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INTERVJU S FILMSKIM REDATELJEM I
ANTROPOLOGOM PETEROM BIELLOM

20. kolovoza 2013.
(intervju vodila Lea Vene)

Povod za razgovor s Peterom Biellom, voditeljem studija vizualne antropologije na Držav-
nom sveučilištu u San Franciscu, njegovo je gostovanje na petom ETNOFILm-u (festivalu 
etnografskog " lma), u travnju 2013. godine. S obzirom na to da stoji iza hipermedijskih pro-
jekata (Maasai Interactive i Yanomamö Interactive), koji su znatno doprinijeli razvoju teorije i 
prakse interaktivne etnogra" je, Biella je u Rovinju održao radionicu hipermedije s fokusom 
na nove digitalne medijske tehnologije i njihovu primjenu u vizualnoj antropologiji. No, u 
svom recentnom radu fokusiran je na tzv. " lmove-okidače (trigger % lms), nastale u suradnji s 
Masajima u Tanzaniji. U razgovoru Peter Biella promišlja suodnos etnografskog " lma i hiper-
medija, otkriva metodologiju rada na multimedijalnim projektima i osvještava edukativne 
potencijale hibridnih vizualno-antropoloških projekata.

U svom eseju Visual Anthropology in a Time of War: Intimacy and Interactivity in Ethno-
graphic Film [Vizualna antropologija u ratnim vremenima: intimnost i interaktivnost u etnografskom 
fi lmu] pišete kako je hibrid etnografske multimedije format koji vodi znanstvenijem etnografskom 
fi lmu. Na koji način multimedija može predstavljati dopunu etnografskom fi lmu?

Kako bih odgovorio na to pitanje, najprije trebam dati mali uvod o tome što smatram 
znanošću u antropološkom " lmu i tekstovima. Trebam de" nirati i što smatram multi-
medijom u antropologiji. Nakon toga se mogu vratiti na pitanje i izravno odgovoriti.
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Slika 1. Opsjednuta Mama 
Kone (autor fotografi je: 
Richard Cross, srpanj 1980.)
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Antropolozi su u prošlosti snimali " lmove za svrhe koje se nisu svodile samo na odgo-
varanje na pitanja u istraživanju, ali velika većina tih " lmova nije snimana za njih same već 
za sveučilišnu publiku. Od prvih dugometražnih etnografskih " lmova snimljenih 1950-ih 
i 1960-ih, učionice su bile kina, a studenti publika za antropološke " lmove. 

Kako sam napisao u jednom svom ranom eseju o multimediji (Biella 1992 – Beyond 
Ethnographic Film), studenti se suočavaju s jednom vrstom izazova kada trebaju učiti iz 
" lma koji pogledaju jednom u učionici, a sa sasvim drugom vrstom kada trebaju učiti iz 
knjiga koje mogu čitati kad god žele. Moj cilj je otkriti razlike između učenja iz tekstualnih 
medija (knjige, članci) i vremenski zasnovanih medija (video i audio). U tom eseju nagla-
šavam činjenicu da " lmovi ne preslikavaju znanstveni aparat uobičajen u antropološkim 
knjigama i esejima: " lmovi nemaju sadržaj, fusnote, bibliogra" ju; za razliku od knjiga i 
članaka, " lmovi se obično ne mogu gledati nelinearno ili više od jednom. Ta obilježja 
znanstvenoga aparata karakteristična za tiskani medij čitateljima daju nekoliko načina 
da poboljšaju memoriju i razumijevanje argumenata te da te argumente bolje propitaju. 
Ako antropologiju promatramo kao disciplinu s odabranim problemima na kojima mnogi 
znanstvenici istovremeno rade, uvidjet ćemo da znanstveni aparat ima kumulativan povi-
jesni učinak. Alati znanosti antropolozima koji se oslanjaju na tiskani medij omogućuju 
sve bolje međusobno razumijevanje i kritiku te sve bolju učinkovitost u progovaranju o 
disciplinarnim problemima. 

Ako možemo reći da " lmovi na bilo koji način doprinose povijesnom napretku antro-
pologije kao discipline, oni ne doprinose na način na koji to čine članci i knjige. Općenito 
govoreći, oni ne poboljšavaju pamćenje i razumijevanje argumenata te općenito ne pri-
donose pobijanju ili razvijanju argumenata unutar discipline. Linearnom " lmu, koji se 
pogleda jednom u stvarnom vremenu, nedostaju ona obilježja znanosti zbog kojih tiskani 
mediji u tolikoj mjeri doprinose pamćenju, kritici ili razvoju argumenata.

Misao vodilja mog eseja Beyond Ethnographic Film bila je pokazati kako su linearni 
" lmovi slabi kada se na njih gleda iz perspektive znanstvenog aparata. Međutim, oni su 
vrlo snažni kada ih se promatra iz drugih perspektiva, napose kada se prosuđuje njiho-
va sposobnost da pobude emocije. Antropološki se " lmovi na zanimljiv način hvataju u 
koštac s istim onim sveprisutnim problemima s kojima se suočavaju i njihovi tekstualni 
srodnici – primjerice, s rasizmom, imperijalizmom i šovinizmom. Međutim, dok tiskani 
medij ove fenomene može kritizirati i objašnjavati iz logičke, semantičke i povijesne per-
spektive, " lmski medij im pristupa emocionalno. Film nam može pokazati kako društvene 
probleme doživljavaju oni koji su njima pogođeni; članci i knjige nam omogućuju da te 
probleme shvatimo intelektualno.

Moje istraživanje etnografske multimedije elektronički spaja video isječke i tekstove 
koji supostoje na ekranu računala. Ukoliko se isječci u mojim multimedijskim radovima 
mogu reproducirati kao jednostavni linearni video uraci, mogu vas dirnuti u srce kao i 
svaki dobar " lm. Slično tome, ukoliko su članci u mojim multimedijskim radovima bogati 
znanstvenim aparatom, mogu savladati velike probleme i antropologiji svojstvene argu-
mente pomoću istih alata i s istom snagom kao i bilo koji tekstualni doprinos disciplini. 
Dakle, inovacija koju donosi etnografska multimedija jest uvođenje tekstualnog znanstve-
nog aparata u " lm te ispunjavanje teksta emocionalnim aparatom " lma.

Sada se mogu vratiti i odgovoriti na pitanje onako kako je postavljeno – “Na koji način 
multimedija može predstavljati dopunu etnografskom " lmu?” Ne mogu reći da multime-
dija dopunjava etnografski " lm, ako time želimo reći da multimedija etnografske " lmove 
čini boljim " lmovima. Multimedijske veze i znanstveni aparat ne pomažu " lmovima da se 
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subjektima približe na emocionalno snažniji način, niti pomažu ljudima da bolje shvate 
kako probleme doživljavaju oni koji su njima pogođeni. Prije možemo reći da nam mul-
timedija omogućuje da se " lmova sjećamo bolje nego što smo to mogli prije, omogućuje 
nam da temeljitije i bolje shvatimo argumente, zaključke i strukture " lma, nego što je to 
bilo moguće kada je medij bio linearan. Multimedija nam omogućuje da proučimo srž 
" lma znanstvenim aparatom koji je u tiskanoj formi uvijek bio dostupan – s fusnotama, 
bibliogra" jama, sažecima i svim intertekstualnim vezama i referencama – a koji znanost 
čini tako fascinantnom i učinkovitom iz logičke, semantičke i povijesne perspektive.

U vašim računalnim multim edijskim projektima, kao što su Maasai Interactive i Yanomamö Inte-
ractive, zanima vas primjena različitih antropoloških pristupa na fi lm i zvuk. Koju ste metodologiju 
koristili u seciranju pokretne slike i zvuka u tim projektima?

Prije nego što odgovorim na vaše pitanje, dopustite mi da dam kratak opis multimedijskog 
ekrana. Maasai Interactive i Words / om the Heart [Riječi iz srca] koriste računalnu multi-
mediju kako bi predstavili sate etnografskih audio snimaka sinkroniziranih sa stotinama 
fotogra" ja snimljenih u isto vrijeme. Sinkronizirani medij stvara scene – etnografske situa-
cije snimljene na jednoj lokaciji – u kojima audio snimka traje od deset do četrdeset minu-
ta, a fotogra" je snimljene u tom vremenu traju između deset i devedeset minuta. U mul-
timedijskim radovima, audio snimke razgovora na jezicima maa i swahili transkribiraju se 
u izvorniku i prevode na engleski. Svaka fraza u audio snimci povezana je s transkriptom/
prijevodom; dok se audio snimka reproducira na računalu, ističe se trenutni prijevod. 
Prijevodi sadrže tisuće zvjezdica povezanih s fusnotama u tekstualnom polju. Dok traje 
audio snimka, istaknuti dijelovi teku kroz tekst, a fotogra" je se prikazuju serijski. Klik 
mišem na zvjezdicu u transkriptu zaustavlja audio snimku i priziva odgovarajuću fusnotu. 

Pitali ste me koje sam antropološke pristupe i metode koristio kod seciranja pokret-
ne slike i zvuka u svojim multimedijskim radovima. Prije nego što sam počeo studirati 
antropologiju, s dvadeset pet godina, sedam sam godina pohađao " lmsku školu i snimio 
pedeset kratkih " lmova. Jasno mi je kako moja metodologija “seciranja” zvuka i slike u an-
tropološkim multimedijskim radovima najizravnije proizlazi iz onoga što sam naučio kao 
" lmski montažer i kamerman, ne kao antropolog per se. Moj pristup razumijevanju zvuka 
i slike u materijalima koje sam snimio u sklopu multimedijskih projekata puno je više 
kvalitativan, nego kvantitativan, više estetski, nego znanstveni. On odgovara prvenstveno 
umjetničkoj strani moje osobnosti. Ipak, točno je i kako me moje znanje o povijesti, teoriji 
i kvantitativnoj analizi antropologije senzibilizira za kros-kulturne nijanse na način na koji 
to strogo estetsko obrazovanje u području " lma i zvuka to ne bi moglo.

Kao antropologa, zanimao me tijek u masajskom diskursu, posebno način na koji on 
stoji u odnosu s diplomacijom i rješavanjem sukoba. Ti su akademski interesi u prvi plan 
stavili moju antropološku znatiželju i metode istraživanja, nadmašujući čak i moj interes 
za zvuk i sliku koji imam kao montažer. U svojim multimedijskim projektima, istražujem 
što ljudi govore i kako to govore s mnogo više pažnje i preciznosti nego što bi to trebao 
raditi montažer nekog linearnog " lma. Ipak, čak i kada sam savjestan u antropološkom 
smislu, i estetski i semantički senzibilitet koji me vode kao autora " lma pomaže mi u ra-
zumijevanju. Dat ću nekoliko primjera toga kako mi je neukrotiva tendencija estetskoga 
prosuđivanja u kombinaciji s antropološkim znanjem pomogla da riješim dva problema 
u radu Maasai Interactive. Najprije ću reći nešto o istraživačkom prosvjetljenju koje sam 
doživio u vezi s audio snimkom scene naslova ! e Corn Dispute [Spor oko kukuruza]. Za-
tim ću se osvrnuti na snažnu suprotstavljenost estetike i etnogra" je kod moje prve analize 
fotogra" je iz druge scene, naslovljene Mama Kone’s Possession [Opsjednuta Mama Kone]. 
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Dijelom se moj interes za način na koji multimedijske bilješke transformiraju gledanje 
" lma u nešto potpuno različito od gledanja " lma sastoji i u pisanju nekoliko bilješki za istu 
" lmsku snimku tijekom nekoliko godina, pri čemu ažuriram bilješke, te ih čitatelji-gleda-
telji čitaju kronološki. U radu ! e Corn Dispute, nekoliko serija datiranih bilješki omogu-
ćilo mi je da dokumentiram kako se promijenilo moje razumijevanje događaja u odnosu 
na vrijeme kada sam ga snimio. 

Kada se događaj dogodio te godinama nakon što sam ga snimio, bio sam uvjeren da je 
farmer Shabani lagao mom masajskom mentoru, Shometu. Shabani je tvrdio da je Sho-
metova stoka ušla u njegov vrt, srušila drveni stalak za sušenje i pojela puno klipova kuku-
ruza. Shomet i ja otišli smo u vrt potražiti dokaze. Stoka nikada ne proguta cijeli klip, već 
ga sažvače, većinu ispljune i ostavi komadiće napola pojedenog kukuruza na zemlji. Kako 
nije bilo takvih dokaza, stoka nikako nije mogla pojesti Shabanijev kukuruz.

Ono što me zbunjivalo sve od tog dana 1980. kada sam snimio događaj pa do 1995. 
kada sam odgonetnuo šifru, bilo je sljedeće: zašto se Shomet, na temelju ovih nepobitnih 
dokaza, nije jednostavno naljutio, čovjeka nazvao lašcem i otišao kući. Umjesto toga Sho-
met (i još petorica, uključujući mene) ostali su s farmerom tri sata, raspravljajući o svemu, 
od štete koju je stoka napravila prije više desetljeća do činjenice kako je na tanzanijskim 
sudovima nemoguće doći do pravde jer se suci moraju podmititi.

Proučavao sam te prizore u desecima navrata – buljio sam u tristo fotogra" ja koje smo 
snimili, puno puta preslušao audio snimke i još više puta pročitao prijevod prizora na 
engleski. U petnaest godina, koliko sam razmišljao o tom prizoru, dao sam snimku na 
prijevod dvjema osobama, u nadi da će mi drugo tumačenje pomoći da uhvatim nijanse 
koje isprva nisam razumio. Uspoređujući dva prijevoda, došao sam do mjesta na kojem 
farmer Shabani gubi strpljenje s Masajem, razotkriva njegov blef, i kaže mu: “Ako misliš 
da lažem, reci mi to u lice!” 

Shabani: Želim da se složimo. Ako sam nepravedan prema tebi, zaboravimo onda sve!
Jer tvoj swahili neće mi dati spavati! Ako sam lagao…
Salumu: Čekaj malo!
Shabani [vrlo glasno]: Ah! …
Shomet: Razgovarajmo! Razgovarajmo!
Shabani [istovremeno]: … jer nisi vidio dokaze da je tvoja krava jela!
Shomet: Najprije, idemo razgovarati, bwana.

Slika 2. Transkript audio zapisa korište-
nog u projektu Maasai Interactive (autor: 
Peter Biella)
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Poslušao sam zvučni zapis od tridesetak minuta po milijunti put. Tada sam prvi put primi-
jetio da je jedan od prevoditelja propustio dati engleski ekvivalent za “Čekaj malo!”, “Ah!” 
i “Razgovarajmo! Razgovarajmo!”. Te zvukove mikrofon nije dobro uhvatio i preklapali su 
se s drugim glasovima. Ipak, kada sam čuo da Shabani izaziva Shometa da ga nazove laš-
cem, da Shomet umjesto toga kaže “Razgovarajmo!”, konačno sam zastao i zapitao se – o 
čemu se ovdje radi, o čemu bi se trebalo razgovarati? 

I upravo mi je razmišljanje o tom zanemarenom, kratkom “Razgovarajmo! Razgovara-
jmo!” omogućilo da razbijem šifru. Konačno sam razumio Shometovu diplomaciju; želio 
se slagati sa susjedom sljedećih dvadeset godina – a nazvati ga lašcem i nije baš najbolji 
način da sačuva taj odnos. Štoviše, nakon petnaest godina shvatio sam da Shabani nije 
lagao, on samo nije bio u pravu! Pogreška zahtijeva potpuno drugačiju vrstu diplomacije 
nego namjerna laž. U mojim datiranim bilješkama o tom dijelu snimke koji traje manje od 
jedne sekunde, žalim za činjenicom da nisam jednostavno tada pitao Shometa misli li da 
je farmer lagao. Međutim, nisam ga mogao tada pitati jer mi je trebalo petnaest godina da 
formuliram pitanje!

Serijske bilješke u mojim multimedijskim radovima predstavljaju studiju slučaja in-
terpretativne antropologije. Često sam se, čitajući dotjerane, besprijekorne zaključke u 
člancima, pitao što autori zaista prolaze kada moraju riješiti nešto stvarno teško. Čini mi 
se da ne samo da se zbog brisanja interpretativnog rada i nesigurnosti inače nesigurni 
ljudi osjećaju inferiornima, već takav postupak, isto tako, ne daje smjernice kako nadići 
zbunjenost. Datiranje bilješki i priznanje vlastitih pogrešaka i procesa čine se ključnima 
kada druge podučavate kako napraviti što bolji posao.

Dat ću i kraći primjer svog multimedijskog rada na fotogra" ji iz poglavlja rada Maasai 
Interactive, pod naslovom Opsjednuta Mama Kone. Opsjednuta žena zamolila me da izli-
ječim njezinu opsjednutost. Mučio ju je duh s tanzanijske Swahili obale koji joj je prijetio 
da će je ubiti ako pokuša pobjeći od njega u lokalnu luteransku crkvu. Laskalo mi je što 
je Mama Kone mislila da to mogu dobro napraviti i posjetila nas je nekoliko puta, tražeći 
tretman. Naposljetku sam otjerao njezine glavobolje rolom " lma zavezanom vrpcom za 
snimanje od četvrtine inča. Ovdje je i fotogra" ja koju je snimio Richard Cross na početku 
jednog njezinog posjeta.

Tu sam fotogra" ju prvi put vidio dva mjeseca nakon što je snimljena u tamnoj komori 
u Philadelphiji, gdje smo je Richard i ja razvili zajedno s još šest tisuća drugih fotogra" ja. 
Odmah me se dojmila njezina simetrija i estetska elegancija. Oduševila me Richardova 
sposobnost da uhvati onaj “odlučujući trenutak” – u kojem je desna noga opsjednute žene 
tako čudno podignuta, uz opasnost da će svaki tren izgubiti ravnotežu. Ali moje obrazo-
vanje kao redatelja nije mi dalo da fotogra" ju razumijem onako kako bi je razumio antro-
polog. Kako bih je razumio na drugačiji način, opet sam primijenio svoju multimedijsko-
mikroskopsku etnografsko-promatračku tehniku. 

S etnografskog stajališta, najuočljiviji aspekt pojave Mame Kone jest da togu ne nosi u 
masajskom stilu, zavezanu u čvor preko jednog ramena, već u stilu lokalnih farmerica iz 
tog područja, s oba ramena otkrivena. Walungu, duh koji je tu ženu opsjedao godinama, 
nije bio Masai. Govorio je swahili kroz usta Mame Kone i natjerao je da se oblači poput 
žena iz njegovog plemena. Ipak, na toj fotogra" ji Mama Kone grozničavo zadržava ostat-
ke svog masajskog identiteta. I dalje nosi masajsku naušnicu na lijevom uhu, nešto što 
Swahili žena nikada ne bi napravila, te zadržava autohtonu ogrlicu i narukvice. Borba iz-
među dvaju identiteta manifestira se i u izvanredno eksplicitnom proturječju sadržanom 
u njezinom držanju. Ruke su postavljene u dva oprečna položaja, između napete mišićave 
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elegancije i preciznosti desne ruke te grube, nemarne opuštenosti lijeve. I njezine noge 
sugeriraju neravnotežu između lijeve i desne strane tijela. Nesigurnost poze, s nagibima 
tijela i vektorima držanja koji vuku u svim smjerovima, jest ono što je najupečatljivije. 
Pokušajte sami tako držati ravnotežu!

U kojoj je mjeri i na koji način hipermedija prisutna u obrazovnim programima (vizualne) antropolo-
gije?

Znam samo za jedan diplomski program, onaj na Sveučilištu Kent, koji promiče multi-
mediju – ili hipermediju – u antropologiji, i njihov se pristup dosta razlikuje od moga. 
Nastavnici na Kentu jako su me podržavali od samog početka i danas mi je bilo drago 
kada sam čitao njihovu internetsku stranicu i vidio da su preuzeli pristup koji sam nazvao 
primijenjena vizualna antropologija, o kojoj me kasnije pitate.

Međutim, Sveučilište Kent je izolirani primjer. Ja više ne podučavam multimedijsku 
antropologiju, iako bi se moj Yanomamo Interactive: ! e Ax Fight on CD-ROM (1997) 
mogao nazvati bestselerom u sićušnom svijetu vizualne antropologije. Prodano je više od 
šest tisuća primjeraka prije nego što su Apple i Windows do te mjere izmijenili operativne 
sustave da se CD više nije mogao reproducirati na novim uređajima. 

Kada sam radio multimedijsku etnogra" ju, mislio sam da se time ne bavi puno ljudi 
zbog toga što to zahtijeva poznavanje mnogo različitih područja – kulturne antropologije, 
režije, izrade multimedijskog koda. Studirao sam trideset i dvije godine, što je kulminiralo 

Slika 3. Opsjednuta Mama Kone (autor fotografi je: Richard Cross, srpanj 1980., autor analitičkog dijagrama: Peter Biella)

Mama Kone, Maasai udovica, op-
sjednuta Walunguom, nemaasaj-
skim duhom porijeklom sa Svahili 
obale MI # 079.02

Krivulja opsjednutosti

Massai naušnica u jednom uhu, 
ramena gola – način odijevanja 
nemaasajskih žena

Jedna šaka u gesti taut mudra, a 
druga šaka otvorena i neelegantna

Lijeva noga na tlu zakrenuta 
prema unutra, desna noga u zraku 
izmaknuta iz centra
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četirima diplomama iz " lmske produkcije i antropologije, prije nego što sam započeo s 
dvogodišnjom samoedukacijom iz računalnog koda koja mi je bila potrebna za Maasai i 
Yanomamo Interactive. Nema baš puno ljudi koji se žele školovati toliko dugo. 

Ali, mislim da i argument koji sam iznio na trodnevnoj radionici na ovogodišnjem ET-
NOFILm festivalu u Rovinju objašnjava dio problema. Ljudi trenutno multimediju vide 
kao neispunjeno obećanje. Misle da ih multimedija ne može naučiti ničemu što ne mogu 
saznati s papira, a i puno je skuplja. Šarm pomodnosti koji je multimedija imala 1990-ih 
izgubio se u sveprisutnom internetu i većina ljudi ne želi vjerovati da ona ima još nešto 
važno za reći.

Drugi problem s multimedijom u antropologiji odražava se u sudbini mog vlastitog 
rada. Maasai Interactive i Words / om the Heart temeljile su se na četiristo stranica računal-
nog koda HyperTalk /HyperCard koji sam napisao. Tek što sam završio tekst i kôd, tvrtka 
Apple Computer odustala je od obećanja danog sredinom 1990-ih i napustila HyperTalk 
jezik; Appleovi operativni sustavi nakon verzije 10.4 (koju su zgodno nazvali “klasič-
nom”) više ne podržavaju HyperTalk programiranje. Apple je, čini se, procijenio kako 
će internet zamijeniti tržišne mogućnosti za samostalne multimedijske proizvode poput 
onog koji su mi prodali i odustali od njega (doista, Appleova osveta protiv multimedije i 
dalje traje: trenutno se usrdno trude uništiti jedini preostali multimedijski so+ ver, Adobe 
Flash. Apple izgleda ne želi ugrađivati kompatibilnost s Flashom u svoje nove operativne 
sustave.) 

Za pisanje računalnog koda za multimedijske radove trebale su mi tri godine, i bio sam 
šokiran kada sam saznao za Appleovu odluku. Može biti da se drugi potencijalni autori 
etnografske multimedije ne žele upuštati u takve ludorije. U tekstu o jednom od mojih 
radova, Marcus Banks, znanstvenik iz Instituta za socijalnu i kulturnu antropologiju na 
Oxfordu, upozorio je antropologe da se ne vezuju ni za jedan operativni sustav ili raču-
nalni jezik koji bi mogao nestati iz uporabe za nekoliko godina. West-Coast izraz za to bio 
bi – Marcus osjeća moju bol.

Za hipermediju se obično kaže da ima znatan obrazovni potencijal koji omogućuje učenje kroz 
interaktivne i nelinearne formate. S obzirom na to da imate iskustvo iz prve ruke u projektima hiper-
medije, kako biste opisali prednosti hipermedije za obrazovanje u području (vizualne) antropologije?

Sveti Augustin je rekao da je znatiželja grijeh. Ona ljude tjera da, poput ptice, lete s jednog 
površnog interesa na drugi, da troše vrijeme ni na što posebno i na kraju ne znaju ništa ni 
o čemu. To letenje s jednog na drugo ono je što internet nudi mnogim ljudima koji se tako 
opuštaju, njegujući vrlo uzak raspon pažnje. U ranijim verzijama rada Maasai Interactive 
fascinirao me broj takvih elektroničkih, etnografskih multimedijskih skokova koje sam 
mogao integrirati u svoje komentare na tri i pol sata audiovizualnog materijala. Mogao 
sam pokazati kako ljudi nisu napravili ono što su rekli da jesu, da su uvrijedili nekoga tko je 
petnaest dana kasnije i dalje bio ljut na njih; da se još snimljenih dokaza o inicijaciji masaj-
skih ratnika može naći na petnaest drugih mjesta među podacima. Napravio sam otprilike 
3 600 audiovizualnih unakrsnih referenci prije nego što se čarolija potrošila.

Bilo je, na neki način, zadovoljavajuće, fascinantno, što sam svoj " lmski materijal toliko 
dobro poznavao da sam odjeke mogao čuti kroz cijelih dvadeset sati snimaka. To mi je 
pomoglo da uvidim, kako sam i napisao u Maasai Interactive, da “najmanje stvari sadrže 
najvažnije poruke”. Međutim, nisam razumio da samo nekoga tko piše doktorat o mom 
radu mogu jednako kao mene zanimati ti neuhvatljivi odjeci. Nisu bili dovoljno važni.
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Ipak, dok sam radio na tisućama veza između srodnih snimljenih informacija, Maasai 
Interactive koristio sam i za pričanje priča. Dok sam radio bilješke i povezivao različite mo-
mente na audio vrpci, otkrile su se i avanture vezane za razumijevanje nekih vrlo složenih 
i fascinantnih stvari koje su radili moji masajski zemljaci, kao što su nenasilno rješavanje 
sporova o nedirnutom kukuruzu; opsjednutost tijela i uma i traženje lijeka od stranca. Bio 
sam dovoljno dalekovidan da te priče razvijem dok sam pisao serijske bilješke za tekuća 
događanja na audio snimci. Svaki prizor ili poglavlje imali su narativni luk, problem, djelo-
mično razriješen, ponovno potvrđen na nov način, konačno razriješen te prožet poukama 
o tome kako nešto saznati i kako ne upasti u nevolje na etnografskom terenu. Ti su nara-
tivni lukovi – čak i ako su prezasićeni hiperlinkovima i unakrsnim referencama – ono što 
etnografskoj multimediji daje nešto više od onoga što se može zadovoljiti pukom znatiže-
ljom. Iako se radi o " lmovima i tekstovima na kompjuterskom ekranu, mojim multime-
dijskim radovima treba se pristupiti kao da su knjige – kao projektima za čije je shvaćanje 
potrebno nekoliko dana, pa i više. U multimediji " lm više nije sjena na zidu koja nestaje, 
a tekst više nije prazna tvrdnja bez empirijske reference. Estetika " lma i antropološki pro-
jekti stapaju se na nov način, a rezultat su novi načini poučavanja.

Sedam fi lmova pod naslovom Maasai Migrants [Masajski migranti] snimljeno je u razdoblju od šest 
godina u Tanzaniji. Opisujete ih kao “fi lmove snimljene s Masajima za Masaje” i stvrstavate ih pod 
koncept fi lmova-okidača (trigger fi lms). Možete li reći nešto više o tom konceptu i načinu na koji ste 
ga razvili s Masajima u Tanzaniji?

Moj doktorat temeljio se na fotogra" jama i audio snimkama koje smo Richard Cross i 
ja snimili na jednom gospodarstvu Masaja u Tanzaniji 1980. Moj cilj bio je napraviti et-
nografski " lm od fotogra" ja koje će pratiti tečan sinkroni zvuk. Pod utjecajem Bertolta 
Brechta i " lma Chrisa Markera La Jetée, želio sam da moji radovi publiku uhvate nespre-
mnu, izazivajući je eksperimentalnom alternativom realističkom stilu cinéma vérité, koji 
je tada dominirao etnografskim " lmom. Deset godina kasnije, 1990., snimio sam " lmo-
ve, računalna multimedija postala je stvarnost i vidio sam kako se moji studentski " lmski 
eksperimenti mogu proširiti i postati novi izazov tradicionalnom etnografskom tekstu i 
" lmu, kao multimedijski eksperimenti koje sam opisao ranije. 

Kada sam se vratio u posjet svojoj tanzanijskoj masajskoj obitelji kao sveučilišni profe-
sor 2007., razvio sam interese koji su se razlikovali od eksperimentalnog korištenja foto-
gra" je i zvuka koji su me ranije fascinirali. Ipak, nisam izgubio interes za eksperimental-
nim stilovima snimanja " lmova koji predstavljaju izazov za gledatelje i omogućuju im da 
dožive i tumače etnografsku stvarnost na nov način. 

Kroz neku vrstu osmoze ili a" niteta nabasao sam na koncept " lma-okidača za koji sam 
2007. vjerovao da je poznata i često korištena strategija u snimanju " lmova. Srodne strate-
gije različitih naziva koriste se u medijskoj psihoterapiji i nekim photo-voice projektima, ali 
gotovo nitko nije radio " lmove-okidače ili pisao o njima prije mene. 

U svakom slučaju, svrha " lmova-okidača jest potaknuti razgovor u publici i simulirati 
društvenu promjenu. Ključna strategija " lmova-okidača je predstaviti kratke, tobože jed-
nostavne dokumentarne scenarije u kojima se otvara, ali ne razrješava neko moralno pita-
nje. Iz perspektive autora scenarija, " lmovi-okidači pokreću narativni luk s likovima i ne-
kom krizom, ali ne zatvaraju luk razrješenjem i katarzom. Nepostojanje razrješenja priče 
u " lmu-okidaču stvara nelagodu kod publike, čime postaje izglednije da će ona sama po-
kušati raspraviti problem i pronaći nekakvo razrješenje. Filmovi u seriji Maasai Migrants 
otvaraju različita pitanja, kao što su HIV/AIDS, migracija i gubitak kulture. Projekcije s 
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obučenim moderatorom daju priliku starim i mladim Masajima da se okupe u “vijeća” – 
koja su nekad bili uobičajen, a danas sve rjeđi fenomen – i zajedno razriješe zajedničke 
probleme. Ljudi koji se možda boje govoriti čut će druge koji imaju isti problem kao i oni. 
Ljudi koji su mislili da su krize kroz koje prolaze osobne prirode i izolirane, uz šok, ali i 
terapijski učinak, otkrivaju da su one uobičajene u cijeloj masajskoj dijaspori.

Većina vaših recentnih fi lmova snimljena je prvenstveno za masajsku publiku; međutim, u isto se 
vrijeme prikazuju na međunarodnim fi lmskim festivalima. Kako vidite ulogu etnografskih fi lmskih 
festivala i kako se koncept fi lma-okidača uklapa u taj format?

Festivali su iznimno ugodni i redateljima omogućuju da se upoznaju i pobjegnu od mrač-
nih stolova za montažu, od izolacije. U isto vrijeme, daju priliku zagovarateljima poput 
mene da kolegama predstave nove ideje, kao što je preusmjeravanje vizualne antropologi-
je prema primijenjenom smjeru.

U određenom smislu, koristiti " lmove na festivalima pod izlikom promoviranja primi-
jenjene vizualne antropologije znači koristiti ih kao okidače. Razgovori nakon projekcija 
često su prekrasni i poticajni. To je posebno vrijedilo kada me je moderator, nakon što mi 
je žiri ETNOFILm festivala u Rovinju dodijelio nagradu za ! e Chairman and the Lions 
[Starješina i lavovi], moj posljednji etnografski " lm, upitao bi li se on mogao koristiti kao 
" lm-okidač. Pitanje me iznenadilo, ali rekao sam kako mislim da je to moguće, jer " lm 
daje portret vrlo uspješnog masajskog vođe čija mu je odlična diplomacija pomogla da 
zaštiti zajednicu od opasnosti emigracije u, primjerice, Zanzibar. Masaji bi " lm mogli ko-
ristiti kao okidač za rasprave o toj bolnoj temi.

Slika 4. Grupa Kisongo Maasai straješina u Kibayi (Tanzanija) gleda fi lmove iz serije Masajski migranti autora Petera Bielle (still 
iz fi lma Petera Bielle i Leonarda Kamerlinga, srpanj 2012.)



PETER BIELLA 135

U čudnom obratu, isti je " lm nedavno dobio nagradu žirija na Međunarodnom " lm-
skom festivalu u Zanzibaru, a zvijezda " lma, vođa Masaja Frank Ikayo, bio je prisutan i pri-
mio je nagradu. Najnevjerojatnija bila je činjenica da su stotine Masaja u Zanzibaru čule 
za " lm. Oni su, poput lika iz " lma, sami emigrirali u Zanzibar u potrazi za poslom. Frank 
je organizirao projekciju " lma za masajske migrante u Zanzibaru i nakon toga moderirao 
diskusiju u kojoj su sudjelovali migranti. Moja kolegica, dr. Kelly Askew, producentica 
" lma, uspjela je snimiti Frankovu moderiranu projekciju. Poznavajući njegove impresivne 
govorničke vještine, s uzbuđenjem čekam da vidim kako je izgledala njegova diskusija 
potaknuta " lmom-okidačem.
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INTERVIEW WITH FILM DIRECTOR AND
ANTHROPOLOGIST PETER BIELLA

by Lea Vene
August 20, 2013

Interview with Peter Biella, director of the Program in Visual Anthropology at San Francisco 
State University, was conducted during his visit to the 5th ETNOFILM Festival (festival of 
ethnographic " lm) in Rovinj in April 2013. As an author of hypermedia projects (Maasai In-
teractive and Yanomamö Interactive) which contributed signi" cantly to the development of in-
teractive ethnography’s theory and practice, Biella hosted a hypermedia workshop in Rovinj, 
which focused on new digital media technologies and their application in visual anthropol-
ogy. However, his recent work focuses on the so-called “trigger-" lms” made in cooperation 
with the Maasai in Tanzania. In this interview Peter Biella discusses the interrelationship 
between ethnographic " lm and hypermedia, discloses the methodology of work on mul-
timedia projects and educational potentials of hybrid projects within visual anthropology.

In your essay, Visual Anthropology in a Time of War: Intimacy and Interactivity in Ethno-
graphic Film, you suggest that the hybrid of ethnographic multimedia is a format that leads to more 
scholarly ethnographic fi lm. In what way does mult imedia supplement ethnographic fi lm?

To answer this question, I need " rst to give a li, le background on what I mean by scholar-
ship in anthropological " lm and print. I will also need to de" ne what I mean by multime-
dia in anthropology. I’ll then be able to circle back and answer the question directly.

Figure 1. Mama Kone’s Po-
ssession (Photo by Richard 
Cross, July 1980.)
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In the past, anthropologists have made " lms for purposes other than answering ques-
tions in their own research. / e vast majority of " lmmaking by anthropologists has been 
to make " lms not for themselves but for university audiences. Ever since the " rst feature-
length ethnographic " lms in the 1950s and ‘60s, classrooms have been the theaters, stu-
dents the audience, for anthropological " lms. 

As I argue in my early essay on multimedia (Biella 1992 – Beyond Ethnographic Film), 
students face very di) erent challenges when they are asked to learn from " lms shown 
one time in a classroom than they face when they are asked to learn from books which 
they can study as o+ en as they like. My goal was to discover what distinguishes learn-
ing gained from text-based media (books, essays) from learning gained from time-based 
media (video and audio). In that essay, I emphasize the fact that " lms do not replicate the 
apparatus of scholarship that is commonplace in anthropological books and essays: " lms 
have no tables of contents, no footnotes, no bibliographies; unlike books and essays, " lms 
usually cannot be viewed more non-linearly or more than once. / ese print-speci" c at-
tributes of the scholarly apparatus allow readers several ways to improve their memory 
and understanding of arguments made by others and to challenge such arguments more 
e) ectively. If we consider anthropology as a discipline with chosen problems on which 
many scholars work simultaneously, we can see that the apparatus of scholarship has a 
cumulative historical e) ect. / e tools of scholarship allow print-based anthropologists to 
understand and critique each other increasingly well and become increasingly e) ective at 
addressing problems identi" ed by the discipline. 

If we may say that " lms contribute in any way to the historical progress of the disci-
pline of anthropology, they do not contribute in the same way as essays and books. / ey 
generally do not improve memory and understanding of arguments nor does their con-
tribution generally concern challenging or advancing arguments in the discipline. Linear 
" lm, viewed once in real time, lacks the a, ributes of scholarship that make print media 
contribute so much to remembering, critiquing or advancing arguments.

/ e thrust of my Beyond Ethnographic Film essay was to show that linear " lms are 
weak when judged from the perspective of the scholarly apparatus. Yet " lms are very 
strong when judged from other perspectives, notably when judged by their capacity to 
speak to the heart. In an interesting way, anthropological " lms do tackle the same sorts 
of omnipresent problems as are tackled by their text-media brethren – for example, rac-
ism, imperialism and chauvinism. Yet whereas print media can critique and explain  those 
phenomena from logical, semantic and historical perspectives, " lm media approach them 
emotionally. Films can show us how social problems feel to their su) erers; essays and 
books let us understand those problems with the mind.

My explorations in ethnographic multimedia places electronic links between video 
clips and texts that are co-present on the computer screen. Insofar as the clips in my mul-
timedia works can be played back as simple linear videos, they can touch the heart as 
any well cra+ ed movie can do. Similarly, insofar as the essays in my multimedia works 
are richly laden with the apparatus of scholarship, they can tackle the large problems 
and idiosyncratic arguments in anthropology with the same tools and force as any other 
text-based contribution to the discipline. / e innovation that ethnographic multimedia 
brings, then, is the infusion of the scholarly apparatus of text into " lm and the inundation 
of the heart-felt apparatus of " lm into text.

I’m now ready to circle back and answer the question as posed – “In what way does 
multimedia supplement ethnographic " lm?” I am not prepared to say that multimedia 
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does supplement ethnographic " lm, if we mean by that phrase that multimedia makes 
ethnographic " lms be, er " lms. Multimedia links and the scholarly apparatus do not help 
" lms approach their subjects with a more powerful emotional grip, nor help people bet-
ter understand how social problems feel to their su) erers. Rather, multimedia allows us 
to remember " lms be, er than we could before, allows us to understand " lms’ arguments 
and conclusions and structures more thoroughly and e) ectively than was possible when 
the medium was only lineal. Multimedia allows us to study the heart of " lms with all the 
apparatus of scholarship that has always been available in print – with footnotes, bibli-
ographies, summaries and all of the inter-textual links and cross-references – that make 
academic scholarship so fascinating and e) ective from logical, semantic and historical 
perspectives.

In your computer-based multimedia projects like Maasai Interactive and Yanomamö Interactive 
you were interested in applying di' erent kinds of anthropological approaches to fi lm and sound. 
What is the methodology you used in dissecting moving image and sound in those projects?

Let me give a brief description of what multimedia screen looks like before answering 
your question. Maasai Interactive and Words / om the Heart use computer-based multime-
dia to present hours of ethnographic audio recordings synced up with hundreds of pho-
tographs recorded at the same time. / e synced-up media creates scenes – ethnographic 
situations recorded in one location – in which the audio ranges from 10 to 40 minutes in 
length, and the photographs taken during that time range between 10 and 90. In the mul-
timedia works, the audio recordings of conversations in Maa and Swahili are transcribed 
in the original languages and translated into English. Each phrase in the audio recording 
is linked to its transcription/translation; as the audio plays back on computer, the current 
translation is highlighted. / e translations contain thousands of asterisks that link with 
footnotes in a text " eld. As the audio plays, the highlighting streams through the text, and 
the photographs are displayed sequentially. A mouse click on an asterisk in the transcript 
stops the audio and calls the appropriate footnote forward. 

Now, you ask what anthropological approaches and methodology I used in dissecting 
the moving image and sound in my multimedia works. I had seven years of training in 
" lm school and had shot " + y short " lms, when, at the age of twenty-" ve, I began to study 
anthropology. It feels very clear to me that my methodology for “dissecting” sound and 
image in anthropological multimedia comes most directly from what I have learned as a 
" lm editor and camera operator than from being an anthropologist per se. My approach to 
understanding sound and image in the material I’ve recorded for my multimedia projects 
is much more qualitative than quantitative, more aesthetic than scienti" c. It appeals " rst 
and foremost to the artistic side of my personality. Yet it is also true that my awareness 
of history, theory and quantitative analysis in anthropology does sensitize me to cross-
cultural nuances that a strictly aesthetic training in " lm or audio could not do.

As an anthropologist, I have been interested in the ' ow of Maasai discourse, particu-
larly as it pertains to diplomacy and con' ict resolution. / ese academic interests have 
called my anthropological curiosity and research  methodologies to the forefront, surpass-
ing even the interest I bring to my own sound and image recordings as an editor. In my 
multimedia projects, I study what people say and how they say it with much more care and 
much more rigor than a linear " lm editor would ever need. Still, even when I am being 
anthropologically scrupulous, the aesthetic and semantic sensitivities that guide me as 
a " lmmaker also help me understand. Below, I will give examples of how my irrepress-
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ible tendency to make aesthetic judgments combined with background anthropological 
knowledge worked to solve two problems in Maasai Interactive. First I’ll talk about a re-
search epiphany I had in relation to the audio track of a scene titled ! e Corn Dispute. I’ll 
then discuss the violent juxtaposition of aesthetics and ethnography when I " rst analyzed 
a photograph from another scene called Mama Kone’s Possession. 

Part of my interest in how multimedia annotations transform " lm viewing into some-
thing very di) erent from " lm viewing has been my commitment to writing several anno-
tations about the same piece of " lm footage over several years, dating the annotations, and 
having my reader-viewers read them chronologically. In ! e Corn Dispute, several series of 
dated annotations allowed me to document how I came to a very di) erent understanding 
of the event than I had when I " rst recorded it. 

When the event occurred, and for years a+ er I " lmed it, I was convinced that a farmer 
named Shabani was lying to my Maasai mentor, named Shomet. Shabani claimed that 
Shomet’s ca, le had entered his garden, knocked over a wooden drying rack and had eaten 
many ears of corn. Shomet and I came to the garden to look for evidence. Ca, le never 
swallow corn whole; instead they chew it, spit much out, and leave many fragments of 
half-eaten corn on the ground. Because there was no evidence of this kind, it was abso-
lutely certain that ca, le had not eaten Shabani’s corn.

What puzzled me from the day I " lmed it in 1980 to the day I cracked-the-code in 
1995, was why, based on this incontrovertible evidence, Shomet didn’t just get angry, call 
the man a liar, and go back home. Instead, Shomet (and " ve others including me) stayed 
with the farmer for three hours, discussing everything from damage that ca, le had done 
decades before to the fact that no one can get justice in Tanzanian courts because the 
judges must be bribed.

I studied this scene dozens of times – I stared at the 300 pictures we took of it, lis-
tened to the audio recording many times, and read many more times the translations of 
the scene in English. Over the " + een years that I thought about this scene, I also had 
the recording translated by two di) erent people, hoping that the second interpretation 
would help me catch nuances that I had not understood from the " rst. In comparing the 
two translations, I came to a point in which the farmer, Shabani, loses patience with the 
Maasai and calls his blu) , saying, “If you think I’m lying, then call me a liar!” 

Figure 2. An audio track analysis from
Maasai Interactive project (by Peter Biella)
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Shabani: I want us to agree. If I am doing you an injustice, then just forget all of this! Be-
cause the Swahili you spoke won’t let me sleep! If I have lied …
Salumu: Wait a minute!
Shabani [very loud]: Ah! …
Shomet: Let’s talk! Let’s talk!
Shabani [simultaneously]: … because you didn’t see any evidence of your cow eating!
Shomet: First, let’s talk bwana.

As I listened to the thirty minute sound track for the one millionth time. I noticed for the 
" rst time that one of my translators had neglected to give the English equivalent for “Wait 
a minute!” “Ah!” and “Let’s talk! Let’s talk !” / ese sounds were o)  mike and overlapping 
with other voices. Yet hearing Shabani challenge Shomet to call him a liar, and hearing 
Shomet refusing to do so; hearing Shomet instead insisting, “Let’s talk!,” made me " nally 
stop and ask myself – What is all this about? What is there to talk about? 

And I was wondering at the neglected less-than-a-second-long “Let’s talk! Let’s talk!” 
that allowed me to crack the code. I " nally understood Shomet’s diplomacy: he wanted 
to get along with his neighbor for the next twenty years – and calling him a liar was not a 
good way to preserve the relationship. Moreover, I realized a+ er " + een years that Shabani 
was not lying, but that he was only mistaken! A mistake calls forth a very di) erent type of 
diplomacy than does an intentional lie. In my dated annotations to this less-than-one-
second-long section of audio, I bemoan the fact that I had not just asked Shomet at the 
time whether he thought the farmer was lying. I couldn’t ask him then, however, because 
it took me " + een years to formulate the question!

/ e sequential annotations of my multimedia work o) ers a case study in interpretive 
anthropology. I have o+ en wondered, reading polished, ' awless conclusions spilling forth 
in published essays, what the writers really went through when they had to " gure out 
something very di0  cult. It seems to me that deleting the interpretive work and uncertain-
ty not only makes normally uncertain people feel inferior but it does not provide guid-
ance in how to overcome confusion. Dating one’s annotations, and confessing one’s errors 
and process seem essential aspects in teaching others how to do a be, er job.

I want to give a shorter example in my multimedia based work on a still photograph 
from a Maasai Interactive chapter called Mama Kone’s Possession. / e possessed woman 
had asked me to cure her of her possession. She was tortured by a spirit from Tanzania’s 
Swahili Coast who threatened to kill her if she sought escape from him by a, ending the 
local Lutheran church. I was ' a, ered that Mama Kone thought I might do a good job, and 
she visited us several times, seeking treatment. I " nally drove her headaches away with a 
roll of " lm tied with a ribbon of quarter-inch recording tape. Here is a picture taken by 
Richard Cross at the outset of one of her visits.

I saw this image for the " rst time, two months a+ er it was taken, in a darkroom in 
Philadelphia where Richard and I developed it along with 6000 other photographs. I was 
immediately struck by its symmetry and aesthetic elegance, and I was overwhelmed by 
Richard’s capacity to capture ‘the decisive moment’ – the possessed woman’s right foot 
raised so awkwardly and her balance between standing and falling so precarious. But my 
" lmmaker training did not allow me to understand the image as an anthropologist might 
do. To know it in that di) erent way I again applied my multimedia-microscopic ethno-
graphic-observation technique. 

From an ethnographic perspective, the most noticeable aspect of Mama Kone’s ap-
pearance is that she is wearing her toga in the style not of Maasai, who tie their togas in 
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a knot over one shoulder, but in the style of local farming women in the area, with both 
shoulders bare. Walungu, the spirit who possessed the su) ering women for many years, 
was not Maasai. He spoke the Swahili language through Mama Kone’s lips and caused 
her to dress like women from his own tribe. Yet in this photograph, Mama Kone also 
maintains struggling remnants of her Maasai identity. She still wears a Maasai earring 
on her le+  side, something Swahili women would not do, and maintains her indigenous 
necklaces and brass anklets. / e struggle between two identities is also manifested in the 
marvelously-explicit contradictions of her posture. / e hands are opposite extremes be-
tween taut muscular elegance and precision on the right, and a rough, negligent relaxation 
on the le+ . Her feet, too, suggest the out-of-balance experienced by the le+  and right side 
of her body. / e precariousness of her posture, with body angles and posture-vectors in all 
directions, is most remarkable of all. Try this as a balancing pose yourself!

To what extent and in what ways is hypermedia present in educational programs in (visual) anthro-
pology?

I know of only one MA program, at the University of Kent, that promotes multimedia – or 
hypermedia – in anthropology, and their approach is quite di) erent from mine. / e Kent 
faculty have been strong supporters of mine since the beginning, and I was pleased today 
reading their website to see that they too have taken the approach that I have dubbed ap-
plied visual anthropology, which in later questions you ask me to describe.

Figure 3. An analytical diagram of Mama Kone’s Possession (Photo by Richard Cross, July 1980., diagram by Peter Biella)

Mama Kone, a Maasai widow, 
possessed by a non-Massai spirit 
called Walungu from the Svahili 
coast MI # 079.02

The angle of possession

Massai earring – but in only one 
ear. Both shoulders are bare, a style 
only non-Massai women use

One hand raised in a taut mudra. 
The other open and inelegant

Left foot on the ground turned too 
far inward. Right foot in the air 
twisted even further from center
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But the University of Kent seems to be an isolated bubble. I myself do not teach mul-
timedia anthropology anymore, even though my Yanomamo Interactive: / e Ax Fight on 
CD-ROM (1997) would have to be called a “best-seller” in the tiny world of visual an-
thropology. More than 6,000 copies were purchased before Apple and Windows changed 
their operating systems so dramatically that the CD would no longer be played on new 
machines. 

When I was producing multimedia ethnography, I believed that few other people did 
the same because of the need to master too many learning curves – cultural anthropology, 
" lmmaking, multimedia code authorship. I had been in school for 32 years, culminating 
with four degrees in Film Production and Anthropology, before I began my own two-year 
self-training course in computer code that was required for me to produce Maasai and 
Yanomamo Interactive. Not many people want to be in school that long. 

But I also think that the argument I gave in my three-day workshop at the ETNO" lm 
Festival in Rovinj this year also explains part of the problem. People currently see multi-
media as a failed promise. / ey think that multimedia hardly teaches anything be, er than 
do pieces of paper with ink on them and it is much more expensive. / e charm or trendi-
ness that multimedia had in the 1990s has disappeared into the ubiquitous World Wide 
Web and most people do not want to believe that there is more to say.

Another problem with multimedia in anthropology is re' ected in the fate that my own 
work su) ered. Both Maasai Interactive and Words / om the Heart were based on 400 pages 
of HyperTalk / HyperCard computer code that I wrote. Just as I " nished the texts and 
code, Apple Computer reneged on the promise it made in the mid-1990s and abandoned 
its HyperTalk computer language all together; Apple’s Operating Systems later than 10.4 
(which they quaintly renamed Classic) no longer support HyperTalk programming. Ap-
ple apparently judged that the Web would replace any market opportunity for stand-alone 
multimedia products like the one they sold me and then abandoned. (Indeed, Apple’s 
vende, a against multimedia is not yet ended: Apple is currently doing its best to sink 
the only remaining stand-alone multimedia so+ ware, Adobe Flash. Apple does not, ap-
parently, want to be required to write Flash-compatibility into its new operating systems.) 

Writing the computer code for my multimedia works had taken me three years, and I 
was morti" ed by Apple’s decision. It may be that other potential ethnographic multimedia 
authors do not want to share my folly. In writing about one of my works, Marcus Banks of 
Oxford University’s Institute of Social and Cultural Anthropology warned anthropologists 
against becoming commi, ed to any one operating system or computer language that may 
close down in a few years. As we say out here on the West Coast, Marcus felt my pain.

Hypermedia is often mentioned as having a lot of educational potential that enables learning 
through interactive and non-linear formats. Having fi rst hand experiences in hypermedia projects 
how would you explain the advantages of hypermedia in education within (visual)anthropology?

Saint Augustine said that curiosity is a sin. It causes one to ' it like a li, le bird from one 
area of super" cial interest to another; to spend no time on anything in particular and in 
the end to come away ignorant of everything. / is ' i, ing is what the web o) ers to many 
people who enjoy relaxing with and cultivating very short a, ention spans. In my early 
dra+ s of Maasai Interactive, I was fascinated by the number of electronic, ethnographic 
multimedia ' its I could integrate into my commentaries about three and a half hours of 
audio-visual material. I could show that people had not done what they said they had 
done, that they o) ended someone who " + een days later was still angry at them; that fur-
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ther recorded evidence concerning the initiation of Maasai warriors could be found at 15 
other locations in the data. I had created about 3,600 audio-visual cross-references when 
the charm wore o) .

It was gratifying and fascinating in some ways to know my " lm material so well that 
I could hear resonances and echoes in it across 20 hours of recordings. / is knowledge 
made me realize, as I wrote in Maasai Interactive, “the smallest things bespeak the great-
est ma, ers.” However, I did not understand that only someone doing a PhD on my work 
could be anything like as interested in those ' i, ing echoes as I was. / ey were not impor-
tant enough. 

Yet while I was authoring the thousands of links between related pieces of recorded 
information, I also used Maasai Interactive to tell stories. As I annotated and linked di) er-
ent current moments in the audio track, I also unfolded some adventures about mastering 
some very complicated and fascinating things that my Maasai compatriots were doing – 
se, ling disputes about undamaged corn without violence; becoming possessed in body 
and mind, and seeking a cure from a stranger. I had the foresight to unfold of these stories 
while writing sequential annotations to current moments in the audio track. Each scene 
or chapter had a narrative arc, a problem, partially resolved, reasserted in a new way, " -
nally resolved, and sprinkled with more than one moral for " nding things out and staying 
out of trouble in ethnographic " eldwork. It is these narrative arcs – even if oversaturated 
with hyperlinks and cross-references – that give ethnographic multimedia more than can 
be satis" ed by curiosity and ' i, ing. / ough " lms and texts on a computer screen, my 
multimedia works must be approached as if they were books – projects that take several 
days, or longer, to be understood. In multimedia, " lm is no longer a shadow on the wall 
that disappears, and text is no longer a disembodied claim with no empirical referent. / e 
aesthetics of " lm and the projects of the discipline of anthropology are merged in a new 
way, with new ways to teach and learn as a result.

Seven fi lms under the title Maasai Migrants were shot over a period of six years in Tanzania. You 
describe them as ‘fi lms made with Maasai for Maasai’ and gather them under the concept of trig-
ger fi lms. Could you tell me more about this concept and the way you developed it with Maasai in 
Tanzania?

My PhD dissertation was based on the photographs and audio recordings that Richard 
Cross and I produced in Tanzania Maasai homestead in 1980. My goal was to make eth-
nographic " lms from still photographs superimposed over ' owing synchronous audio. 
In' uenced by Bertolt Brecht and Chris Marker’s " lm, La Jetée, I wanted my works to catch 
their audiences unaware, challenging them with my experimental alternative to the cinéma 
vérité style of realism that then dominated ethnographic " lmmaking. Ten years a+ er I shot 
the " lms, in 1990, computer-based multimedia had become a reality, and I saw that my 
experiments in " lm as a student could be expanded into a new challenge to traditional an-
thropological text and " lmmaking, the multimedia experiments I have described above. 

When I " rst returned to visit my Tanzania Maasai family in 2007 as a university pro-
fessor, I had developed a very di) erent set of interests from the experimental use of pho-
tographs and audio that had fascinated me before. Yet I had not lost interest in seeking 
experimental " lmmaking styles that challenged viewers and allowed them to experience 
and interpret ethnographic reality in new ways. 

/ rough some kind of osmosis or elective a0  nity I came upon the concept of the trig-
ger " lm, which, in 2007, I believed was a familiar " lmmaking strategy, frequently used. 
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Related strategies with di) erent names are used in media psychotherapy and some photo-
voice projects, but almost no one had made trigger " lms or published about them before 
I did. 

In any case, the purpose of trigger " lms is to initiate conversations in an audience and 
stimulate social change. / e key strategy of trigger " lms is to present short, deceptively 
simple documentary scenarios in which moral issues are raised and not resolved. From 
the perspective of a " lm scriptwriter, trigger " lms initiate a narrative arc with characters 
and crisis, but do not close the arc with resolution and catharsis. / e failure of the trig-
ger " lm story to reach a closure in the narrative arc creates discomfort in the audience, 
which is made more likely to want to discuss the issues in the " lm together and " nd some 
type of closure themselves. Films in my Maasai Migrants Series raise di0  cult questions 
like HIV/AIDS, migration, and loss of culture. Screenings, with a trained facilitator, cre-
ate an opportunity for Maasai, young and old, to gather in ‘moots’ – once common but 
now an increasingly rare phenomenon – and tackle their collective problems collectively. 
People who may be afraid to speak will hear others who share their problems. People who 
believed their crises to be personal and isolated discover with shocking but therapeutic 
a) ect that they are common throughout the entire Maasai Diaspora.

Most of your recent fi lms are made primarily for audiences of Maasai; yet they are at the same time 
screened in the international fi lm festivals. How do you see the role of ethnographic fi lm festivals 
and how does the concept of trigger fi lm fi t within that format?

Festivals are enormously enjoyable and allow " lmmakers to meet one another and have a 
welcome escape from dark editing tables and isolation. At the same time, they provide an 

Figure 4. A facilitated screening of Maasai Migrants for a moot of elders. Kibaya, Tanzania, 2012. (a still from Peter 
Biella and Leonard Kamerling fi lm)
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opportunity for advocates like myself to introduce colleagues to new ideas, such as turn-
ing visual anthropology in applied directions. 

In a sense, using my " lms in festivals as an excuse to promote applied visual anthropol-
ogy is to use them as triggers. / e conversations that follow screenings are o+ en delightful 
and moving. / at was particularly true when, a+ er the ETNO" lm Festival jury in Rovinj 
gave me a prize for / e Chairman and the Lions, my most recent ethnographic " lm, the 
moderator asked me whether I believed it could ever be used as a trigger " lm. I was sur-
prised by the question but said that I believed it was possible, because the " lm o) ered a 
portrait of a very successful Maasai leader who marvelous diplomacy helped protect his 
community from the dangers of out-migration to such places as Zanzibar. Maasai could 
use the " lm to trigger discussions about this painful topic.

In a strange twist of fate, the same " lm was recently awarded the Jury Prize at the Zan-
zibar International Film Festival, and the star of the " lm, the Maasai Chairman Frank 
Ikayo, was present at the festival to accept his award. What was most remarkable is the 
fact that hundreds of Maasai in Zanzibar heard about the " lm. / ey, like a character in the 
" lm, had migrated to Zanzibar themselves, looking for work. Chairman Frank arranged 
to have a screening of the " lm for the Zanzibar Maasai migrants, and then facilitated a 
post-screening discussion with the migrants. My colleague, Dr. Kelly Askew, the " lm’s 
producer, managed to have a " lm record made of Frank’s facilitated screening. Knowing 
his impressive skill in oratory, I am very excited to see how his trigger " lm discussion 
unfolded.


