


HARRY  
BRIDGES

Born in 
Australia in 
1901,  
Harry Bridges 
co-founded—
and led for 
more than four 
decades—the 
Internation-

al Longshore and Warehouse Union 
(ILWU) in the U.S. He was instrumen-
tal in the planning and execution of 
the 1934 West Coast Waterfront Strike 
which lasted 83 days and led to the 
unionization of all ports on the coast. 
The U.S. government attempted to de-
port him three times, in 1939, 1945, 
and 1948, despite his having become 
a naturalized citizen in 1945. His con-
viction by a federal jury for having lied 
about his Communist Party member-
ship was overturned by the Supreme 
Court in 1953. Mr. 
Bridges died in 1990.

COUTO Y  
CUEVAS

Don Bernardo 
Couto (pictured 
left) and Don 
Luis Gonzaga 
Cuevas, along 
with Don Miguel 
de Atristain, 
were the leaders 
of a special 

commission representing the collapsed 
government of the Mexican Republic 
in the negotiations of the Treaty of 
Guadalupe Hidalgo. Officially titled the 
Treaty of Peace, Friendship, Limits and 
Settlement between the United States 
of America and the Mexican Republic, 
the treaty ended the Mexican-American 
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War (1946–48), calling for the U.S to 
pay $15 million to Mexico and pay off 
the claims of American citizens against 
Mexico up to $3.25 million; and giving 
the U.S. the Rio Grande boundary for 
Texas and ownership of California and 
a large area comprising New Mexico, 
Arizona, Nevada, Utah, and parts of 
Wyoming and Colorado. Mr. Couto died 
in 1862; Mr. Cuevas in 1867.

RALPH LAZO

In 1940, a 
then-16-year-
old Ralph 
Lazo found out 
that his Japa-
nese-American 
friends and 
neighbors were 
being forcibly 
removed to the 

Manzanar internment camp. Two years 
later he boarded a train bound for  
Manzanar with his friends, and  
remained incarcerated there until  
August of 1944, when he was  
inducted into the U.S. Army. Manzanar 
officials never inquired as to Mr. Lazo’s 
ancestry, which was Mexican- and 
Irish-American. Mr. Lazo died in 1992. 
The 2004 film Stand Up for Justice 
documents his life story.

VIOLA &  
BENJAMIN 
PETTUS

Viola Pettus was 
an African- 
American wom-
an, born around 
1886, who lived 
in Marathon, 
Brewster County, 
in west Texas. As 

a nurse during the 1918 flu pandemic, 

Pettus became legendary for her will-
ingness to treat anyone suffering from 
the disease, including raiders and refu-
gees from Mexico and members of the 
Ku Klux Klan. Sometime prior to 1929, 
Pettus and her husband, Benjamin—
himself a well-known local cowboy—
opened their home to African-American 
and Seminole youth being denied 
education in the segregated school 
system of Brewster County. Their dates 
of death are unknown.

JUAN SEGUÍN

Juan Nepomu-
ceno Seguín was 
a 19th-century 
army colonel, 
Texas senator, 
mayor, judge, 
Justice of the 
Peace, and a 
prominent 
participant in 

the Texas Revolution. Over the course 
of his lifetime, both Mexicans and 
Texans would alternately call him a 
brave man and a traitor for his roles in 
driving Mexican leader Antonio López 
de Santa Anna’s troops out of Texas in 
1836 and, in 1942, for not adequately 
preventing those same forces from 
retaking San Antonio. He died in 1890. 
 

NICHOLAS 
TRIST

Mr. Trist was the 
chief clerk of the 
State Depart-
ment under 
President Polk. 
He represent-
ed the United 
States in  

negotiating the Treaty of Guadalupe 
Hidalgo. See Couto y Cuevas, left.

THERE ARE NO 
KNOWN PHOTOS 

OF VIOLA &  
BENJAMIN  

PETTUS.



Laura Hope: I was fascinated by the 
link you make at the beginning of 
American Night, between “mission-
aries” and “explorers”: The Mormon 
missionaries are played by the same 
actors who portray the famous  
explorers Lewis and Clark. As a  
religious movement, Mormonism, or 
the Church of Jesus Christ of  
Latter Day Saints (LDS), is  
fascinating precisely because, like 
Seventh Day Adventists, the LDS is 
American-made—religions created in 
the U.S. It is a requirement of both  
religions to evangelize, so the two 
have a charter to spread and grow 
that is much like a model of  
colonization. What made this link  
for you as you were writing the play? 

Richard Montoya: I wanted mostly to 
look at our collective sense of  
Christian Charity: Where did it go? 
Where is it now? Did it get hijacked? 
I saw how easy it would be to be 
satiric with the question but I endeav-
or to pose it seriously enough at the 
center of the play’s Town Hall meeting 
because I am so curious about the 
question, not just in terms of the new 
religious right and Tea Party 
hardliners, but also in terms of those 
on the left side of the aisle. Who truly 
makes up the 99%? 

For me the LDS men at the top of the 
show are not just purely comic. I want 
them human—to know chapter and 
verse of their religion, yes, but also to 
care about Juan José. That is  
something to me. And it is big: A cup 
of coffee, a cot to sleep on. The trail of 
our history could be a dark one, and 
yet: Who held the lantern so others 
might cross? It is another eternal 
question of the play.

LH: So often all religious people are 
derided because some people choose 
to define their experience in narrow 
prescriptive terms. Yet, there are 
those for whom the requirement to 
care for the poor and oppressed, to 
find God in all things, is the guiding 
principle of their lives and they do 
enormous good in  
the world. 

RM: In LA there is a Jesuit Angel 
named Father Gregory Boyle (Google 
his TED Talk!). He works with the 
most hardened of gang members, and 
sees each as not only salvageable, but 
each as a child of God. How hard is 
this today? I always test myself: See a 
homeless man or woman approaching 
and don’t roll up the window to my 
Hybrid.

LH: I teach at a Jesuit university, and 
I love hearing you say that we must 
allow room at the table in the U.S. 
for religious folks. I think for theater 
artists and progressives, that’s often 
a radical stance. You won’t find many 
of us that don’t have empathy for the 
plight of the undocumented resi-
dent, but it is sometimes difficult to 
find among us the will to engage in 
dialogue with deeply religious people 
whom we often view as “the enemy.”

RM: When I was a fellow at the 
Sundance Institute in Utah, I found 
that Robert Redford’s large resort 
in Park City is completely staffed by 
young LDS workers and Mexican 
service personnel. The young, mostly 
university student workers were so 
kind and respectful to the Mexican 
workers. Not only that, but they were 
speaking in Spanish to them, and 
using the formal and respectful words 
of the language when engaging. It 
touched me. I don’t see Mexicans 
talked to like that in LA. So the Mor-
mons have a job—it’s not intended or 
written as a send-up. In early rehears-
als, actors misread it all the time. The 
journey west of the early Mormons 
was horrific—and they may share that 
also with Juan José.
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find among us the will to engage in 
dialogue with deeply religious people 
whom we often view as “the enemy.”

 When I was a fellow at the 
Sundance Institute in Utah, I found 
that Robert Redford’s large resort 
in Park City is completely staffed by 
young LDS workers and Mexican 
service personnel. The young, mostly 
university student workers were so 
kind and respectful to the Mexican 
workers. Not only that, but they were 
speaking in Spanish to them, and 
using the formal and respectful words 
of the language when engaging. It 
touched me. I don’t see Mexicans 
talked to like that in LA. So the Mor
mons have a job—it’s not intended or 
written as a send-up. In early rehears
als, actors misread it all the time. The 
journey west of the early Mormons 
was horrific—and they may share that 

I love hearing you say that we must 
allow room at the table in the U.S. 
for religious folks. I think for theater 
artists and progressives, that’s often 
a radical stance. You won’t find many 
of us that don’t have empathy for the 
plight of the undocumented resi
dent, but it is sometimes difficult to dent, but it is sometimes difficult to 
find among us the will to engage in 
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whom we often view as “the enemy.”

Sundance Institute in Utah, I found 
that Robert Redford’s large resort 
in Park City is completely staffed by 
young LDS workers and Mexican 
service personnel. The young, mostly 
university student workers were so 
kind and respectful to the Mexican 
workers. Not only that, but they were 
speaking in Spanish to them, and 
using the formal and respectful words 
of the language when engaging. It 
touched me. I don’t see Mexicans 
talked to like that in LA. So the Mor-
mons have a job—it’s not intended or 
written as a send-up. In early rehears-
als, actors misread it all the time. The 
journey west of the early Mormons 
was horrific—and they may share that 

for religious folks. I think for theater 
artists and progressives, that’s often 
a radical stance. You won’t find many 
of us that don’t have empathy for the 
plight of the undocumented resi-
dent, but it is sometimes difficult to 

LH: The reasons Juan José gives for 
crossing the border into the U.S. 
really resonated with me: He and his 
family are in mortal danger from drug 
cartel violence in Mexico. I get very 
frustrated when I hear U.S. citizens 
say they want to build a wall along 
the border to “keep out” the violence 
of the drug war that is shredding 
Mexico. It is the demand for illegal 
drugs and for “affordable” 
merchandise (like Nike shoes and  
flat screen TVs) made in the  
maquiladoras that create many of the 
problems in Mexico, from whence 
much of the supply for our out-of-
control demands come. Why is this 
never a part of the immigration 

You can read more of Dr. Hope’s  
conversation with Richard Montoya  
online at calshakes.org/articles. Dr. Hope 
 is an Associate Professor of Theatre  
Arts and Dance at Loyola University in  
New Orleans. She is currently working  
on a book on feminism and dramaturgy  
with Cal Shakes’ own Dr. Philippa Kelly.

debate? Supply and demand: Our 
demands on this side of the border 
are supplied by goods and cheap 
labor on the other side and have 
helped to ruin Mexico’s infrastruc-
ture. And then we blame Mexico for 
a whole host of things. It is (some-
times literally) like blaming your drug 
dealer for your addiction. Why do we 
talk about immigration in a vacuum, 
as if it is divorced from the prob-
lem of supporting our conspicuous 
consumption addiction on this side of 
the border? 

RM: I don’t want to leave Mexico off 
the hook—some of her ills can be 
rooted to the U.S. need and appe-
tite for drugs. But there is a culture 
of death, particularly in the border 
towns, that goes above and beyond 
the evils of supply and demand. The 

killing of innocent women in Juarez 
and the Central American farm work-
ers that get caught in the business 
of human trafficking have a uniquely 
Mexican feel. The grotesqueness of 
each sensational crime, more outland-
ish than the next, could only be fueled 
and paid for by drug cartels who  
relish ritualistic slaughter that’s now 
so routine the news media barely  
covers it out of boredom and fear. 
Juan José is escaping—or trying to 
escape this as well.

LH: Your central character, Juan  
José, says he needs to be an  
American and the Mormon  
missionaries respond by asking him 

if he wants to be an American—that 
there is a huge difference between 
want and need. Juan José rejects this 
saying, “It the same thing for me, 
man: I need – I want – I must!”  

When I read this I thought: To be 
able to “want” is a privilege. To have 
the space in your mind to “want,” to 
have a place in your life to “want” 
aside from “need” means you are 
lucky. To “want” is the basis of that 
ever-more-elusive American Dream. 
You have what you “must,” to survive, 
you have what you “need” to live, 
and so you have room to “want,” to 
dream. What was in your mind about 
“musts,” “needs,” and “wants” when 
you wrote it?   

RM: I want Juan José to understand 
the difference between the needs and 

the wants. He is a survivor. But part 
of why he finds himself where he does 
at the end is that his own  
opportunism is working against him. 
Hey, he tried the Catholic guy and 
the Unitarian guy and took what they 
offered and moved up or down the  
religion food chain. When I was 
young, my brothers and I ran for the 
donuts at St. Ignatius, and then the 
cool dark coffee at the Unitarian yurt! 
We were busy on Sunday morn! 
 
When my father left the Navy  
following his service in the Korean 
conflict in the South Pacific, he, along 
with his compadres, took their GI Bills 
and went to art school in Oakland. 

When I explain this to recently arrived 
immigrants it is hard for them to 
fathom—a country gives you money to 
go to the university? 

Yes, I answer, and I am still very much 
riding that wave today. My dad  
needed the dough to do this, and  
wanted to go to art school, and their 
entire generation did not need to return 
to the harsh picking fields where their 
parents remained.

with his compadres, took their GI Bills 
and went to art school in Oakland. 

HE IS A SURVIVOR.



Border crossers carry memories—
scents, tastes, conversations, moments 
of peace, personal histories—that serve 
as tools for adjustment, helping them 
to create a sense of home in a new 
country. Yet for Chicanos in California, 
America is not really a new country, 
given that Mexico once controlled much 
of what is now the United States, in 
parts of California, Texas and else-
where. Before being granted the right to 
cross into this land, however, Mexicans 
must be inspected and validated at the 
border. This border, both real and met-
aphorical, marks the recent history of 
contemporary culture, in which barriers 
separate citizens from so-called aliens: 
Border controls represent not just the 
law, but the gaps and breakdowns—the 
places of alienation, failures of  
communication—between traditions, 
histories, and cultures.

All the way back to the ancient Greeks, 
theater has offered a crucial means of 
recognizing and addressing such gaps 
and failures. Sadly, however, art works 
motivated by recuperative ideology too 
often veer into tiresome didacticism. 
Not so with Culture Clash, a theater 
group that veers right away from 
didacticism, mixing political material 
with slapstick, rap, and a myriad and 

mixture of languages in order to startle 
and amuse, to provoke self-reflection 
and even self-censure. 

“Hopefully we are making audiences 
laugh and think,” says Richard Mon-
toya, founding member of Culture Clash 
and author of American Night: The 
Ballad of Juan José. 

“Guys like Aristophanes, and other 
Greek comics…they were extremely 
bold, and, towards the end of their 
civilization, were able to incorporate the 
use of comedy in poking fun at the es-
tablishment and well-entrenched men 
like Plato. They were very satirical and 
raunchy…. And as a troupe we [Culture 
Clash] were all able to connect to and 
relate to all of that.”

Thinking back on the inspiration for 
Culture Clash some 30 years ago, Mon-
toya remarks on the company’s mixture 
of politically sharp sketch comedy and 
“slapstick-erudite sociology”: When 
the group eventually to be known as 
Culture Clash emerged at René Yáñez’s 
Galeria de la Raza in San Francisco 
on Cinco de Mayo 1984, they ar-
rived at the tail end of a movement of 
serious-minded Chicano theater that 
had formed in concert with political 

agitation by Chicano communities in 
the 1960s. While by that time in the 
southwest alone there were some 70 
Latino (Spanish-speaking American, 
as distinct from Mexican-American) 
theater companies, not many included 
comedians. Inspired by the Chicano 
political theater of Teatro Campesino 
and the circus traditions of Mexico and 
Central America, the newly formed 
group—then six persons strong—felt 
that Chicano theater and performance 
art needed an injection of comedy. 
Drawing on mainstream comic  
influences such as Lenny Bruce,  
Richard Pryor, the Marx Brothers, and 
even Charlie Chaplin, they made a 
point of being silly and political at the 
same time.

Montoya recollects that while he and 
his co-founders thought they were 
making theater for Latinos, they found 
that much of their audience was “pre-
dominately Anglo … or an NPR type of 
audience who thought along the same 
lines that we did.” Audiences leapt at 
the mixture of slapstick, vaudeville, 
mime, spoken-word, and acting that 
displayed loudly, and with laughter, 
the dignity, strength, complexities and 
dysfunctions of oppressed people in the 
United States. 

RIDING WILD FOR 30 YEARS

CULTURE 
CLASH:
BY RESIDENT DRAMATURG PHILIPPA KELLY

to transform the Getty mansion into the 
palace of Zeus, God of War, who had 
imprisoned the goddess, Peace. In their 
self-appointed mission to rescue Peace 
and restore her to the land, the boys of 
Culture Clash fired off oblique and rib-
ald social commentary about America’s 
engine of war. 

Through performance collage, Culture 
Clash brings together history, geogra-
phy, poetry, and music in a contem-
porary, movable theater narrative from 
Chicano points of view: what Chicano 
performance artist/writer Guillermo 
Gómez-Peña describes as a kind of 
“reverse anthropology.” Anthropology 
has conventionally been seen as a 
study of other cultures; it presumes the 
western mainstream to be a trans-
parently shared norm. But what if 
we overturn the traditional hierarchy 
between anthropologist and traditional 
subject? Suddenly the mainstream is 
reimagined, or relocated, through the 

Originally called “Comedy Fiesta,” 
Culture Clash first did cabaret-style 
shows and sketch comedy, with no 
story through-lines. Within a few years 
the group shrank to its three current 
members (Richard Montoya, Ricar-
do Salinas, and Herbert Siguenza), 
adopting the name Culture Clash as 
an inspiration from two very differ-
ent ’80s English bands, Culture Club 
and the Clash. The name also refers 
to the culture clash of Latinos and 
other Americans, as well as the clash 
between different Latino groups in 
American society. In 1998, Culture 
Clash premiered The Mission, in which 
three out-of-work performers from the 
Mission District kidnap Julio Iglesias 
to get exposure for their act, calling it 
their “break into legitimate theater.” It 
precluded a long line of what the group 
calls “mongrel theater forms,” designed 
to exploit and explore the relationship 
between theater, with its long history, 
and the world in which we live—as 
with their show, Peace, which brought 
the revolutionary spirit of Aristophanes 
(who wrote in 421 BC) to contempo-
rary America . In 2009 Culture Clash 
banded with LA’s Cornerstone Theater 

jokes, the colloquialisms, the preoccu-
pations, and the parodies of a culture 
that organizes and prioritizes knowledge 
in different and culturally specific ways. 
In the interests of such challenges,  
Culture Clash has been commissioned 
by theater companies in Miami, San 
Diego, New York, Houston, Boston, and 
San Francisco to create performance 
pieces specifically for those cities. “Male 
and female, gay and straight. 
Accents with a touch of Yiddish, of 
Iowa, or Guatemala. Muslim and Jews,” 
says journalist Hector Tobar, “these guys 
will work themselves into any skin.” Into 
any medium, as well, it seems—witness 
the docu-comedy they made entitled 
In Search of Aztlan, as well as the 30 
sketch comedy episodes that aired on 
Fox-TV, entitled simply Culture Clash. 
This remarkable performance troupe 
mashes together history, politics, music, 
and comedy to give voice and expres-
sion to contemporary times and places, 
making audiences laugh at, and ques-
tion, their own values, stereotypes, and 
lunacies, landing blows to the Left as 
well as to the Right.

Continued on page 29.

THIS REMARKABLE PERFORMANCE TROUPE  
MASHES TOGETHER HISTORY, POLITICS, MUSIC,  
AND COMEDY TO GIVE VOICE AND EXPRESSION 

TO CONTEMPORARY TIMES AND PLACES.

Photos by John Maldonado, courtesy of Culture Clash.



Continued from page 15.
 
And so it was that the Oregon  
Shakespeare Festival commissioned 
Richard Montoya in 2011 to make 
American Night as part of its  
American Revolutions series of 37 
original productions that illuminate 
and challenge perspectives of  
American history and American 
values. The Revolutions cycle is the 
same series for which Cal Shakes 
Artistic Director Jonathan Moscone 
directed Ghost Light, created by Tony 
Taccone in close collaboration with 
Jon; it is exciting in so many ways 
that Jon now stages for us another 
part of this cycle. 

For as long as humans have had 
dreams, we have been intrigued by 
them and have struggled to under-
stand them. American Night is built 
on a dream: We meet Juan José, a 
Mexican immigrant who has come to 
America legally but whose legal status 
is about to expire. He is, understand-
ably, in a rush to take his citizenship 
exam, cramming his brain with infor-
mation. The night before his big exam 
he has a dream—one that throws him 
back through history to the center of 
all the events that he has been study-
ing. He signs treaties, crosses rivers, 
and meets Lewis and Clark, Teddy 
Roosevelt, and many others who 
don’t make it into mainstream school 
history textbooks. (See “Who’s Really 
Who” elsewhere in this program.) 
As one reviewer put it, they all have 
something to tell him about immi-
grants and immigration. His American 
dream-history jostles with the estab-
lished version of history that children 
have conventionally learned about 
in school: His is a history shaped by 
immigrants, as well as by those who 
have helped lock them into particular 
places into American culture. Juan 
José’s imagination comes in waves, 
spanning centuries, as he encounters 

RIDING WILD FOR 30 YEARS

CULTURE 
CLASH:

key figures and scenes—Jackie  
Robinson, a contemporary Tea Party 
rally, the signing of a mid-19th-century 
Mexico-U.S. treaty, a Japanese  
internment camp—that have shaped 
the nation’s immigrant history. It’s a 
wild ride, it’s a mash-up, it’s a clutch of 
classic figures, it’s idealism, it’s  
cynicism: It’s a culture clash.
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Across  

1.  Ducky insurance co.
6.  “An if a man did need a poison now,  
     Whose_____ is present death in Mantua”  
     –Romeo and Juliet Act V scene i 
10. Philosopher Immanuel
14. Pettus, West Texan who cared for 1918  
      flu epidemic victims, notably some  
       members of 10 Down
15. What you might get at a beach
16. 1997 title role for Peter Fonda
17. Push
18. Suffix with itali or angli
19. Kandy ____, a Halloween treat
20. Juan José’s nuevos countrymen
22. Hot Vegas nightclub
23. He went around the world in 80 days
24. Less refined
26. Linguist and philosopher Chomsky
30. The Friendly Skies (abbr.)
31. Unsuccessful Tic Tac Toe gambit
32. Poker buy-in
33. Excessively dainty
35. Stores where Förhöja, Bekväm, and     
      Fintorp can be bought
39. Playwright Anthony who got his start  
      in the Bay Area

41. Shopping center aficionado
43. Juan José’s wife
44. Roadie’s burden
46. Not stuffy
47. New Deal deal (abbr.)
49. “There is a lady in Milano here/Whom I   
      affect; but she is nice and ___” –Two  
      Gentlemen of Verona Act III scene i
50. Beatty and Flanders
51. Romantic fellows
54. “I think this summer the King of Sicilia  
      means to pay Bohemia the visitation     
      which he justly ____ him.” –The Winter’s  
      Tale Act I scene i
56. Opposite of 28 Down
57. African-American lad murdered in           
      1955 in Money, Mississippi
63. Level above Frosh
64. “For short” for short
65. Home for one of the animals on the  
      Mexican flag
66. Sit for a portrait
67. Koko’s dagger in The Mikado
68. Former Mrs. Trump
69. “Pink” in Stockholm
70. Measure of ale
71. Hamlet, Polonius, and Laertes (but     
      not Fortinbras)

Down  

1.   Sneaker brand 
2.   Singer songwriter Sarah
3.   Move at an easy trot
4.   Athletic, Angel, Yankee or Ranger
5.   State bordering Ariz., Nev., & Ore.
6.   Lemhi Shoshone lass in our play
7.   Excited—how you might feel waiting  
      for a Cal Shakes production to start
8.   Ralph, who voluntarily entered the      
      Manzanar Japanese internment camp
9.   Romanian rhapsody composer Georges
10. Robe-wearing racists (also see 14     
      Across)
11. “Take _____ off, Fanny/  Take _____  
      for free/ Take _____ off, Annie”–The  
      Band (disputed) lyric
12. Chutzpah
13. Lend Me a _____
21. Don Bernardo, who negotiated the      
      Treaty of Guadalupe Hidalgo
25. To stir up, rile
26. What’s in a nerd’s saltshaker?
27. “My _____ love sprung from my ____  
       hate!” –Romeo and Juliet Act I scene v
28. Just a little
29. Explorer Lewis (and his mother’s         
      maiden name)
34. Given agency
36. Great Lake
37. Afrikaans word, meaning earth, prefix  
      with wolf or vark
38. Messy rooms
40. Vick’s ___ Rub
42. Up to the present time
45. The White Forest author Adam
48. “____  ____ as pie”
51. Speaks hoarsely
52. “____ methinks I see my cousin’s ghost/  
      Seeking out Romeo, that did spit his  
      body/ Upon a rapier’s point”  
      –Romeo and Juliet Act IV scene iii
53. Dorcas’ Winter’s Tale buddy
55. Stuffy
58. Maryland Bank absorbed by B of A in  
      2006
59. Popular sandal seller
60. Persia presently
61. An actor delivers it
62. Pastures

THE AMERICAN NIGHT CROSSWORD PUZZLE
BY CAL SHAKES ASSOCIATE ARTIST DAN HIATT, WHO PLAYS HARRY BRIDGES AND MANY OTHERS IN AMERICAN NIGHT

Solutions can be found online  
at calshakes.org/articles.


