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Introduction and Outline 

The word Lucy, in the title of this thesis is the name I gave my drone. Its capability to fly and to 

hover above earth gives her the ability to see the world from a unique perspective, denied to us, 

earth-bound humans. Lucy is a flâneur in the sky that observes the world, producing unique visual 

material for our entertainment. My thesis consists of visual materials – both photographs and 

movies – shot using the drone. These materials are contextualized in the essay that follows. 

 

The thesis starts with a short introduction to drones, their culture, regulation, and place in current 

society, including their commercial use, and as recorder of events, a role that by now has become 

commonplace. This is illustrated by the first part of my visual material: my travel blog and by some 

tourism footage I shot (the first from South Africa, and the second from Switzerland), as well as 

some short videos that further illustrate the capabilities of the medium. 

 

In the bulk of the thesis I will explore instead an artistic vision: what Lucy, my drone, as flâneur, 

captured as images, both movies and photographs.  They yield new, and interesting artistic visions.  

In the second part of the collection, I present still photographs from the videos. Many of these are 

bird’s eye views. The new dimension is at times surprising, at times unexpected, at times even 

mysterious, until we identify the scene—often through a different angle, or using a semantic clue. 

Again, these photos are not presented only as interesting curiosities, but as art. To reinforce my 

claim that we should look at them as products of a creative process, I juxtapose a few of them with 

20th century artworks. 

 

The third part consists of a few videos. I made use of the theories of the composer and film 

theoretician Michel Chion, especially his famous book Audio-Vision: Sound on Screen. Chion 
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argues that when watching a movie with sound we do not perceive two distinct stimuli, namely a 

visual stimulus from the moving images and an aural stimulus from the soundtrack. Rather, these 

two stimuli are integrated by our brain, and we perceive a single stimulus, that he calls audio-vision. 

His thesis has been universally accepted. His book presents several examples of sequences from 

movies that are considered masterpieces. He gives penetrating analyses how the image and the 

sound reinforce each other: the scene becomes especially persuasive because of the creative interplay 

of musical and visual clues assembled by the director (Chion, 2019).  

 

I added four very different soundtracks to the same short sequence, that is mostly a view of ice on 

Lake Michigan, with a final view of the city of Chicago at a distance. It is a neutral, almost abstract 

visual sequence. I claim that the four musical backgrounds make us perceive the sequence in 

drastically different ways—each of them interesting in its own way--illustrating the power of Chion’s 

theories.  

 

The written part consists of conceptualizing the visual materials. I discuss the concept of flâneur as 

an attitude of the observer and recorder of visual materials. I argue that it is a useful framework to 

characterize the visual materials recoded by Lucy. I briefly discuss some notable art movies that, like 

the videos in the third part of the thesis, do not have conventional plots. They were an inspiration, 

and a justification for viewing drone images as sufficient in themselves.   

 

My interest in drones goes back several years. I am fascinated by the added perspectives on the 

world they provide, and by the beautiful and surprising images we can get from them.  It seems that 

the visual artifacts we obtain can free our imagination. We are not constrained to interpret the 

photos or the videos as representations of existing objects—they become two-dimensional abstract 
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structures that we can enjoy as art. Even when the objects in the movies or in the photos are 

recognized, they have a ‘magical’ new quality given by the unusual angle, the normally unseen 

vertical component, or the speed or panning of the camera.  

 

I did not have formal training in drone filmography. I did attend a photography workshop: the 

Swiss-based Italian photographer Salvatore Vitale offered a workshop on photography, with 

emphasis on techniques to present the city of Lugano and its surrounding areas to the public (Vitale, 

2019). This was a very valuable experience. I am grateful to have received some specific criticism of 

a few photos, and suggestions on how to make them more interesting. While the workshop was a 

hands-on experience, there were some clear messages I was able to take away. He emphasized the 

need to have an overall vision of a project, where individual photos have more or less precise roles. 

He warned, however, that there is a dialectic between plan and product: one should not always look 

at the plan as a fixed directive, but as an object that reacts to the visual messages of the individual 

pictures, and adapts to them, so that the final product has a structure that emerges from the 

constituent photos and their ordering. 

 

In the third part of the thesis I include some comments on specific pieces. I conclude with some 

reflections on the work. 
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1. Drones for the Common People: uses, limitation, fears and regulations. 

As with many advanced technologies, the initial developments of drone technology were sponsored 

by the military. The first attempts to field UAVs – unmanned aerial vehicles – go back to the period 

towards the end of World War I, when both the US and Britain started serious research efforts to 

develop them, both as potential bomb-carrying devices, and as ISR (intelligence, surveillance and 

reconnaissance) devices (Keane, 2013). 

 

Thanks to advances in miniaturization, improved battery technology, powerful yet inexpensive 

computing devices, and autopilot technology (including sensors, gyroscopes, GPS technology, etc.) 

drones are becoming a commodity. Current drone prices go from under $100 toys, to very powerful 

and sophisticated high-end consumer drones with prices up to $1000-$2000, and professional or 

commercial use drones, with double that price, or more. Powerful smartphones, and sophisticated 

yet relatively cheap optics – in part a product of digital camera and smartphone technologies – allow 

drones to take wonderful pictures. Image stabilization, quadricopter (4-helix helicopter technology) 

drones, sometimes with extra engines for stabilization and control allow drones to be used in a 

myriad way.  Wired Magazine had a special issue on drones as early as June 2012. The quote below 

from Chris Anderson is an interesting synthesis (Anderson, 2012): 

“Like the early personal computers, the main use of drones at in the beginning was 

experimentation—simple, geeky fun. But as personal drones become more sophisticated and 

reliable, practical applications are emerging. The film industry is already full of remotely 

piloted copters serving as camera platforms, with a longer reach than booms as well as 

cheaper and safer operations than manned helicopters. Some farmers now use drones for 

crop management, creating aerial maps to optimize water and fertilizer distribution. And 

there are countless scientific uses for drones, from watching algal blooms in the ocean to 
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low-altitude measurement of the solar reflectivity of the Amazon rain forest. Others are 

using the craft for wildlife management, tracking endangered species and quietly mapping 

out nesting areas that are in need of protection.” 

 

In the last few years, drone usage increased and has been used in new and perhaps unexpected 

applications. I mention just a few of them: 

1. In the city of Lugano there are two hospitals, Ospedale Italiano and Ospedale Civico that were 

the first hospitals in Switzerland to test a drone link between two locations. The drones are 

used to make a 45 minutes car journey turn into a couple of minutes due to a more direct 

and uncongested airspace. The hospitals mainly exchange liquid samples from one facility to 

the other (Schweizerische Post). 

2. At Memphis International Airport, drones may soon be inspecting planes and delivering 

airplane parts for FedEx Corp. In Reno, Nevada, they will test airlifting life-saving 

defibrillators to patients. And customers in Virginia could get goods they ordered from 

Alphabet Inc.’s flying devices (Levin, 2018). 

A who’s who of technology and aviation companies won U.S. approval recently to push the 

edge of the envelope in drone flights, from testing people’s tolerance for delivery devices 

hovering over their rooftops to ensuring farmers’ drones won’t hit crop dusters (Levin, 

2018).  

3. Wildlife conservation – A recent article in the Smithsonian Magazine reports on a controlled 

experiment where they counted life-sized replica seabird colonies, both by experienced 

wildlife observers and by drone images. Since the “birds” were planted replicas, the 

experimenters knew their exact numbers. They concluded that “Counts of birds in drone-

derived imagery were better than those made by wildlife observers on the ground. The drone 
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approach was more precise and more accurate—it produced counts that were consistently 

closer to the true number of individuals” (Hodgson, 2018). 

A current, very sophisticated application of these techniques is coordinated by EPFL (Swiss Federal 

Institute of Technology—Lausanne) to count animals to help savanna conservation in Africa 

(Misicka, 2019). 

Of course, not all uses of drones are benign. An article in Slate Magazine discusses privacy concerns, 

and drones, motivated by the incident when a Kentucky father shot down a drone hovering over 

their family back yard, where her 16-year old daughter was sunbathing (Kaminski, 2016). The father 

was not convicted, but some later incidents were not so straightforward – a New Jersey man was 

convicted for discharging a firearm in an urban area (Thomson, 2018). 

 

More recently, a major airport, London Gatwick, was shut down for days because a drone was 

observed flying near it (Britton, 2018). The problem was that if a terrorist was at the controls of the 

drone, he could fly it into the engine of an airplane that was taking off or landing. While modern 

planes can fly with a single engine, during takeoff and landing planes are particularly vulnerable, and 

a single engine failure could cause a catastrophe. Also, the terrorist could have a second drone 

lurking on the ground. Since the police could not locate the pilot of the drone, they closed the 

airport, inconveniencing very many passengers. Eventually, the UK reportedly bought Israeli 

security devices, developed in the context of the Palestinian-Israeli conflict, to have the ability to 

shoot down drones that may pose a risk (Tobin, 2018). 

 

As a result of such malicious uses, and the public perception of threats, both real and imagined, 

governments, at all levels, started to try to regulate drone use. I review some such developments in 

the next subsection. 
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Public Perception and Regulation. 

As with all new technologies, regulations in the beginning are chaotic, not uniform, and at times too 

severe. Perhaps it is worth taking a look at how society reacted to another revolutionary 

technology—automobiles in the early 20th century.  

 

At first, automobiles, were dealt with as just a different kind of transport, among the many using the 

streets, roads and fields. As early as 1901, New York City required license plates for automobiles 

(obviously, for a fee…) Eventually it became clear that these new high-speed intruders on people’s 

roads had to be regulated. On May 21, 1901, the State of Connecticut regulated automobile speeds: 

12 miles/hour in cities and 15 miles/hour in country roads. The law also “required drivers to slow 

down upon approaching or passing horse-drawn vehicles, and come to a complete stop if necessary 

to avoid scaring the animals” (History, 2009). 

As the same source points outpoints out “Speed limits had been set earlier in the United States for 

non-motorized vehicles: In 1652, the colony of New Amsterdam issued a decree stating that “[N]o 

wagons, carts or sleighs shall be run, rode or driven at a gallop” at the risk of incurring a fine starting 

at “two pounds Flemish,” or about $150 in today’s currency. In 1899, the New York City cabdriver 

Jacob German was arrested for driving his electric taxi at 12 mph” (History, 2009). 

 

New York followed with speed limits, in 1903. Even more important was the role of William Phelps 

Eno, a pioneering safety expert, who devised, among other things, “the stop sign, the stop light, the 

yield sign, the crosswalk, the pedestrian island, the one-way street, the traffic circle and the taxi 

stand” (Garrett, 2014).  
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In the US, drone flying is similarly regulated – by the Federal Aviation Authority, just like a Boeing 

737.  After an initial chaotic period, when nothing was permitted, but most everything could be 

done, there are fairly commonsense regulations. The FAA’s website has its own section for drones 

(FAA, 2019).  

 

Overall, the restrictions in this document, and similar ones drawn up in places like Lugano, or 

Chicago, have similar structure. There is a distinction between drones used by common citizens 

(amateurs) and professional use (IEEE, 2018). For our purposes, the relevant rules are the ones for 

amateur – non-profit, non-commercial -- use. Drones must always be actively controlled by the 

operator, who must have direct visual contact with it. There are maximum height limits, and 

forbidden areas—for example the vicinity of airports. There may also be specific restrictions about 

flying drones in city centers, historical areas, in stadiums, and, of course, over military installations. 

Drones cannot be flown at night or in areas with crowds (in Switzerland a crowd is defined as within 

100 meters of 25 or more people), to prevent possible harm from an out of control drone falling 

over people. Finally, they cannot be flown in adverse weather conditions (strong winds, 

thunderstorms, etc. 

 

In practice, drones are sufficiently new that the implementation of these rules is far from uniform or 

predictable. My experience – in places as diverse as Chicago, Lugano, Port Elizabeth and Florence – 

has been that law enforcement officers do not know the relevant regulations, and may tell one that 

permitted things are not allowed, and, equally likely, let one just fly the drone when asked politely. 

It is likely that much of the enforcement of these rules will be done automatically by the drone flight 

software, using the location of the drone (which is, of course, known to the flight program.)  This is 

already the case, for example, near the Lugano airport, where Lucy just stops and hovers in place 
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when it encounters the legal limit of 5 km from the runway. I believe the governments will mandate 

drone software to have such controls.  

 

An equally important question is the protection of people’s privacy. As an illustration of how far we 

are from understanding precisely what can and should be done, the IEEE (professional organization 

of electrical and electronic engineers) is still at the stage of having working groups deliberate of what 

these standards should be (IEEE, 2018).  

 

 

2. Lucy as flâneur. 

As stated earlier, the bulk of the visual material is to be viewed as the experiences of Lucy as a 21st-

century flâneur, delighting itself, and us with new visual experiences. These are also to viewed as 

artistic products we can enjoy for its intrinsic aesthetic value. The concept of the flâneur is a 

construct of the late 19th and early 20th century. It comes from a tradition of `cultivated’ people 

collecting `interesting’ things.  

 

Perhaps one can trace back this tendency to collect curiosities to earlier times, but by the sixteenth 

century, Wunderkammer – cabinets of curiosities—became a pride of aristocrats and of rich 

merchants.  By the Enlightenment these were viewed as tools to understand the world around us 

(The British Museum, 2018).  No longer the domain of the aristocrats and of the rich, and no longer 

based necessarily on material objects, men of culture in the eighteenth century often carried small 

notebooks, to jot down their impressions of the important, curious or `interesting’ things around 

them. 
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As pointed out by Bijan Stephen, in 19th century Paris this collecting of impressions became an 

emblematic part of literary culture. The flâneur has no agenda, except exploring – in a somewhat 

disinterested, yet passionate manner – the city around it. It views the city and the people in it, but, 

while integrated into it, it is also alienated from it. In the words of Walter Benjamin, the flâneur “was 

a figure of the modern artist-poet, a figure keenly aware of the bustle of modern life, an amateur 

detective and investigator of the city, but also a sign of the alienation of the city and of capitalism” 

(Bijan, 2017).  While this analysis is likely correct, the introduction of Marxist analysis is definitely 

not what the flâneurs did—it was done to them by later critics. They just recorded what they saw for 

the pleasure of doing so, without analysis, without a political or social agenda, just observing their 

own reactions to what they saw around them.1  

 

Bijan advocates for the “revival of the flâneur.” His blog ventures into the concept of surfing the 

Internet in search of information communities that are not the dominant mainstream, and claims 

that flânerie is alive and well in the Internet. It makes an interesting point about modernization. In 

19th-century Paris, the redesign of the city by Baron Haussmann, making large wide boulevards 

where fast traffic endangers inattentive wanderers perhaps made flânerie riskier, but not less 

worthwhile. I believe that such parallels between modern technologies and older esthetic constructs 

will serve me well as a justification for my project. It also serves as a good point of departure for 

other “modern” views of flânerie (Bijan, 2017). 

 

																																																								
1	As pointed out by Professor Brucher, one could bring Marxist analysis to challenge the validity of 
such detachment as one that is available only to the privileged ones, and claim that detached flâneurs 
could well be viewed as oppressors.	
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There are some other papers that advocate for valid 21st century uses of the concept. Giampaolo 

Nuvolati finds parallels between an innocent child’s vision of the city, and the experience of the 

flâneur. He characterizes the impressions of the child as characterized by innocence, spontaneity and 

lightheartedness, while the flâneur experience is unstructured, based on emotion, tempered by 

experience. He claims that the two views converge: the flâneur is much like a child in its stance to 

interpret the city only through his emotions, while the child is not necessarily successful to 

understand the mysteries of the complicated metropolis it sees. The views are new to the child—

while the flâneur is interested in views that are new to it (Nuvolati, 2017). 

 

Sherman Young makes the interesting argument that the modern version of the flâneur uses a car. 

Moreover, the driveur must drive too fast to admire landmarks, much less watch people. It sees 

signs, lane changes, overpasses, and traffic jams so it drives aimlessly among signs, in fact it 

embodies a videogame more than a traditional flâneur or a tourist. While I disagree with these ideas, 

Young provides a nice conceptual description of a flâneur: “The flâneur is undirected. S/he is 

motiveless: she is not motivated by anything other than wandering” (Young, 2018)). 

 

As mentioned earlier, Hausman, by destroying much of medieval Paris, and opening the wide 

avenues that characterize the “modern” Paris, helped destroy flânerie, by making it more dangerous 

to amble aimlessly among fast-moving traffic. I would like to think that modernization, like opening 

of large avenues, or the use of drones has also a liberating effect: there are many more ways of being 

a flâneur. Wide avenues bring not only more traffic, but more sunlight.  Cars, the Internet, and 

drones bring us more perspectives, new angles, new heights, new speeds, and, perhaps, new 

creativity. 
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This is the view I adopt in this work. With Lucy’s help we all get to be flâneurs. We enjoy the new 

perspectives, the beautiful images, the new angles. We can take advantage of the new technology. 

We become, by proxy, 21st century flâneurs in the sky. 

 

 

Other Influences and Explanations. 

As stated earlier, the bulk of the visual material has no message, plot or explicit intent, other than 

offering material for esthetic enjoyment. I was inspired by two cinematographic masterpieces: 

Koyaanisqatsi: Life Out of Balance, and Baraka. 

 

Koyaanisqatsi: Life Out of Balance, a film from 1982, is by now a classic of a kind of experimental 

cinema. It does not use dialogue, does not have a traditional plot, and has no actors. It uses images 

and music to convey its message.  

 

It juxtaposes disparate images, from the launching of a Saturn V rocket, to clouds moving through 

the sky, changing abruptly from one visual topic to another. There is no clear logical sequence of 

visual events—rather the film as a whole has an internal visual structure. The viewer is invited to 

immerse itself in the images – at times dynamical, at times static – with no expectation that there is a 

verbal narrative that “explains” what is going on (Koyaanisqatsi, 2003). 

 

While there are no articulated verbal clues, the music is an integral part of the viewing experience. As 

suggested by the work of Michel Chion the film becomes not a visual but an audio-visual object: 

sound and image are not perceived separately, but as an integrated whole. Philip Glass’ “minimalist” 

style is a perfect complement to the movie. It provides repetitive pulsating snapshots, that change 
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slowly, and tie together the visual episodes. The insistent rhythms keep one’s attention focused on 

the screen, and provide additional stimulus to keep one’s attention on this storyless movie.  It is 

worth mentioning that Philip Glass extracted a suite from the film music, and the work, isolated 

from the movie has been quite successful. 

 

Koyaanisqatsi was an inspiration, a model of how to use photography. It also uses a wonderfully 

sophisticated technique, that I certainly did not even approximate, but tried to imitate to the best of 

my ability. 

 

The second movie that inspired me, Baraka, was an artistic “child” of Koyaanisqatsi.  Like 

Koyaanisqatsi, Baraka is a nonverbal movie, with stunning images, no dialogue, and no explicit 

message. It was directed by Ron Fricke, the cinematographer of the earlier film, and is often viewed 

as a “next step” in the tradition of Koyaanisqatsi and its sequel Powaqqatsi (1988). While the Qatsi 

trilogy, a set of films united by the vision of Ron Fricke, by its sponsoring organization, the Institute 

for Regional Education, and by the Hopi name qatsi (life), consists of three movies, the last of the 

trilogy, Naqoyqatsi was released in 2002, after the completion of Baraka. So, strictly speaking, Baraka 

is an “heir” to the tradition of the first two. 

 

In my view, Baraka differs from the qatsi movies in two important aspects: its subject matter, and 

the musical background. While much of Koyaanisqatsi uses images as abstracts objects, often almost 

purposefully removed from any logical narrative framework, Baraka is focused on humanity. The 

images are of people, or of objects that have strong connections to people. We see children playing, 

and adults engaged in diverse activities all over the globe. The movie was shot in all continents but 

Antartica (Baraka Filming Locations, 2019) and while there is plenty of beautiful episodes of nature 
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shots, we are also shown Auschwitz, and the Church of the Saint Sepulchre. The latter too are not 

disembodied abstract images, but pictorial objects with strong emotional connections to human 

events. 

 

The second important difference is the nature of the music used. The Qatsi trilogy uses music 

specifically composed for the film. In contrast, Baraka uses preexisting songs, many of them well 

known hits. While it is still true that the viewer perceives a comingled audio-visual input, for many 

viewers the audio part now has a previous set of associations that may interact with what is 

perceived, in ways perhaps unforeseen, and maybe unintended by the creator of the movie. I believe 

that Baraka, like Kooyanisqatsi, is a modern embodiment of a flâneur: the camera captures images that 

are interesting. The camera-observer is not strongly engaged: it is up to the viewer to make sense (or 

not) of fascinating images, that augment our ability to synthesize reality and art from visual clues. 

 

My drone, Lucy, in a similar way, presents unusual views and perspectives of scenes and objects. My 

selection of what to present does not follow a particular ideology or engagement—except to engage 

viewer interest, and offer another window to reality. Baraka uses more sophisticated cameras than 

what Lucy has access to. Still, I believe I can learn much from the superb use of technique, selection 

of topics, and transitions and sequencing in Baraka. It is a masterpiece that I do not presume to 

imitate, but one that I tried to use as inspiration. Like Baraka, I use sound for some of the drone 

movie sequences. I had to use preexisting music. 
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3. Catalogue of the visual materials with comments. 

1. Traditional Videos. 

These videos are included mostly as examples of “standard” videography done by Lucy. Some of 

them are utilitarian, in that they were shot to document a certain event. Still, they exhibit some of 

the artistic characteristics discussed previously, and they make use of specific techniques possible 

only by using drones. For example, many of them offer novel visions of traditional landscapes, make 

use of panning, show the same scene from different vantage points, some of them unexpected, as 

we, unlike Lucy, cannot climb to great heights to get a better view, or a more interesting angle. I 

believe that some of the materials are visually interesting because Lucy is able to make creative use 

of the vertical dimension when exploring the visual space around her.  I also exploit audio-vision to 

accentuate certain aspects of the video. 

I offer short interpretative comments below.  

a. Travel South Africa – Culture, Resource Conservation and Development 

This video documented a short travel in South Africa. In the opening scene, the shot of the ocean 

directly above makes the frothing waves have an almost abstract quality. The marimba musical 

background helps announce that we are in Africa: the corresponding subtitle does not announce 

this—just confirms it. 

The following canoe sequence starts with a straight vertical view of the canoes, and the movie is 

sped up, to make the touristy scene more whimsical, unexpected. After all, Lucy is not a professional 

document generator, but just a flâneur. For the same reason, when the members of the excursion 

finally appear and wave at Lucy, she just takes off to the heights, and strolls on the farm… 

b. Rabandan (Carnevale) 2017. Bellinzona 

Bellinzona is a small village near Lugano with a medieval castle. Again, I analyze the initial sequence. 

The first shot, vertically down, conveys the correct impression of the well-preserved walls of the 
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fort. In a black and white photo, they would be forbidding. In spite of the downward angle, it is 

clear that these are tall and strong walls, suggesting a military context. However, the green grass 

glowing in the sun totally contradicts this impression, with its almost pastoral atmosphere. The scene 

is totally changed (confirming Chion’s ideas) by the trivial waltz (O, Du Lieber Augustine..) that 

announces that this is nothing serious. It is only after we know this that Lucy makes us discover the 

gigantic smiling face on the watchtower – it is Carnevale time! 

c. Monte Boglia Hike 

The unusual angles, going around the first peak, and the background music announce the majesty of 

the first peak. The camera is sped up slightly, as Lucy follows the small band of alpinists climbing to 

the second and final peak, on the ridge. 

d. Pisa Architecture  

The view of the Piazza dei Miracoli is emblematic: it is one of the cliché postcards of Italy. I believe 

that this very short video, adds something to our understanding of the place. The view makes it 

evident that the Leaning Tower should not be the main attraction: it is but a part of a well-planned 

complex. Also, it is absolutely clear that the overall shape of the Duomo is that of a gigantic cross. 

This is something a person may experience if they walk inside the Duomo but one doesn’t 

appreciate it as much as when they see it from Lucy’s aerial perspective. 

e. Valle Verzasca 

This video is particularly appealing to me as it is a hot destination for tourists visiting Ticino in the 

summertime. The Verzasca river is very beautiful and has some interesting effects with how it 

reflects with the sky.  Even on this not so sunny day, we can see the reflection on the clouds with 

the water between the rocks. 
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f. Landwasser Viaduct 

In the first part of the video, we have an almost straightforward documentary style presentation of 

the viaduct—except in makes use of the pan-out feature and the unusual vertical height to show 

how tall and how spectacular a feat of engineering it is. After a fadeout, Lucy’s playful, childish side 

(as argued in Nuvolati) emerges: the Swiss train, small from a distance, becomes a toy train. The 

illusion is accentuated by the speeding up of the film. Lucy seems to play catch – or Hide and Go 

Seek – with her new plaything. 

g. Lucca Timelapse 

The unusual angle and sped up tempo make the busy turnabout become a playful carousel. 

Something as simple as cars traveling through a roundabout sped up, becomes a pleasurable 

experience for the user. Again, the music is an integral part of this effect.  

h. Hyde Park Timelapse 

Lucy has a special vantage point to watch the clouds come in over the lake late afternoon. In spite of 

speedup, all is leisurely, and the flâneur only looks at the city, almost as an afterthought, at the end 

of the sequence. 

  

2. Still Photography: Artistic Visions and New Perspectives 

These photos are offered as visual products comparable to paintings and other forms of visual art. 

Each photo is a record of a particular vision Lucy had, and freezes a moment in time, when 

something beautiful (or “interesting’) caught her attention. In each photo, there is something special 

that the drone technology was needed for: the great height, the lens focusing straight down, or 

perhaps just the ability to get to s rather inaccessible place. 
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a. EyeSee Series. Six Photos 

These are photos of the ice on Lake Michigan, somewhat away from the shore. As usual, the ice 

cover is not solid, but consists of mini-icebergs blown together by the wind. As a result, they have 

an interesting, rugged texture, interrupted sometimes by slivers of open water. These were also 

created by the wind, and one can see how the two edges are complementary, as the pieces used to be 

“glued together”. I find the resulting images striking. 

b. Sky above Clouds IV (1965). Georgia O’Keefe 

This painting, in the collection of the Art Institute, was inspired by O’Keefe looking down at the 

clouds from her first airplane ride, in her seventies (O’Keefe, 1965). It is very similar to the kind of 

fascinating inanimate pattern that Lucy captured in the previous photos. 

c. Composition (White, Black, Blue and Red on White) Jackson Pollock 

This is one of the Pollock paintings that resembles the visual images of the EyeSee series. 

d. Montrose Harbor and Winter Boat Dock 

The objects of these vertical images are barely recognizable. The first exhibits a stark geometric 

regularity, while the second is more playful. 

e. Slippery Slope 

Again, it is not clear what the whimsical contraposition of small colorful objects on white is, but 

Lucy may have thought that it was a happy picture. (It is an End of Winter Ski Festival, viewed from 

a great height.) 

f. Farm Life 

Another small collection of high altitude photos. The first is a time lapse photograph of cutting the 

hay. The resulting labyrinth could only be captured from the air. The second photo is defined by the 

long shadows, that divide the picture into parallel strips. The last one again exploits the effect of 

vertical photos. 
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g. Architecture Series 

These are high altitude photos of different constructions: university, church, castle, and then some 

more unusual structures in Switzerland: a covered bridge leading to a chapel – some very sharp 

geometric features; a straight down view of a tall dam (that figured prominently in a James Bond 

movie); and, finally a view of a marina. 

   

3. Audio-Vision Series: What sound do I see? 

This is a small demonstration of the Audio-Vision phenomenon. I put four different soundtracks 

onto the same short video. Lucy looks down onto Lake Michigan, first contemplating the 

monochromatic blue-green water, then the ice over it, slowly staring North to contemplate the 

distant center of Chicago to the North, then looking around to see the sandy shore. 

The clip is paired with initial fragments of four different pieces of music: a minimalist piece Six 

Marimbas, by Steve Reich, Béla Bartók’s Music of the Night from the Out of Doors piano suite, a 

ridiculous transcription to bells, of Serge Prokofieff’s Sleigh Ride from the Lieutenant Kije Suite, 

and, finally the introduction to Modest Mussorgsky’s Night on the Bald Mountain for full 

symphonic orchestra.  As predicted, what we perceive in each case is different—but I do not want 

to prejudge your reaction—try it! 

4. Conclusion. 

Lucy’s sharing of visual images is offered as an esthetic experience to enjoy.  Most of the time, she is 

not trying to tell a story. The technical novelty gained from drone photography is the ability to see 

things from points of view not previously available. Among the photos and movies featured, many 

are shot vertically down. The new perspective offers striking new images, and views that challenge 

our previous conceptions of what those objects look like—in a sense it even changes our 

understanding of objects. 
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