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ABSTRACT

The Drone Camera and GoPro
-Disembodied Digital Cameras and the
Expansion of Documentary-

Kim, Ji Hoon
Associate Professor / Chung-ang University

This paper discusses the impacts of the drone camera and GopPro as new
recording apparatuses afforded by digital technology on the conceptual and
aesthetic dimensions of the documentary camera and on the spectatorship of
documentary.  Considering the traditions of documentary cinema, the
technological advancement of recording apparatuses since the introduction of
lightweight 16mm cameras has developed the anthropomorphic model of the
documentary camera which embodies a cinematographer’s perception. While
acknowledging that digital video(DV) cameras and smartphone bulit-in cameras
have contribued to proliferating and amplifying the concept of the
anthromorphic, embodied camera, this paper argues that the technical features of
the drone camera and GoPro allow for a different model of the documentary
camera, namely, a disembodied, posthuman camera. Providing the
remote-controlled vertical aerial view and targeting its object from a distance,
the drone camera activates the digital apparatus’ trancendental gaze that is not
totally attributed to the intention of its operator. Moving in accordance with not
simply a human body in motion but also any vechile to which it is attached,
GoPro is liberated from the traditioal camera’s imperatives to framing and
focusing, therefore making it possible to record the posthuman world in which
a camera’s body is decentralized and exists equally in things. Drawing on
Omer Fast’s 5,000 Feet is the Best (2011) and Sensory Ethnography Lab’s
Leviathan (2013), this paper demonstrates the ways in which the disembodied,

posthuman vision of the drone camera and GoPro stimulates the viewer’s
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embodied perception and thereby expands the knowledge of our contemporary

world.
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drone camera, GoPro, documentary, digital camera, disembodied vision
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1. M2

FLol8}2 7| (unmanned aerial vehicle: UAV)Zh= Xé/“ A
T E(drone), 18|31 2002 S EA|E o] H ALt 2 A
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oglel dgu|Ad, Az AdeEoez 9oL s} Nel
Eoehe W =y gy TN SAAES L2 v
e FARRE 285 531 B4 AaE gAks, 52 Az )

© 1 Aol digh AR F ol FAAS] 2US AlEety g
EE= <007 27to]& (Skyfall, 2012)>, <zFe}7] Y =(Jurassic World,
2015)>, <F4El oiyg]7}: AlYl £|(Captain America: Civil War, 2016)>
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1) David Pierce, "The Crazy New Camera Tech That Made Planet Earth
2 Possible,” Wired, March 26, 2017, accessed September 1, 2017,
https://www,wired,com/2017/03/crazy—new—camera—tech—made—planet
—earth—2—possible,

2) FEA EEQSHAIE 2015E0] AHESICE FstAlel digh AR W Ao 4R

GAFS https://randy—slavin, squarespace, com/welcomeof| A 2 Z"-Q 4= ok
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4) John Grierson, ‘Flaherty,” in Grierson on Documentary, ed, Forsyth
Hardy (Berkeley, CA: University of California Press, 1966), 141,
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5) Dziga Vertov, Kino—FEye. The Writings of Dziga Vertov, ed. Annette
Michelson (Berkeley, CA: University of California Press, 1984),
14-15,
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6) Bill Nichols, Representing Reality: Issues and Concepts in Documentary
(Bloomington, IN: Indiana University Press, 1991), 38—40,

7) Brian Winston, “Introduction: The Filmed Documentary,” in 7he
Documentary Film Book, ed. Brian Winston (London: Palgrave Macmillan,
2013), 9,

8) Nichols, [Introduction to Documentary (Bloomington, IN: Indiana
University Press, 2001), 113,

9) Anna Grimshaw and Amanda Ravetz, Observational Cinema.
Anthropology, Film, and the Exploration of Social Life (Bloomington,
IN: Indiana University Press, 2009), 115,
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wrelet. Filebe FAJ) gfeh EelH 2 Se "HESHHA R Q74
ALE EFeoeta Gttt HEdE sHetE Ao HIZRY A
AAeF Aol thgt Frgstal £24¢l HE ESche =5 "ol
HY7IME] A SAIE B2 2R S FEsHH Aldstkes A
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dFgoem AAw7] wZol, 7hHete] ddE FoETE soldh=
A=W FUA Hopetar A Aok 1) kol A ohawlE 2 (partipatory

10) Tbid., 38 (F2E <l&Ah.
11) Ibid,, 48 (Fz2= Lo7<]—)

12) Wﬂham Rothman, “Eternal Vérités: Cinema—Vérité and the Classical
Cinema,” in The I of the Camera. Essays in Film Criticism, History
and Aesthetics, 2™ edition (Cambridge, UK: Cambridge University
Press, 2004), 295,
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13) Jean Rouch, “The Camera and Man,” in Ciné—FEthnography, trans.
and ed, Steven Feld (Minneapolis, MN: University of Minnesota
Press, 2003), 38.

14) Ibid.

15) Steven Feld, “Editor’s Introduction,” in Ciné—Ethnography, 15
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16) Rouch, “On the Vissicitudes of the Self,” in Ciné—Ethnography, 99.

17) Rouch, “Ciné—Anthropology: Jean Rouch with Enrico Fulchignoni,” in
Ciné—Ethnography, 150,

18) Michael Renov, The Subject of Documentary (Minneapolis, MN: University
of Minnesota Press, 2004), 176,
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Z(Restepo, 2010)> 59 AEEL ofat=A EL ofmrh g
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19) Michael Albright, “The Visible Camera: Hand—held Camera Movement
and Cinematographic Embodiment in Autobiographical Documentary,”
Spectator, vol, 31, no, 1 (2011), 34,

20) Ohad Landesman, ~Reality Bytes: Reclaiming the Real in Digital
Documentary,” dissertation, Department of Cinema Studies, New
York University, 2013, 186,
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21) oldgt #AEFEo] dE B4 oS Fxshel Christina M. Smith,
“Gaze in the Military: Authorial Agency and Cinematic Spectatorship
in ‘Drone Documentaries from Iraq,” Continuum. Journal of Media &
Cultural Studies (2016), 89-99,
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22) Vivian Sobchack, 7The Address of the Eye: A Phenomenology of Film
Experience (Princeton, NJ: Princeton University Press, 1992), 184,

23) Sobchack, ““The Active Eye” (Revisited): Toward a Phenomenology of
Cinematic Movement,” Stidia Phenomenologica XVI (2016), 73 (&%=
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25) Grégoire Chamayou, A Theory of the Drone, trans, Janet Lloyd (New
York: The New Press, 2013), 38—39.
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26) ol#gt FAS AURSH v 9] Q8 HANZE War and Cinema: The
Logistics of Perception, trans, Patrick Camiller (London: Verso,
1989), The Vision Machine, trans, Julie Rose (London: BFI
Publishing, 1994) 52, AAolAe] X7te] Wasw} 7isl] 45T A
XMZ2E Strategy of Deception, trans. Chris Turner (London: Verso,
2000), Desert Screen. War at the Speed of Light, trans, Michael
Degener (London: Continuum, 2002) 52 2=x3}2}

27) Hito Steyerl, The Wretched of the Screen (Berlin, Germany: Sternberg
Press, 2012), 24,
28) Pasi Viliaho, Biopolitical Screens: Image, Power, and the Neoliberal

Brain (Cambridge, MA: MIT Press, 2014), 53, E29] A4, A4 gt
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View to a Kill: Drones and Late Modern War,” Theory, Culture &
Society, vol, 28, nos, 7—8 (2011), 196,
29) John Johnston, “Machinic Vision,” Critical Inquiry 26 (Autumn 1999), 27.
30) Roger Stahl, “What the Drone Saw: The Cultural Optics of the
Unmanned War,” Australian Journal of International Affairs, vol, 67,
no. 5 (2013), 663,
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31) Richard Bégin, “GoPro: Augmented Bodies, Somatic Images,” in
Screens. From Materiality to Spectatorship—A Historical and Theoretical
Reassessment, eds, Dominique Chateau and José Moure (Amsterdam:
Amsterdam University Press, 2016), 107115,

32) th2oA <8 Daniel Fairfax, “The Cinema is a Bad Object:
Interview with Francesco Casetti,” Senses of Cinema 83 (June 2017),
accessed September 10, 2017, http://sensesofcinema,com/2017/
film—studies/francesco—casetti—interview,
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Ad Fhoetz olojR= HHFY Fhu|ete] SAte] HYPEHA HIA
o] 24 (tactile), -5 (kinetic) |22 HAo] AAsHAIE 3t
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34) Lisa Cartwright and D, Andy Rice, "My Hero: A Media Archaeology of
Tiny Viewfinderless Cameras as Technologies of Intra—Subjective Action,”
Scholar & Feminist Online 13.3—14.1 (2016), accessed August 15, 2017,
http://sfonline barnard,edu/traversing—technologies/lisa—cartwright—d
—andy-rice—my—hero—a—media—archaeology—of—tiny—viewfinderless—c
ameras,

35) Bégin, “GoPro,” 110,
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36) Bruno Latour, Reassembling the Social: An Introduction to
Actor—Network—Theory (New York: Oxford University Press, 2005), 46,

37) T. J. Demos, “War Games: A Tale in Three Parts,” in Omer Fast.
5,000 Feet is the Best (Berlin, Germany: Sternberg Press, 2012), 80.
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38) Svea Braeunert, “Post—traumatic Stress Disorder in Drone Operators:
Relying on Uncertainty in Omer Fast's &5, 000 Feet is the DBest
(2011),” in Visualizing War: Emotions, Technologies, Communities,
eds., Anders Engberg—Pedersen and Kathrin Maurer (New York:
Routledge, 2017), 104,

39) Gregory, "The Everywhere War,” Geographical Journal, vol, 177, no,
3(2011), 238-250.
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40) Gregory, “Drone Geographies,” Radical Philosophy 183 (Jan/Feb 2014), 13,

41) Steyerl, The Wretched of the Screen, 24,

42) Viliaho, "The Light of God: Notes on the Visual Economy of
Drones,” Necsus: European Journal of Media Studies, Autumn 2014,
accessed October 1, 2017, https://necsus—ejms,org/light—god—notes—
visual—economy—drones/ # ednref24,
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Aste]= S ARt A8 EE MR V5EH FAde] ¢
A Age B2 <F 22 RHE: @A 2 (Call of Duty: Modern
Warfare 2, 2009)>, <& 22 FE]: 3djZ 3 (Call of Duty: Modern
Warfare 3, 2011)>3} Z-2 H|TAYL E2 <60E(60 Minutes)>2}
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£ 50005504 B2 xaAje] 2pH Fodo] ALEA ke 3
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43) Stahl, “What the Drone Saw,” 662—669.

44) 59 F3et AFE 2HPHY F9oA st Qe 3REA AE
A QAEEINAE BeAe] BHolA uiekE Bast deks Aol ol
L o2& #%35le} Thomas Elsaesser, The Return of the 3D: On
Some of the Logics and Genealogies of the Image in the
Twenty—First Century,” Critical Inquiry 39 (Winter 2013), 241—242.
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45) SELQ] ZHo]|X|o| A . https://sel.fas harvard.edu/
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46) Scott Macdonald, “Sensory Ethnography,” in Avant—doc. Interscetions
of Documentary and Avant—garde Cinema (New York: Oxford
University Press, 2014), 402,

47) Ibid., 405,
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