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Velina Hasu Houston 5&;&: “Asian American Culture on Stage: Transforming the View”

Abstract: The term “Asian American” is often misunderstood or confusing in Asian nations that consider
their respective ethnicities as separate from and unique to any other Asian cultures. While this is true, in
the United States the notion of an Asian American identity has been cultivated since the 1960s in order
to unify communities of Asian descent for sociopolitical strength. This unification has proven to be
beneficial sociopolitically, but also has created a myth about Asian Americans being monolithic culturally,
socially, educationally, and economically. Via storytelling in the dramatic arts, these myths can be broken
down and transformed into more genuine representations of the lives of Asian Americans. In my work as
a playwright, [ have sought to investigate the human condition in the context of Asian female identity and,
in so doing, been able to help shift the view of Asian American and Asian female identity toward more
realistic understanding. Certain theatres, especially on the West Coast of the U.S., have presented plays
that help in this important sociopolitical venture.

Brian Locke &;&: “The Japanese and the Origins of the Orientalist Buddy Film”

Abstract: My book, *Racial Stigma on the Hollywood Screen: The Orientalist Buddy Film* (Palgrave
Macmillan, 2009, 2012), is one of the few, if not the only, scholarly works to answer a fundamental
question for Asian American Studies. From the beginning, the topic of exclusion from representations of
US identity has structured the field. For example, Aiiieeeee! An Anthology of Asian American Writers
(Frank Chin, et al., 1974), Strangers from a Different Shore: A History of Asian Americans (Ron Takaki,
1989), Immigrant Acts: On Asian American Cultural Politics (Lisa Lowe, 1996), and Orientals: Asian
Americans in Popular Culture (Robert G. Lee, 1999) focus to varying degrees on the alienation of the
Asian American subject in relation to national identity. None of these key works, however, explains
American culture’ s tendency to portray the Asian as foreign in the first place.

In comparative and interdisciplinary terms, Racial Stigma tracks from WWII to 9/11 the history of a wholly
unexamined type of movie. The Orientalist buddy film offers a scenario in which two American men, one
white and one black, transcend an initial hatred for one another by joining forces against an Asian menace.
By depicting the Asian villain as foreign, white and black bond as Americans. By depicting the Asian villain
as racist towards African Americans, even more so than the white characters, the Orientalist buddy film
transfers the stigma of American racism from white to yellow, achieving what René Girard calls the
“scapegoat effect.” This vilification of the Asian emphasizes what the two American buddies share, thus
dissolving the differences between them. Such a rendering of race, the book shows, ameliorates the
longstanding historical contradiction between democratic ideals and white America’ s persistent
domination of blacks.

This paper analyzes Tay Garnett’s 1943 WWII combat film, Bataan, an important precursor to the
Orientalist buddy film, which pits white and black Americans against Japanese forces who have invaded
the Philippines. Bataan exhibits two distinct tropes that subsequent movies will fuse into the white and
black buddy portion of the Orientalist buddy film. Two white men begin the film as enemies, but eventually



they bond in the face of the common foe. This standard version of the buddy dyad—what Ed Guerrero
calls the “white male” buddy movie—covers nearly the entire history of film from, for example, What Price
Glory? (Raoul Walsh, 1926) to Mississippi Burning (Alan Parker, 1988) and beyond. In addition to the buddy
dyad that drives the narrative, the film includes, for the first time in Hollywood history, a sympathetic
black American character as part of its combat unit. Even though the American military did not
desegregate until well after WWII, Bataan’ s black soldier appears in a few key scenes in response to the
era’ s emphasis on building a facade of national racial unity.



