growth in the state for Bla&kican Americans is 115%, for Asian
or Hawaiian/Pacific Islanders is 121%, for Americhrdian or Alaska natives is 59%,
for Hispanic or Latinos is 185%, and for persongwd or more races, is 243%; growth



among those who identify as White is projected¢éavgust 17%. Clearly, much of our
state’s growth over the next 25 to 30 years wilab®ng Minnesota’s communities of
color. www.extension.umn.edu/units/diversity/casefordityehdm|

In a national theater field where worn conversatiparsist at annual conferences of how to
attract diverse audiences and fears of subscriityer populations dying-off, Pangea World
Theater estimates that their audiences are appabeiyd0% people of color, and primarily
from immigrant communities. They work directly acreatively with the growing Hmong, South
Asian, Ethiopian, Somali, Tibetan, and Latino comitias, as well as with Native American,
African American and other Asian American artistsl @ommunities. In their literature, they
proudly proclaim, “Our work addresses the varioul$uces that live and work here, and we
work closely with communities to involve them inrqarograms (as writers, actors, curators,
board members, task force members, liaisons) torerbat diverse voices are heard.”

Commenting in more detail on the socio-politicatl amtistic environment, Meena explained
that, while there has been a huge influx of immmggan the last ten years, the Twin Cities are
still majority white or European-American. “Minnegjs is an amazing theater town,” she said,
citing the Guthrie, Penumbra, Mixed Blood, and ntouns arts organizations, companies and
institutions, “... but still, most is ‘formal,’ ‘tratlonal’ or European theater; although there is
more performance art than there used to be.” S$wssed the notable discrepancies in arts
funding, often repeated, in which the most welldead theaters continue to receive the most
money for mostly “traditional” work by white peoptemost often by “dead white playwrights,”
and sometimes by black playwrights. “If they're mipia Pakistani play or an Indian play,” she
said, “they’ll call us and ask us for casting...besmthey’ve simply not made those connections
or relationships with the community. So we [arateel] like the service for providing
actors...And for me, what is problematic, is thagreif people of color are in the shows, there’s
no consciousness of how bodies are used...Thevetsmsciousness of including people in the
theater, and when they are included, there’s nga@onsness of who'’s inhabiting that body.”
She also expressed frustration at the “same olsghaggts” that attempt to maintain a false
distinction between work seen as “social justicekivand work that's “aesthetically excellent”
or considered important as “art for art’s sake.& $bntinued, “The minute you include people,
inclusiveness or having diversity is seen as squstice work...We have many ethnic theaters in
town, and there are theaters that really have cetelylmulticultural casts—but actually there
are very few theaters that [work in] tB®©LLISIONof those cultures. And for us, it's as
important to have collisions, not only of peoplenfr different backgrounds and ethnicities, but
also to really consciously include immigrants im mix, to include Native Americans in our
mix. It's very consciously done.”

On the significance of place in Pangea’s work, Mesaid, “Because we work with immigrant
communities, we work with the issues that are is tbwn. [For example] théourney to Safety
project was built from a report from the Advocaf@sHuman Rights... We have a multi-lingual
cast of six women who've created this piece; a opthe women have continued as our
Domestic Violence Advocates. It's really about ajag the systems here in Minnesota—
judicial systems, medical systems, how lawyershedr tvork...We did our research by sitting [in
courts] and observing judges, and many of the wowent along with us to do this research...In
that sense, place is very embedded in our [workEeihes out of being here, in this place. And



at the same time, we’re global citizens. We coromfdifferent traditions, we’ve watched
different traditions as we grew up, so it's a magif both. And I think, when you're
immigrants in a place, you are that—both local giotbal.”

In the same way, as a theater committed to besppresive to the issues affecting people’s real
lives, global events have a tremendous impact aig&aWorld Theater's work. In 2009, when
asked about how the environment has changed intrgears, and how those changes have
affected their work, most arts leaders will filsink of the economy. But for Pangea, the first
thing that comes to mind is September 11, 2001r ti5g' Dipankar explained, “9/11 was a big
shift...it made the work of the theater much moresutg.These landmark years, living in
America—the first attack on Irag with the seniorsBuand the second—shaped our psyche. The
anti-immigrant mentality...It was like layers of pilofg, being profiled as enemy...What was
happening in the world had direct impact on whas Wappening in our personal lives, and that
had direct impact on how Pangea was being shapéskha continued, “One of the first things
we did, when September 11th happened [was to cobdd with Mizna]...Kathy Haddad co-
wrote a play calledVith Love from Ramallahyhich Dipankar directed. And that really brought
a huge number of Arab Americans in...which was vesfud. And we hired Khalidi as our
Education Coordinator, and commissioned his play-e still an undergrad, but there were so
few Arab Americans writing.”

“The other thing that has impacted us,” Meena cw@d, “is our work in India and South
Africa—Guijarat, and Truth & Reconciliation in Souifrica...We went right after the attacks
on African immigrants...Coming back after that realbmmitted us to working with immigrant
communities and immigrant youth. The youth arenspartant.”

Of course, it is a difficult time for the arts, aRdngea is not immune to the economic crisis. The
theater has been affected by very important fundeasging priorities or withdrawing funding.
Pangea staff expressed concern about foundati@amgty their focus away from arts and more
toward “social service,” within a construct thaiedaot necessarily include cultural work. While
the early part of 2009 saw audiences as strongager as ever for Pangea’s performances,
Meena explained, “we still are very dependent @anty; we can’t survive on ticket sales because
our audiences can't afford higher prices.” Thepagpressed concern about the state climate,
with the Minnesota governor saying publicly thatwented to turn the state arts board into a
private non-profit. Meena and Dipankar observed tinare are also fewer individual artist
fellowships than there used to be. “But we're &tdtter off than other states in the country,”
Meena noted, with the Jerome and Bush FoundatioNBrinesota, leadership grants, and other
opportunities.

In these dire economic times, Pangea is contrigutrthe local cultural economy by offering
studio space, office space and resources to snmatjanizations and individual artists who are in
danger of losing their resources; they've alsoigigdted in and hosted discussions to strengthen
cross-sector collaborations.

“I've got to get the potatoes!” Meena declares, dadly realizing how much time has passed. At
the end of our first day’s interview, we stop arhEsep conversation to prepare for the
evening’s event: Pangea’s presentatioMaing Flew Over the Cuckoo’s Neste latest work



by Kristina Wong, supported in part by the NatioRakformance Network. The show, held at
Intermedia Arts, has a full house of a remarkabiyetse crowd. The piece is sharply conceived
and beautifully performed, and the majority of ¢halience stays for the post-performance
dialogue...which I'm moderating. Meena had askedamadderate shortly before | arrived in
Minneapolis. Inclusivity indeed! Not only is oneleeened, with tremendous warmth and
hospitality, but invited into situations of leadens almost immediately... The discussion is rich,
challenging at times, yet generous and fully endade soon as the dialogue concludes, | leave
with Meena, who returns home to prepare for the4sbsw reception, while Dipankar oversees
the strike at the theater. The feeling of the gatigeis familial, relaxed, and jovial ...

Cultural Aesthetics: Community in Everything We Do

The next morning, when | join Meena and Dipankabi@akfast, they are hosting two
community supporters in their home. Meena cooksliaidus South Indian meal which she
describes as “very traditional,” and afterwards, inkar leads us on a walk along the banks of
the Mississippi River—all while conducting a megtivith their supporters to ask them about
leading a table at the upcoming Benefit for Pangéald Theater. By the end of the walk, the
two guests have committed to heading, not onewmutables.

SPACE, TIME, RELATIONSHIP

The core of what we’re trying to say is...our relaship does not start with a ‘project.’
First we have a relationship, then we create wodether. That is why it sustains.
- Dipankar Mukherjee

Once a colleague from another theater was visRiaiggea’s studio during rehearsals and
meetings. There was a delivery, and Dipankar stpgeat he was doing to greet the young man
from Federal Express, and offer him a glass of wdtee colleague was surprised that Dipankar
took the time for this interaction. Dipankar resged, “But wouldn’t you do that when someone
comes to your space?” He reflected on this latenly when people comment on it do we
recognize that we're doing something [differeifyhen somebody’s in the room, they are a part
of the work, no matter who they are.”

Theater artists, especially directors, generallyaustand the space-time relationship, awareness
of who's in the space, and relationships betweanarubeings (real or fictional), as critical
elements of developing an aesthetic, or a worldtage. But how often is that aesthetic
understanding extended to the world of the orgaiozaff-stage? It may be less common that
an organization commits to daily awareness of whotbe space, and considers the quality of
interaction with everyone in it a part of their geedic and mission.

Pangea World Theater leaders believe in “relatigmshtside of function...It's a cultural issue,”
Dipankar said. “Welcoming people into the spaca t®nscious creation process. And we
support each other in our personal lives. Whenngage with community members, we're
trying to figure how to sustain the relationshipgiotime.”



The question of space, both literal and figurataug] the conscious effort toeate a spaceas a
theme that runs through discussions with Pangeal@esnand their writing about the theater.
“As immigrants,” Dipankar explained, “the sensenof having a space was so present...” For
years, the ensemble worked in community and altesnapaces before getting their own studio,
and they still are an itinerant theater in termp@&fformances. They developed ways of making
spaces theirs, through shared practices and cretaital$. For example, the ensemble always has
a table of personally important objects, to whielcslemember contributes. “We all felt the need
for a root,” Dipankar continued. “The Sacred Talbes the only thing we had... this wooden
circle of four feet ... it moved with us. When we didr rituals, it became our space.”

Pangea World Theater’'s sense of time in develoggtagionships and programs is also quite
extended, usually multi-year, and on-going. Parggefi members value this longevity of
relationship. Speaking of the company’s Office Mgara Katie Herron, who is also an actor in
the ensemble, Dipankar said, “She came to us thrangnternship, and then she got hired as a
part-time person, and now she’s full-time. Thagsen years of relationship...Sustained
relationship with people really lays the foundatidfe’'ve never really created work as a
‘project’ or an event. For example, we are veryselto the Hmong community. We saw that
they do not have access to professional suppagesnanagers, lights—so they were always
doing their work at the Hmong New Year. We createites of Exildas] a space for fourteen
Hmong artists to create their work. From there fovend somebody who created a wonderful
piece. We immediately called him and gave him aro@sion to write a full-length play. And
we ended up developing his play. And then lateiGdrae into our Board of Directors. So the
relationships get deepened over a period of time.”

Meena added that, when relationships are developthis way, “then individuals from that
community, they come back to see the work. Evéiney haven’t got training, they come and
participate in a play.” And that leads to long-tesupport.

Inclusiveness, or intentional diversity on-stagd aff, requires different strategies, and even
different material. In addition to familiar strateg such as organizational partnerships and post-
performance dialogues, community engagement atdRaisga completely integrated process.
Pangea believes that the audience develops bechtisematerial chosen, and that communities
will come to the theater if it's relevant to them.

But a willingness to try new methodologies, anthiest time and resources in the professional
or artistic development of community participamsalso needed. For example: “If you require a
headshot and a resume,” Dipankar said, “you’ll kerepking with white people. We had to
search for new methodologies for auditions. With ¢ast of seventeen Arab Americans—what
technique? We had to train them...You find one or pgople who really get it, and leverage
them.”

Dipankar stated that for Pangea, “Audience ia@ival—the starting point is a pro-active desire
to connect. Even with one artist. Take a step bfact:identify whose story needs to be told.
Then invite community, and create a community cduiiben scholars, student associations,
families. They all talk with the artists. All theegethodologies are right in your household.”



“Digging deeper,” Meena added, “getting to know & your own back yard, getting to mine
that... When we do an event with 300-500 people, m@keach and every one of them. It's
built one person at a time...It's about how you emggrownership in the project. Because then
people will do the world for it.”

On an organizational level, Pangea World Theat&tditne same philosophy with partnerships.
They take pride in “evaluating the historicity ashepth of relationship with our consortium
partners. We have never created ‘sudden’ partresshhey assert, “solely due to ‘project
money’ made available through foundations. Our erpee has shown us that these ‘sudden
love affairs’...do not last and are at best dysfuorai and disingenuous, lacking integrity and
sustainability.” Pangea has created deep relatipsstith artists, opinion leaders and cultural
organizers for over a decade. In their planninggm@mming, execution and assessment, they are
committed to continually asking themselves “whosiEes are missing from the table?” They
feel that large institutions tend to work with connmties in a one-off way. “We commit general
operating money to this work,” Meena said, “It'sitimportant to us.” Pangea asserts that their
partnerships evolve “organically and with a desireur hearts to craft an alternate, inclusive
and interactive community.”

Ensemble Process & Participatory Leadership

Our creative cosmology can be represented byae where the participating artists

inhabit an indispensable space in the circumfereara only the ‘work’ lies at the center.
Our aesthetic is enriched by the journey of exgiorato and from that center.

- Pangea World Theater

From the time that Pangea began working as an diegthey took a very collaborative
approach to creation and decision-making. Meenallezgt; “We wanted a process that was much
more inclusive [than the ‘traditional’ Euro-Amerittheaters]...We didn’t call it ensemble at the
time, but that’s what we were doing.” Some of tiectices they developed for their group
included sitting in a circle, having two minutessiience, sharing breath together, creating the
Sacred Table, and regularly having dialogues atam#t and culture. These practices became a
part of their office culture as well as their creatwork.

At Pangea, everyone participates in the trainiryasting exercises: staff, stage managers, even
musicians. “It's crucial to involve everyone in theeative process as much as possible,” Meena
said, “It makes a huge difference...Anybody whbsré participates, nobody sits out (unless
there’s a specific request to watch).”

With an ensemble, the casting process changes tiegyroup of actors is either already present
when the text or project, or collaborating commygitoup, is chosen. Dipankar and Meena
explained, “When we're creating a play (at leastad@re-written piece), half way through the
process, no one knows what role they're playing G&sting is not given first; everyone reads,
and people are encouraged to interpret differeatagiters, differently. It's not an audition,
everyone is already in the play. We ask, ok, whhis about? We divide into groups, pick one



of those topics, and present it in a physical imaffem textual narrative, creating a visual
narrative. As a group, we create a gestural langualye keep collecting, and see who is a good
mover, a good speaker, etc. THEN we do the castittts one way of creating a democratic
space. Because we have searched the depths afahe tmgether...It's consciously creating
community, re-creating the ensemble, at every mshéa

In 2009, Pangea World Theater returned to thegimsi recreating their first productiohhe
Conference of the BirdJ his time, they had ensemble members who’d betntie theater for
more than a decade, together with performers whe experiencing Pangea’s process for the
first time. The company began with the text, arehtbreated a shared movement vocabulary,
drawing from their martial arts training, and usegrgsemble exercises such as Flocking—an
improvisational structure for unison movement inakiithe group follows the movement of a
leader; but each time the direction of the groufisithe leader changes. As one ensemble
member described, “We informed each other’'s ways@fing. One day you might...see
something in one of the other people that was tieat,was exciting, and that would spark an
idea...Supporting each other just became integratedvho you arevhen you enter the space
to do the performance.” Another ensemble membelagax, “We’'d challenge each other to do
the opposite of what we normally do, the oppositertvat was comfortable to us.” In that way,
the choreography of the piece was not super-impbgelde director, but evolved organically
from the group, creating a shared sense of owngrahd then was edited. Meena Natarajan,
working as the playwright, would listen to the astand make adjustments according to
whether the lines “sit right on their tongues,’hamw they might incorporate their first language,
and would gather feedback from the actors in updatie script; for Meena, the voice and
speeclsoundsaffect the development of the text. Meanwhile,rthesicians improvised in
response to the actors, finding the rhythms ofpikee and discovering how the music could
support the text. The musicians stated, “What yearth was because of the energy from the
group...It was a continual process of bouncing offreather—a give-and-take, really. We felt
like we were all in this together.”

In the post-show discussion, an audience membersatvahe 2009 production commented,

“It's that sense of community, how you carry eatteo...Where one would stumble, another
would save...You didn’t all question or struggle e tsame way. That’s the richness of who you
are, your diversity...but you all stayed in the darymei stayed together. And that piece of
community was very striking.”

Dipankar added, “And that’s also what the piecahisut, isn’t it? [In the text, the poet] saifss
is a journey | can’t take alone. | need you &\ieryone has to participate in order to realize
something. We can't just have that philosophy wies practice it here.”

Similarly, Journey to Safefya multi-year, multi-lingual project, evolved ouwéne. The

ensemble of women from different communities obcoksearched the issues of domestic
violence with Pangea, and participated collectivelthe development of the script. “We had all
of them read the report [by Advocates for Humanh&l” Meena said, “and we created it
together...Every time a new person joins the groug piece changes, because they bring their
own language to it.”



“Even before we encounter the work...,” Dipankar atjdere come in as individual people, and
every time we look at [the work], it's somethingméVhen people say, | want a space of
respect, | ask what does respect mean to you?leMige conversation happeery timeSo

we can arrive at a common agreement at what the witt become. And that is EVERYBODY,
whether you're a stage manager, or an intern, @cér who's been with us for ten years...We
sit in a circle, and that circle is diverse as epeople who can’t get along with each other, but
that's okay. We will argue, we will fight, but oanly requirement of our ensemble is thegt

will not leave the room with residue in our heaifbat’s something that we keep repeating. How
we create an ensemble is that we create it witmthe

In this way, whether Pangea is working with thesident ensemble, or performers based in
collaborating communities for a specific projebi treative process necessarily includes cross-
cultural dialogue.

And it isn’'t always easy. “For example, when we @ales from Ovidfrom the

Metamorphosi$ Meena recalled, “we had Alberto, who's got a betely Spanish accent in
English. There was a really interesting conversasimund the question of accent, because Liz
who was playing the part of Midas [wanted to] pateoBritish accent. Dipankar spent days with
her, talking to her saying, ‘no, listen, you havehaiceto put on a British accent. My friend
Alberto doesn’t have a choice, this is his accenfnd you don’t have to in that role. There are
many roles in which you have to, but not that roo.it’s about, how do you arrive at that
truth? The point was also, how do you include ats;eand include the bodies of the actors in the
show—that becomes a very political place to be...Td8spiece was very confrontational for a
couple of the white actors who were in the groum.tfle dressing room, two people of color in
the cast were talking about how good it felt toAb an audience that was mostly people of
color; a white cast member overheard and got vpsgt)... The cast has to think about equity,
social issues, our environment...even if the plagrofect doesn’t address it, the cast has to
[confront it] in the process.”

Ensemble member Katie Herron explained, “The way Bangea is, you see the demographics
of the U.S. on stage—you hear the languages, y@theebodies on stage as equals. We try to
break down hierarchy as much as possible...andukaempowers each and every one of us.
We are the storytellers on stage, and each ang ewerof us is empowered to our greatest
potential.”

Pangea’s organizational structure and decision-nggiocesses are deeply influenced by their
ensemble practice. In their words, “Pangea Worldaférarrives at decisions. The journey
between conception, execution, realization andsassent includes agreements, disagreements,
democratic dialogue, and discussion to arrive afjammatic and organizational decisions. We
are aware that this process requires time andtsetysibut we prefer this method to a
hierarchical, patriarchal mode that we have expegd in other spaces. It is also reflective of
the multiple communities and backgrounds that ta#, $oard and the associated artists belong
to...As we create both art and organizational prastigithin Pangea, we are deeply committed
to democratic values, engaging in dialogue thaifoeces and empowers partners, participants
and community members, and to including voices @natnot heard and acknowledged.”



To this end, Pangea has a number of community agveommittees connected to specific
projects. These include an International Advisooynittee that helps suggest relevant,
contemporary literature from their countries, amaaduces them to artistsJaurney to Safety
Task Force of advocates who make directional datssiegarding places to take the
performance and individualized trainings; and whal describe as their most effective ally, the
Community Advisory Committee for community-basedgrmams and presentations. They also
employ other methodologies of involving communitydiecision-making, such as hiring a
curator from a community to work closely with Paagaff, as in th&/oices of Exilgorogram;

or inviting articles, or evaluation comments viaagor interviewing artists during the process,
as in theBridgesproject. Pangea contends that they “arrive atnaroghatic decisions based on
discussions with our core group of artists and swhg through a process of consensus.”

Now some would say that “art by consensus” is navgood idea. A common Euro-centric or
U.S.-American assumption about art-making is thdividualism, directorial leadership and
decision-making, and professionalized expertisd tedhigh quality” art—and by contrast,
collectivism does not. First, this assumption laghkssic understanding of the history of
theatrical creation, even in Europe prior to thédirtenment, let alone the rest of the world.
Moreover, it raises the question of the true natiirensemble process.

Long-time Pangea company member Alberto Paneléetfd on ensemble work, saying “It's
never the same, and | don't think you can haveradta to arrive there. You have to sense and
react, and grow—organically...I think it's probablgeof the achievements [of Pangea],
connection and greeting each other at another.lewa all come from different backgrounds,
and we’ll probably never be together again as agyrthe chances are...And that's amazing.”

“It's the hardest thing to do,” Katie added, “Sealesf us have been on many journeys
together...Even though we break down hierarchy, Weasle our separate roles to play, so it’s
this dance...The goal is to completely respect evexyglse at every single moment possible...
and allow the other person to be the greatest peeig or whatever, they can be. It's a difficult
task, especially as artists...you have your own ggo,have your own background, you have
what you want, and you have a strong voice, antstiadny we're artists. But at the same time,
you have to make sure that every other strong vsicempletely present at all times. Yeah, it's
the hardest thing to do, but it's the only way Intveo make work.”

Hierarchy is not to be confused with leadershipilé/artistic participation and co-creation do

not necessarily require previous or professionpeeence, community-based arts practitioners
generally acknowledge the importance of havinggssibnal, skilled artists crafting, structuring
or facilitating the creative process, and/or editine final production. Co-creators in an
ensemble may have very specific roles, and eaelhmaly have specific areas of focus, technique
or craft; but what Pangea is presumably seekiag isrganizational and artistic process by
which the company can practice eguitable distribution of the power of represerdat-
especially for artists and communities of color.

“For many companies,” Dipankar commented, “the fpeop color are in the Education
department. Or ‘Outreach.” Then they have a vetigidated differentiation from the ‘Main
Stage’... Those words do not exist in Pangea. If rgate those divisions, then psychologically,



philosophically, racially, gender-wise, sexuality-does not make sense. If we have fought
these words like ‘margin’ because that's wherentfagnstream supposedly places us, then when
we create our own space, we cannot have centesidesl In the center is only our work, in the
center is that lamp.”

(Note: For a more in-depth discussion of the endepincess o€onference of the Birdsee Appendix 1.)

Re-defining Innovation

Pangea is a fluid space with a clear vision of plecultural streams, intersecting at
times and independent at other times, definingradéfining our cultural aesthetic.
- Pangea World Theater

We’'ve embraced the idea of Total Theater, whigtothing new.
There is a whole world outside the U.S. that dbes i
- Dipankar Mukherjee

To some extent, Pangea views aesthetics as presesprocess as aesthetic—or at least
believes that the two cannot be separated. Pasgeterested in multiple ways of developing
original work, and in redefining who is centraltte artistic process. By providing access to
contemporary theater and empowering communitiesaftem do not have access to making
theater, they are shifting who defines the aesthetind the standards by which quality is
evaluated.

For the co-directors, the experiential reality efrlg recent immigrants in the United States has
created the “pathway that is the artistic visiohPangea World Theater. “Part of this
consciousness,” they state, “comes from the cdltnesmory that we carry in our bodies and
minds.” The memories and experiences that artratg lbvith them, as well as different styles
and traditions of creating work, inform an aesthethich “is not fixed; it includes the artistic
visions of multiple voices and realities.” Pangearlty Theater is acutely aware of the frequent
“misrepresentation and exotification of Native amanigrant communities by the mainstream,”
and is therefore “determined to search for andwete a new nomenclature for an alternate
aesthetic.”

At the same time, as Artistic Director of Pangegpabkar is insistent about the importance of
thequality of the art that they make. He asserted that a aamtyabased, politically-conscious,
and equitable process of creating work “in no wagans that the quality of the production is any
less. The work is never an apology; it's not ahestor.” As artists, they remain open to
meaningful critique, and in training and rehearsthgy insist that the ensemble cannot be
“lazy” in their productions, or “hide behind ‘commity’ as a reason to have lower-quality
work.”

The question then becomes, who defines quality@vation? Meena engaged in an in-depth
discussion of these complexities: “Innovation istsan interesting term...What does ‘aesthetic’
really mean? What is a NEW artistic aesthetic?...Mave to redefine what innovation is when
rooted in tradition...For example, in a traditionatrf, to move your arm to a different place



instead of moving it to the same place again iswation.” She argued that to really embrace
aesthetics from various communities, you have @ s@me knowledge of the artistic values of
the forms. If you know nothing about them, you tactually see the innovation.

Meena discussed how Pangea’s Indigenous Voicessdais really helped the company talk
about aesthetics in different ways. “There areatemvorks,” she said, “that are made very much
in the Western mode...[The artists have] worked w&itWestern director, in a certain structure,
and so forth. But Native American work, when it asrirom them, has a completely different
aesthetic. And usually only the Native people i éludience are laughing or appreciating the
jokes. It has a whole different structure, a défer[sense of] time...The point is, how do you
learn to appreciate that aesthetic? And to reathk lat it, and say that it iscifferentaesthetic.”

In order to create a space for contemporary Natitists to explore and define their own
aesthetic needs, Pangea’s approach is to let #st gttists lead. “It is their space,” Dipankar
said. “With Native writers, or Native choreographetthey articulate what they want, how they
want to treat their work...We’re conscious of reghpviding the space and stepping out.
Philosophically, artistically, consciously and wittiegrity, we believe—at the least, we can
provide a 1700 square foot studio, and only comghian we're requested.”

In addition to letting artists from specific comnitigs work within their own cultural trajectory
of aesthetic development, Pangea World Theatersasks to bring artists from different
communities and cultural practices together, tdaneahat creative collision they speak of, and
to examine what newness might be discovered ispheks. The Bridges project (funded by the
Nathan Cummings and Ford foundations) brings tagdifieen different artists, to create work
using Open Space Technology.

“So it's a collective creating work,” Meena explath “Maybe they should have had a director,
but...They were exploring a differeptocess.Theprocess was innovativéhis Open Space
Technology had immigrant artists, it had African émean artists, Native Americans—and they
created work together...It was something you woulkneee on stage, right?...They used
media, Native American flute—Armando who is from® and also indigenous, he brought
in his own instruments—and the work looks like moghyou expect it to look like, because it
was a collaboration between people of color. Forthm’s truly innovative, because where do
you actually see collaborations happening betweeltipte people of color, especially between
immigrants and non-immigrants? That is a new aésthel think [theater] is not truly going to
change, and ideas are not truly going to shiftessmlyou have immigrant communities working
alongside, let’s say, an African American commu#rityaving two communities work
together—becaudbat's when our aesthetic ideas will truly shifthat work looks different,
because it comes from different bodies.”

“It's not that the work is new,” in that case, s&ighankar. “It's just that it's been invisible, and
you[mainstream American theater professional ordjritave not seen it.”

“But at the same time,” Meena respondedis‘ihew, because it's developing ways to create
work with people in multiple languages, that tridfiect what our contemporary experiences
are...You have to be thoughtful about who the workeisring, and who is doing the actual
work. Sometimes they’re the same, and sometimg&¢éheompletely different.”



Meena also stressed the importance of cross-cu@tollaborations between communities of
color that are defined, programmed and led by peoptolor. “I think that's what's not
happening still, in the larger context,” she con#id. “Even if there are cross-cultural
collaborations, they tend to be within majority—eanm, it's black and white, usually, or white
and somebody—»but it's always kind of contextualibgdhe majority white community...We
have Caucasians on our staff, we have very mixeel paople, like our development director
who is half Filipino-American, half Anglo-Indiannd married to a Tunisian...The “majority”
looks very different in that room, than outside fimnesota]... It is about creating our own
alternative world...To create an alternate spacerealtly to educate people about alternate
aesthetics, is very important to us.”

Dipankar joined in, “We’ve got to learn how to dediand articulate the complexity of these
alternative aesthetics.” He recalled that eveméndarly days of the company, there were artists
who recognized the importance of what Pangea waggtto create. “In 1996, we asked our
senior set designer why he stayed with us, whesobkl make so much more money working
with larger companies,” Dipankar said, smilingleg themory. “He answered, ‘because you're
50 years ahead of your time.”

The Drama Off-Stage: Survival of Ensemble Theaters

To create an ensemble, we need artists. To creaitie, we needed a sustained commitment
over a period of time. Once we have Artists andeTive require a space to create the work
in. So identifiably, we need funding fatists to havetime in a space to creatework!
- Meena Natarajan

Pangea World Theater has many ways of defisumgressOf course, success is in the quality of
the art they create. But they insist that the ss&oé the organization is not only to produce.
“Success is also,” Dipankar said, “whether the dgmraphics on our stage are also the
demographics on our staff, and on our board...Sudsedso the doctor who is a patron, who
helps an artist find health care because of hisection to the theater.” Success, as defined by
Pangea, is relationships sustained with a commurtysciously created structures; equity
maintained in the methodology of creating the wenkeryone in the room, regardless of role,
being treated with respect; everyone feeling lil@ythave been heard, and their ideas have been
tried, even if they don't get to the stage. Suctesverybody knowing they are an important
part of the process. “What we’re trying to develepollaborative politics, and that becomes the
context of the work,” Meena said. “This idea of tieean,” Dipankar continued, “of the context
in which we create—the project is just the boat;the ocean has to be consistently present.”

Pangea leaders also have counttkrsams and visiondor the future of their work. Such as
touring more. Developing a truly international imag institute, that perhaps has training
locations in Minneapolis, in India, and maybe MexiCreating a fully diverse theater, where all
the technicians also reflect the diversity of tastc Sustaining the ensemble financially, so that
artists of color don’t have to work three jobs. &neg collaborative commitments over five



years. Media art becoming a strong feature of thenk, and discovering how media can truly
interact as an essential part of the live perforreahlosting conferences and coming together
with like-minded colleagues to really impact theldi. Creating the capacity to develop a rotating
leadership structure, that changes these hieraideions. Archiving their work. Influencing
public policy, in human rights and other sectonedfing a society in which a poet can be
elected president, and artists are called to begpgolicy discussions. Learning, growing,
embodying...Having space to fail sometimes, andke taeaningful risks.

Archiving is one area of current interest that Renlgas begun creating structures for,
particularly in relation to their Indigenous Voicesries. They've invited two prominent
archivists—Native American curator Renee Reed,Rayl\Woodstrom who specializes in
archiving oral community narratives, from the lob&hneapolis Public Library and Hosmer
community library—to be a part of the Board of @i@'s. The archivists are aiding in Pangea’s
documentation of artists from oral cultures, esgplgcamong recent immigrant communities.
These rare interviews and field conversations balimade available to high school and college
students who are studying non-western theater ealdhistory methodologies.

Inherent in the articulation of dreams, howevetheimplication otthallengesto reaching

them. The list of challenges facing Pangea Worldafér, and ensembles at large, often seems
longer than the trail, and path, of visions. Faists of color and their companies, systemic
inequity is a challenge that has yet to be overcdvie=na and Dipankar listed, “Inequity in
communities. Inequity in economic distribution ekources. Persistent inequities in funding for
organizations of color. Inequity in skin color repentation. Inequity of space. Inequity of media
coverage...And the amount of time that it takes sassemble the structured patriarchy of
western institutions.” They also cited the frustmtof feeling that some discussions in the
national arts field are not changing—that the “saaé question of “artistic excellence” vs.
“‘community” or “social justice work” continues t@lplayed out in national networks. Dipankar
gave an example of being part of a six-month “fieide” conversation in which he was
distinctly in the minority as a person of colorddeeling that the issues that the majority of
colleagues considered important were not relevatitd communities Pangea works with. I
could not relate to their issues the entire tine,’said. “The question @fhoseissues, and the
way [some people are] silenced...to me, that's aigtert issue!”

Elaborating on the issue of media coverage, Dipaekplained, “Reviewers do not know how
to assess and critique this kind of work. They tlemen come, they don’t show up. And when
they do ... We work with visual artists for our deit if you bring a visual art reviewer, they say
‘Does anyone move? Then contact a dance revieArd'the dance reviewer says, ‘Does
anyone speak? Then talk to the theater reviewerd #he theater reviewer thinks
interdisciplinary work is not theater.”

Another challenge is, of course, the economy. “Wensl so much time fundraising,” Meena
said. “In the last year, we’ve become obsessed maifing money just to survive.” Dipankar
added, “The people we want to represent do not pealrgcal or financial clout...Colleagues say
they will introduce us to foundations that you ¢aapply to...How do we become a ‘pre-
eminent’ organization, so that we’ll be seen? i yan’t get that money, you stay at a certain
budget size, even though you have a vision for grdtat is much bigger, even though you have



shown for thirteen years that you can handle groviibonomic realities such as not having a
theater space is a challenge for the company, whldéack of health insurance is a real
challenge for the artists they work with.

Related to fundraising is “doing so much admintstra We'd love to be able to spend more of
our time being artists. We have to keep practicingart,” Meena said, “If we only do
administration, it dries up the artistic part ofuydorain. You're looking at life through a differten
lens [as an artist]—a more compassionate, creafigee, and you can handle challenges more
creatively.”

A much more nuanced challenge that Dipankar cgete lack of solidarity among people of
color. “As immigrants, people of color,” he saithére has to be a time when we stop being
outsiders in our own minds.”

Needed Support

So what kind of support is needed for ensemblels asdangea to survive, and thrive? What
kind of support could make those visions possible?

Pangea World Theater sees themselves at a turaing phey’ve just completed their second
five-year plan, and they are laying the groundworkplanning the next five-year cycle. They
feel very clear about their role, in the commuitg in the national field. And they know they
need a space to perform and present their worke‘@rmur goals in our strategic plan is to have
our own space,” Meena explained. “We would loveaaner with other like-minded, mission-
driven organizations—whether in the arts or humgints organizations—to obtain a space.”

“Everything has developed organically within thengany,” Meena said. “These needs arise out
of conversations with our ensemble, who often haweork several jobs before they can
undertake any acting jobs. Also, we attempt to supgs many of our artists financially as we
can through employment in administration, as ptaj@ectors and curators, stage managers or
video documenters, based on their skills and ister8ut we have always desired to provide a
stipend to our primary ensemble members, for tretrain physically and vocally in a

consistent manner throughout the year. This woatdnly heighten the consciousness of body /
vocal work, and their understanding of each otlyetrdaning together over a period of time, but
also provide additional money to augment theirrgaldhen they are doing a production.”

Pangea sees the opportunity to continue learningtahe national arts field as very important,
through conversations with peers locally and nafignfrom small to mid-size to much larger
organizations. They would like to learn from peslosut what having a space really means, with
concrete examples of challenges and growth. Thidgedo see more exchanges between arts
organizations—to learn skills, to grow and sharparfunities—especially “exchanges among
ensembles, of fully realized productions. Maybehexges between three organizations that
commit to doing a production in their city as pairtheir season. We would love to be a part of
or initiate something like that.”



Also, in many ensembles, the leadership and adtratiige staff go to conferences or seminars,
and are engaged in the work on a daily basis; lménd raised the questions, “How does the
knowledge of the ensemble as a whole grow latétdlgw does one transmit that knowledge
back to the ensemble, given time constraints, apedaally when it's experiential?” Pangea
would like to see artists, actors, designers, anod trew members—who are not on staff but are
members of the ensembles—have the opportunit@at@tiand learn as well. “This [would] open
up possibilities of exploration in a new [part béf community.” They'd also like to see more
cross-sector exchanges.

Pangea sees support in documentation and critictahgvas crucial. “Especially as we are
developing or speaking of alternate aestheticgy said. “We run across reviewers who view
themselves more in a marketing role than they dexpioring these ideas critically. We would
like to have writers who are interested in thesaas writing about Pangea and the work, to help
us articulate the framing of our work better. Sames, we are so deep within our own work—
academics and artists like May Joseph who have @comtweview our work helped us to
contextualize it in a new way, and also made ulizeethe continuum of the work we are doing,
as well as its value. We would like to see morestrivriting about the work of other artists.”

One suggestion Pangea offered for how ensemblesupgort each other, apart from
presentations and producing, is through mentorsfupexample, Pangea has “mentored many
beginning dance and theater organizations / adasthey created their own structures, and
served as fiscal agents for at least five orgaiimatas they found their legs in the Twin Cities;
we have facilitated strategic plans for a couplgaaizations here.” Perhaps funders could
support peer mentorship more, as it takes sta#f amd capacity for follow-up, in order for the
mentor work to be more effective.

Lastly, when asked what kind of support is mostrappate to doing theater and human rights
work specifically, Pangea answered: “We don't kinmw to answer that last question. Human
rights are the lens through which we see the wOtk. art is not outside of social equity, justice,
gender or class consciousness—no matter what tisé@expression is. It is a way of viewing
the world.”

Andrea Assaf has been the Artistic Director of New WORLD Thesitece Fall 2004. She is a performer,
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