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Eggplant Emoji is a documentary film that reveals a range of feminist perspectives on 

dick pics, sexting and online sexual harassment. Through intimate and hilarious interviews with 

women between the ages of 22 and 35, the film harnesses a collective voice that speaks back to 

the large and small ways patriarchy wields power in modern spaces, especially through sending 

unsolicited dick pics. By intertwining the testimonies of a dynamic group of female storytellers 

sitting amongst their close friends, the film provides candid and diverse commentary on this 

unique moment we are in, where the lines between private and public, online and offline are 

increasingly blurred. Until there are greater consequences, whether legal, social or otherwise, 

for men disrespecting women's choices and personal space, the domain of sexting is in a self-

policing state and women are left to expend emotional labor to let men know why what they 

sent is unwanted or violating. Ultimately, the subjects' testimonials coalesce to provide 

suggestions for respectful, consensual sexting practices and fill in the gaps where sex education 

often neglects the importance of consent and communication altogether. 
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CHAPTER	1

PROSPECTUS	

Note: This	chapter	outlining	the	prospectus	was	written	prior	to	the	production	of	the	
project	and	was	approved	by	the	thesis	committee	on	September	27,	2016.	

Title:		Eggplant	Emoji	
Total	Runtime:		20	minutes	
Medium:		HD	Video	

Introduction	

What	has	become	known	colloquially	as	the	“dick	pic”	is	a	pictorial	artifact	of	much	

criticism	and	ridicule	in	today’s	culture.	Classified	under	the	“sexting”	umbrella,	the	contentious	

dick	pic	exists	alongside	other	flirtatious	or	sexual	digital	messages,	and	is	just	one	of	many	

expressions	available	in	the	modern	dating	toolkit.	Dick	pics	are	relatively	consistent	in	being	

photographs	that	feature	a	penis,	whether	originally	sent	between	committed	partners,	singles	

looking	for	a	hookup,	or	others	engaging	in	the	wide	variety	of	other	sexual	relationships.	Dick	

pics	are	what	their	name	states,	and	the	phrase	itself	is	a	fun,	digestible	and	acutely	descriptive	

rhyme	that	has	been	added	to	our	modern	vocabulary	to	quickly	describe	something	otherwise	

pornographic,	tabooed,	or	at	the	very	least	“not	safe	for	work.”	

The	production	and	distribution	of	dick	pics	or	nude	photographs	is	not	a	new	

phenomenon.	For	years,	people	have	found	ways	to	stage,	capture	and	distribute	nude	

photographs	to	loved	ones,	yet	today’s	digital	landscape	and	mobile	technology	has	opened	up	

new	pathways	for	private,	sexual	communication	to	take	place.	Recent	shifts	in	technology	

have	transformed	how	we	produce,	distribute	and	store	these	images	and	these	advances	have	

complicated	our	expectations	and	management	of	privacy	when	we	engage	with	others	online.	
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Sending	and	receiving	nude	images	is	now	fast,	cheap,	easy	and	accessible	to	anyone	

with	a	smartphone	or	mobile	device.	Front-facing	cameras	and	large	data	storage	capacities	

have	facilitated	new	practices	in	mobile	photography	and	have	brought	on	the	rise	of	the	selfie,	

which	comes	with	its	own	stigmas	and	concerns.	Most	mobile	users	today	can	capture	images	

via	camera	or	screenshot	and	send	saved	images	through	text	message	or	e-mail.	In	addition,	

any	mobile	user	with	an	e-mail	address,	one	photograph	and	wireless	internet	can	access	free	

dating	applications	--like	Tinder,	Grindr	and	OKCupid--	or	multi-purpose	social	media	platforms	

--like	Snapchat,	Tumblr,	Facebook	or	Instagram--	to	send	these	private	messages	and	images.	

For	some,	the	direct	message	capabilities	of	these	platforms	provide	the	needed,	safe	spaces	

that	facilitate	and/or	emulate	private	sexual	communications.		

We	know,	or	are	at	least	told,	that	our	digital	landscape	is	a	space	where	we	are	not	in	

full	control	of	our	privacy,	however,	and	academic	and	media	discourses	often	file	sexting	

under	risky	behaviors	for	both	youth	and	adults.	Even	with	a	trusted	sexting	partner,	cautious	

file	storage	and	other	precautions,	private	images	can	be	publicly	distributed	--on	purpose	or	by	

accident.	The	risk	of	privacy	and	consent	violations	is	allegedly	greater	if	we	use	these	digital	

spaces	to,	say,	engage	with	strangers	or	trust	the	wrong	person	who	may	hold	the	potential	for	

re-distributing	private	images	with	just	one	screenshot.		

We	are	surrounded	by	mediated	messages	that	especially	problematize	women’s	

sexuality,	as	they	try	to	negotiate	new	identities,	behaviors	and	choices	online.	Dick	pics	are	not	

free	from	being	caught	up	in	the	moral	panic	that	occurs	as	we	make	sense	of	what	these	shifts	

mean	in	an	increasingly	digital	society.	As	danah	boyd	explains	in	her	book	It’s	Complicated,	

“moral	panic	takes	hold	when	the	public	comes	to	believe	that	a	cultural	artifact,	practice,	or	

population	threatens	the	social	order.	Moral	panics	that	surround	youth	typically	center	on	
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issues	of	sexuality,	delinquency,	and	reduced	competency.	New	genres	of	media—and	the	

content	that’s	shared	through	them—	often	trigger	such	anxieties”	(105).	

How	we	respond	to	dick	pics	as	individuals	is	as	varied	and	diverse	as	the	male	senders	

themselves.	Recipient	reactions	to	dick	pics	depend	on	a	great	number	of	variables	and	

preferences,	and	can	differ	for	every	individual	and	relationship.	It	is	likely	that	recipient	

responses	are	highly	situational,	subjective	and	maybe	even	contradictory.	For	instance,	we	can	

classify	dick	pics	into	solicited	or	unsolicited,	and	then	further,	into	wanted	or	unwanted.	This	

way,	we	can	acknowledge	a	wide	range	of	judgements	that	go	beyond	the	often	negative	

rhetoric	and	provides	spaces	for	dick	pics	to	be	a	part	of	positive,	consensual	mediated	

interactions.	As	Vitus	and	Gilmour	reveal:	

Responses	to	[online	sexual	harassment],	like	the	harassment	itself,	are	varied	and	
include	avoidance,	withdrawal,	testimony	and	resistance.	Some	women	have	found	the	
impact	of	[online	sexual	harassment]	so	pervasive	that	it	forces	them	to	disengage	from	
online	platforms.	Others	respond	to	[online	sexual	harassment]	by	limiting	their	online	
participation	(5).		

	
When	women	are	leaving	online	spaces	because	of	these	types	of	negative	online	interactions,	

it	is	just	another	way	for	their	voices	to	be	silenced.	In	addition,	Vitus	and	Gilmour	elaborate	to	

say,	“While	the	choice	to	disengage	is	understandable,	more	disconcerting	is	the	suggestion	

(evident	in	some	public	and	policy	discourses)	that	women	should	disengage	if	they	want	to	

avoid	being	harassed”	(5)	thus	placing	the	responsibility	on	women	to	take	responsibility	and	

experience	the	consequences	and	encourage	victim-blaming	in	yet	another	gendered	space.	

At	best,	dick	pics	may	be	a	frequent,	wanted	sexual	advance	for	the	recipient	and	move	

the	sexual	intimacy	and	relationship	forward.	At	their	worst,	dick	pics	can	be	determined	an	

offensive	unsolicited	message;	the	digital	manifestation	of	patriarchy	intruding	upon	a	woman’s	

private	property	and	warranting	online	sexual	harassment	charges.	Alternatively,	maybe	a	dick	
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pic	makes	the	recipient	laugh,	and	she	texts	it	to	all	of	her	friends.	Or	maybe	the	recipient	

creates	a	blog	that	displays	all	of	her	dick	pics	with	doodles	drawn	on	them.	Regardless,	it	is	

clear	that	there	is	no	clear	one-size-fits-all	public	opinion	about	dick	pics	that	will	work	for	

everyone.	

Looking	specifically	at	women	who	mostly	date	men,	it	is	fair	to	assume	that	their	

feelings	about	dick	pics	and	sexting	do	not	fit	neatly	into	any	of	these	extremes.	Trying	to	come	

up	with	a	unified	feminist	response	to	dick	pics	is	also	folly	and	would	grossly	undercut	the	

importance	of	acknowledging	diversity	among	feminists.	So,	there	is	great	importance	on	

getting	groups	of	women	together	to	discuss	issues	like	these.	Through	sharing	their	personal	

stories,	women	can	start	to	build	new	meanings	and	reflections,	whether	online	or	offline.		

Some	of	the	online	movements	and	art	exhibitions	that	address	dick	pics	have	brought	

up	interesting	feedback	that	has	not	gained	much	traction	in	dominant	discourse:	Dick	pics	are	

often	bad	pictures.	Comedians	on	cable	television	who	have	recently	risen	to	fame,	like	

Comedy	Central’s	Nikki	Glaser	(“D**k	Pic	Photo	Shoot”)	and	Adult	Swim’s	Eric	Andre	(“Eric	

Andre	Shows	You	How	to	Take	a	Better	Dick	Pic”),	have	taken	on	this	issue	and	have	tried	to	

enrich,	diversify	and	normalize	the	conversation	about	dick	pics.	Through	their	short,	humorous	

videos,	they	address	dick	pics	and	nude	photography,	going	beyond	the	good/bad	binaries	to	

critique	dick	pics	aesthetics	and	poke	fun	at	the	shortcomings	of	their	production	or	

distribution.		

These	new	and	helpful	approaches	serve	as	a	reminder	that	dick	pics	can	be	considered	

bad	because	of	their	content,	context	or	both.	By	critiquing	a	dick	pic’s	lighting,	posing,	staging	

or	background,	or	commenting	on	poor	timing	and	other	comical	and	awkward	scenarios,	we	

are	allowing	a	kind	of	critique	that	pushes	the	conversation	beyond	ethics	and	into	a	more	fun	
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space.	In	this	way,	women	are	given	the	opportunity	to	speak	back	to	dick	pics	and	male	

senders,	and	maybe	even	coach	them	into	understanding	better	sexing	practices.	By	addressing	

them	through	an	absurd	or	humorous	lens,	we	can	ultimately	relieve	some	of	the	more	

detrimental	anxieties	that	surround	dick	pics.	

	

Goals	of	Production	

Accordingly,	I	plan	to	produce	a	documentary	short	and	corresponding	thesis	that	

reveals	a	range	of	feminist	perspectives	on	dick	pics	and	sexting	that	moves	the	discourse	

beyond	assumptions	that	all	dick	pics	are	unsolicited	and	that	all	sexting	is	dangerous.	The	film	

will	provide	a	postmodern,	poststructuralist,	multicentric	response	to	the	moral	panic	that	

surrounds	dick	pics.	It	will	use	this	topic	to	address	greater	issues	at	the	intersections	of	gender	

relations,	body	shaming,	sex	positivity,	reciprocity	and	consent	in	the	digital	age.	Instead	of	

simply	indicting	men	for	sending	dick	pics,	my	film	will	use	various	personal	narratives	to	deeply	

explore	dick	pics,	treating	them	as	their	own	texts	worthy	of	critique	on	many	levels.		

By	intertwining	the	intimate	interviews	of	a	dynamic	group	of	female	storytellers	sitting	

amongst	their	close	friends,	this	film	will	provide	candid	and	diverse	commentary	on	this	

unique	moment	we	are	in,	where	the	lines	between	private	and	public,	online	and	offline	are	

increasingly	blurred	in	an	ever-changing	digital	landscape.	Ultimately,	my	subjects’	testimonials	

will	provide	suggestions	for	healthy,	consensual	behaviors	in	sexting	and	other	modern	dating	

rituals	and	communication,	one	of	those	behaviors	being	talking	about	sexuality	to	begin	with.	

As	a	personal	project	of	feminist	advocacy,	this	film	draws	from	digital	storytelling	

traditions	as	my	way	of	curating	and	harnessing	a	collective	feminist	voice	to	speak	back	to	the	

large	and	small	ways	that	patriarchy	wields	power	in	modern	spaces.	It	will	align	itself	behind	
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recent	transnational	movements	like	Hollaback!,	SlutWalk	and	Stop	Telling	Women	to	Smile	

that	empower	women	to	mobilize	against	rape	culture	and	various	forms	of	sexual	violence.	

The	tone	of	this	film	will	be	lighthearted,	funny	and	poignant,	yet	it	will	address	dick	pics	

seriously	by	negotiating	the	role	that	the	male	senders	play	in	perpetuating	gendered	violence	

against	women.	By	using	storytelling	as	a	means	of	transferring	knowledge,	this	film	supports	

the	long-held	feminist	mantra	popularized	by	second-wave	feminists:	“the	personal	is	political.”	

By	acknowledging	women	from	various	backgrounds	as	senders	and	recipients	of	nude	

photographs,	the	film	will	present	multiple	examples	of	women	as	active	agents	in	sexual	

relationships	and	suggest	ways	to	carry	out	consensual	sexting	practices.		

This	20-minute	film	will	emulate	a	mediated	living	room	conversation	among	close	

friends.	Interplaying	humor	and	catharsis,	it	will	highlight	the	honest	accounts	from	multiple	

groups	of	female	friends,	providing	relatable	and	surprising	stories.	Using	a	mosaic	editing	style,	

the	film	will	also	feature	archival	images	from	current	popular	culture	and	produced	

reenactments	and	abstract	representations	that	will	sustain	the	attention	of	a	modern	

audience	and	bring	the	stories	to	life.	The	film	will	mix	different	storytelling	modes,	much	like	a	

video	version	of	an	underground,	niche	zine.	Its	personal	and	political	style	will	draw	from	

1980s	AIDS	activist	video	projects	and	public	access	television,	giving	a	grassroots,	energetic	

feel	to	the	production.	

Regardless	of	one’s	perspective	on	dick	pics,	this	film	will	spark	critical	self-reflection	

and	further	online	and	offline	conversations	about	dick	pics	and	sexting.	By	enriching	and	

diversifying	the	discourse	and	common	narratives	attached	to	dick	pics	and	sexting,	I	will	

educate	viewers	and	provide	an	array	of	tangible	advice,	perspectives	and	new	ways	to	think	

about	dick	pic	practices	and	reception.	Giving	audience	members	an	array	of	characters	to	
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connect	with,	this	film	will	provide	many	points	of	tension	and	debate,	giving	viewers	a	starting	

point	for	encouraging	more	open	conversation	about	the	tabooed	topic	and	ideas	for	ways	to	

take	action	in	private	and	public	ways.		

Treatment	

1. Introduction	(~02:00)

The	film	opens	on	black	and	the	audio	begins.	We	hear	standup	comedian	Naomi	

Eckperigin’s	dynamic,	yelling	voice,	performing	her	standup	bit	to	a	live	audience:	

Naomi:		“Who	out	here’s	single?	Who	out	here’s	trying?”	

The	audience	wooos.	

A	title	card	appears	attributing	the	bit	to	Naomi.	Then,	as	the	audio	continues	we	start	

to	see	a	montage	of	close	ups	of	women’s	faces	as	they	smile.	We	see	them	looking	into	the	

camera,	prepping	for	interviews	and	laughing.	We	notice	their	crow’s	feet	crinkle	up	in	the	

corner	of	their	eyes.	Their	friends	check	their	makeup	and	hair	for	them.	They	wobble	side	to	

side	to	situate	themselves	in	their	seats.	Daylight	reflects	in	the	iris	of	one	woman	as	she	

laughs.	Another	woman	looks	at	her	friend	seated	next	to	her	and	smiles,	chuckles	and	so	

on…This	is	an	ethnically	diverse	group	of	women,	ranging	in	age	from	early	twenties	to	late	

forties.	Women	of	all	shapes	and	sizes,	with	diverse	women	sitting	together,	we	see	mostly	

close	ups	on	their	faces	from	different	angles,	straight	on	and	in	profile	as	the	bit	continues.	

Naomi:		Bless	your	heart,	Janet,	don’t	raise	your	hand	so	sad...Janet,	if	you	are	going	to	

wear	those	earrings.	You	are	going	to	be	proud	queen,	you’re	letting	em	know.	You	

know?	But,	You	have	to	be	careful	okay?	You	have	to	be	careful	because	these	men	

have	lost	their	minds.	If	you	are	into	men,	don’t	let	me	assume.	I	don’t	want	to	be	CIS-

Gen.	You	know?	I	don’t	want	to	bring	that	to	the	table	in	here.	This	is	a	safe	space.	A	

truly	safe	space.	But	you	have	to	be	careful	okay?	You	have	to	be.	Because	they’re	

sending	pics.	They’re	sending	pics	of	their	dicks.	Okay?	
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The	women	are	now	in	a	wider	shot,	facing	camera	and	centered	in	the	frame.	We	see	

them	seated	two	to	three	across	on	couches	and	in	cushy	chairs,	and	we	gain	other	clues	about	

their	vintage-inspired,	modern	living	spaces.	We	are	in	their	modest	living	spaces	that	serve	as	

environmental	portraits;	their	homes,	living	rooms,	kitchens	and	bedrooms.	They	are	laughing	

along	together	to	Naomi’s	bit,	synched	with	the	laughter	of	the	recorded	audience.	

Naomi:		And	listen	that	is	not	a	problem	for	me,	honestly...as	I	said,	I	used	to	be	a	hoe.	
So	when	I	first	heard	a	friend	of	mine	she	got	a	dick	pick	I	was	like…He	likes	you…You	
know?	Someone’s	gotta	be	vulnerable,	you	know?	And	what	is	more	open?	What	is	
more	open,	you	know?	But	you	know	what	it	is.	You	know	what	it	is	these	children	with	
their	Instagram	and	their	chatting	and	their	Snapchatting.	You	know,	a	friend	of	mine	
told	me	she	just	started	seeing	this	guy	and	she	got	a	dick	pic	but	it	looked	like	he	put	a	
filter	on	the	pic.	YOU	GUYS!	Call	me	old	fashioned,	but	back	in	my	day,	if	a	man	wanted	
to	send	you	a	picture	of	his	dick,	he	had	the	good	sense	to	show	you	his	dick	next	to	a	
remote	control	to	give	you	a	sense	of	scale.	It	was	simple.	It	was	simple,	it	was	
architectural.	You	know?	You	know.	You	know.	But	now	with	their	damn	Valencia	and	
what	not,	can	you	imagine?	Can	you	imagine	opening	up	your	phone,	getting	a	picture	
of	a	dick	and	it’s	sepia	toned?!	Like,	um	bitch,	don’t	try	to	make	me	think	your	dick	is	a	
memory.	am	I	right?!	

Audience	laughter…	

2. Title	Sequence	(~00:30)

Music	fades	in;	a	segment	of	the	Lonely	Island’s	parody	of	the	Ying	Yang	Twins’	“Wait	

(The	Whisper	Song)”	plays.	A	collection	of	images	from	popular	culture	and	social	media	that	

feature	dick	pic	memes,	jokes	or	references	will	quickly	flash	along	with	the	beat.	The	lyrics	to	

the	song	are	along	the	lines	of	“And then I’ll show you my penis...Wait til I show you my	

penis...You might like my penis...Look at our penises...” At	the	end	of	the	song,	it	will	cut	to	

black	and	a	large	eggplant	emoji	graphic	will	push	in	from	the	center	of	the	screen	as	a	low,	

gong-like	sound	booms	and	then	slowly	fades	to	silence.	The	video	fades	to	black.	
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3. Interviews	(~15:00)

As	we	enter	the	bulk	of	the	film’s	content	we	meet	each	of	the	female	groups,	jumping	

around	from	group	to	group	as	they	respond	to	Naomi’s	bit.	Conversation	from	the	women	

begins,	as	they	quote	the	moments	that	they	best	relate	with.	They	cover	topics	like	their	first	

unsolicited	dick	pic;	what	they	love	and	hate	about	dick	pics;	speculating	on	what	it	must	be	like	

to	be	a	man	and	have	to	decide	if	the	picture	you	took	fairly	represents	your	body	and	

masculinity;	if	they	feel	pressure	to	accept	or	appreciate	dick	pics;	the	double	standards	and	

gendered	expectations	that	surround	dick	pics,	and	much	more.	The	women	help	each	other	

remember	stories	and	call	each	other	out	when	they	aren’t	being	authentic.	

We	mostly	see	the	women	sitting	together	and	engaging	in	friendly,	conversational	

activity,	with	occasional	close	ups	on	one	or	two	faces	who	are	talking.	Stories	are	told	directly	

to	camera,	and	on	occasion,	we	see	reenactments	that	demonstrate	their	actions	and	

messages.	This	takes	on	the	form	of	anonymous	scenes	where	hands,	crafted	mobile	devices	

and	animated	components	act	out	what	we	hear.	These	produced	scenes	further	the	comedy	

and	sincerity	of	the	stories,	and	showing	them	in	an	almost	anonymous	way	without	

identifiable	attributes	allows	the	audience	to	empathize	with	the	story	and	the	speaker.	We	cut	

back	to	the	women	at	the	end	of	each	story,	and	move	on	to	the	next	comment	from	a	

different	group.	The	interview	segment	closes	on	the	most	thoughtful	and	sincere	commentary,	

giving	the	audience	substantial	feedback	to	take	away	after	the	film.	

4. End	Credits	(~1:00)

The	Lonely	Island	song	plays	again	in	its	entirety.	The	credits	begin	to	roll	and	more	

archival	images	flash	to	the	beat.	We	occasionally	cut	back	to	the	interviews	for	closing	
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statements	and/or	bloopers	from	each	interview	group	that	play	over	the	music.	“I	will	look	at	

your	vagina”	is	the	final	lyric	of	the	song,	at	which	time,	a	large	graphic	of	the	peach	emoji	will	

push	in	over	black,	much	like	earlier	in	the	film	with	the	eggplant	graphic.	Then,	a	call	to	action	

will	appear	as	a	title	card	under	the	peach	emoji	that	will	direct	viewers	to	an	online	space	to	

continue	the	conversation.	

	

Style	and	Approach	

	 Unless	a	different	title	emerges	through	the	interview	process,	this	film	will	be	called	

Eggplant	Emoji.	This	title	makes	reference	to	the	graphic	symbol	or	“emoji”	of	a	slender	purple	

eggplant,	which	has	in	recent	years	become	a	popular	signifier	of	male	genitalia	in	digital	

communications.	This	title	is	intended	to	appeal	to	the	film’s	primary	target	audience	of	tech-

savvy	adults	in	their	20s	through	40s,	who	will	be	“in	on	the	joke”	and	understand	what	the	film	

is	about	because	they	will	be	familiar	with	the	eggplant	emoji’s	use	in	online	communication.	

Whether	or	not	a	viewer	is	in	the	know,	however,	I	want	the	title	to	set	up	the	expectation	that	

this	film	will	provide	commentary	about	our	modern	digital	culture	and	relationships	with	our	

mobile	devices,	which	the	term	emoji	should	invoke.	I	prefer	this	fun,	cheeky	title	over	

something	more	explicit	or	graphic,	especially	because	I	do	not	want	this	film	to	set	up	a	vulgar	

expectation,	but	instead,	provide	a	more	accessible	entry	point	to	a	topic	that	may	already	be	

taboo	for	some.		

To	best	convey	the	various	messages	in	my	film,	I	will	combine	intimate,	sit-down,	group	

interviews	with	multimedia	artifacts	from	today’s	digital	culture	and	produced	elements	to	

support	each	story.	Intertwining	the	natural	with	the	produced	will	set	the	proper	tone	for	this	

postmodern	film	and	equip	it	with	the	right	amount	of	self-awareness	and	reflexivity	to	help	
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audiences	negotiate	how	modern	technologies	impact	society,	and	vice	versa,	and	perpetuate	

various	conflicting	ideologies.	I	want	to	borrow	a	hint	of	narrative	director	Wes	Anderson’s	style	

for	the	interviews,	and	subtly	remind	viewers	that	this	is	a	constructed,	setup	situation.	To	

enhance	that	produced	touch,	montages	that	flash	through	images	from	popular	culture	will	

bookend	the	film.	Other	supporting	visuals	will	be	inspired	by	the	public	access	television	style	

and	the	anti-humor	visual	gags	that	have	brought	the	Adult	Swim	duo	Tim	Heidecker	and	Eric	

Wareheim	to	great	success.	This	will	all	come	together,	like	a	stylish	video-zine,	combining	

cultural	artifacts	and	critical	personal	narrative.	

As	somewhat	of	an	expository	film,	Eggplant	Emoji	will	be	structured	to	present	dick	

pics	in	the	beginning	as	a	problem	to	be	unpacked	throughout	the	rest	of	the	film	by	providing	

evidence	of	the	tensions	involved	and	ultimately	providing	suggestions	and	solutions	for	

moving	forward.	The	editing	process	will	prove	especially	important	for	determining	structure,	

as	I	will	arrange	the	content	based	on	the	major	themes	that	arise	from	the	interviews.	The	film	

will	be	edited	in	a	mosaic	style	to	cut	between	interviews	as	the	women	tell	their	stories	and	

share	their	insights	around	each	theme.	Sometimes,	this	will	create	the	effect	of	a	collective	

voice	that	may	allow	one	subject	to	finish	each	other’s	statements	or	support	each	other’s	

arguments.	Other	times,	this	will	allow	perspectives	to	conflict,	thus	creating	more	interesting	

narrative	tension	and	occasional	humor	in	their	incongruence.		

Vetted	through	my	lens,	my	choice	of	subjects	and	my	editing	process,	this	film	will	also	

borrow	from	the	personal	essay	style	of	documentary.	By	design,	it	will	represent	my	complex	

and	often	conflicting	perspectives	on	the	issues	at	hand.	Through	my	careful	arrangement	of	

my	subjects’	testimonies,	I	will	craft	an	argument	that	leaves	room	for	the	audience	to	pick	and	

choose	parts	that	are	relevant	to	them.	As	a	budding	documentary	filmmaker,	I	have	been	
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inspired	and	greatly	influenced	by	Frederick	Wiseman,	who	states:	“Every	documentary	film	is	

subjective.	I	don’t	know	how	to	make	an	objective	one”	(Benson	and	Anderson	264).	Like	

Wiseman,	I	align	my	style	of	documentary	with	his	“reality	fictions,”	in	which	“the	subject,	

filmmaker,	and	spectator	share	cultural	and	ethical	responsibility	for	the	construction	of	

meaning”	(Benson	and	Anderson	248).		

It	is	important	to	me	that	the	tone	of	this	film	will	generally	be	approachable,	

conversational	and	direct.	Considering	the	women	I	have	selected	as	subjects,	I	plan	on	

highlighting	moments	of	seriousness,	laughter,	empathy,	anger,	surprise,	encouragement	and	

levity.	I	selected	these	women	because	they	are	not	only	intelligent,	but	passionate	women	

who	get	fired	up	and	inspire	me.	My	hope	is	to	inspire	important	interpersonal	and	

intrapersonal	conversation	and	reflection,	and	encourage	some	viewers	to	take	action	in	ways	

both	big	and	small.		At	times	it	will	be	educational	and	informative,	like	a	best	friend	offering	

advice.	At	other	times	it	will	be	deeply	personal	and	maybe	even	hilariously	cringe-worthy.	

While	some	graphic	language	and	names	may	have	to	be	censored	for	some	distribution	

platforms,	this	film	and	the	characters	will	hold	frank	discussions	without	holding	back,	and	I	

expect	them	to	speak	their	truths	with	passion	instead	of	fear.	

That	being	said,	however,	this	film	will	not	be	suited	for	everyone.	Not	everyone	may	

find	the	film’s	premise	or	irreverence	endearing	or	insightful.	I	am	not	trying	to	create	an	

exclusive,	elitist	film	for	only	my	strictest	intersectional	feminist	friends,	either.	I	want	to	make	

a	sharable,	modern	critique	of	our	digital	and	dating	cultures	through	the	intertwined	personal	

accounts	of	hilarious,	outspoken	women.	In	the	spirit	of	the	recent	trends	at	the	intersection	of	

the	feminist	movement	and	popular	culture,	I	have	been	especially	inspired	by	mainstream	

artists	like	Beyonce,	Rihanna	and	Nicki	Minaj.	These	three	celebrities	have	been	leading	the	
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mainstreaming	of	sex-positive	and	body-positive	messages	in	recent	years.	I	think	that	their	

very	public	reflexivity	about	identity,	race,	gender,	class,	sexuality	and	relationships	has	laid	the	

groundwork	for	more	open	dialogue	about	otherwise	marginalized	conversations.		

	

Interviews	

The	majority	of	the	audio	and	visual	elements	of	this	documentary	will	rely	upon	

material	from	a	series	of	intimate	interviews	with	multiple	female	subjects.	Employing	an	

untraditional	take	on	the	traditional	sit-down	interview	style,	all	of	these	interviews	will	be	

conducted	with	groups	of	two	or	three	subjects.	These	subjects,	women	who	know	each	other	

very	well,	will	sit	closely	together	in	a	domestic	seating	space	like	a	living	room	couch,	dining	

room	table,	or	the	edge	of	a	bed.	These	sessions	will	be	filmed	with	the	women	looking	at	and	

talking	directly	to	the	camera,	always	centered	in	the	frame.	I	am	borrowing	this	approach	from	

Errol	Morris,	whose	documentary	style	makes	use	of	direct	eye-contact	with	the	camera.	I	will	

not	use	advanced	equipment	to	get	this	effect,	as	Morris	does,	but	I	want	my	subjects’	gaze	at	

the	camera	to	make	the	audience	feel	like	they	are	in	a	similarly	intimate	relationship	with	the	

on-screen	characters.	

With	inspiration	from	Wes	Anderson’s	films	like	The	Grand	Budapest	Hotel,	The	Royal	

Tenenbaums	and	Moonrise	Kingdom,	I	plan	to	utilize	natural	light,	vibrant	colors	and	mild	set	

dressing	to	produce	symmetrical,	center-framed	wide	shots	that	capture	the	subjects	all	

together.	This	static	wide	shot	that	captures	the	women	and	their	environmental	details	will	

also	give	the	viewer	choices	of	where	to	look	throughout	the	frame	and	reinforce	the	theme	of	

choice	embedded	in	the	film.	The	camera	for	the	wide	shot	will	be	stationary	throughout	the	

interviews.	A	second	camera	will	be	set	up	to	capture	the	women	from	other	camera	angles;	all	
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at	right	angles,	providing	close	ups	on	single	characters,	profile	views	of	the	groups	and	

occasional	overhead	shots	to	capture	hand	movements,	shuffling	through	cards	and	possible	

phone	usage.		

My	choice	to	have	little-to-no	in-camera	movements	is	not	only	a	practical	choice	as	the	

cinematographer	and	interviewer,	but	also	reflects	the	kind	of	patient,	steady	gaze	that	will	

ground	these	stories	in	reality.	As	film	theorist	Siegfried	Kracauer	argues,	this	kind	of	“plain”	or	

“modest”	camerawork,	helps	in	forming	an	aesthetic	that	best	signifies	the	veracity	of	the	

moments	captured	on	camera,	making	them	“appear	as	authentic	documents”	(quoted	in	

Spence	and	Navarro	188).	So,	while	the	interview	setups	may	be	staged	or	enhanced	versions	

of	reality	and	character	settings,	I	want	the	camera	to	capture	the	events	and	conversations	to	

unfold	more	naturally.	

One	component	of	the	interview	process	will	follow	a	traditional	question-and-answer,	

back-and-forth	conversation	between	the	subjects	and	myself	to	help	the	subjects	share	their	

stories	and	insights.	I	will	be	sitting	out	of	frame,	directly	next	to	the	camera	lens	to	help	

subjects	focus	their	attention.	My	intention	is	to	not	be	seen	or	heard	in	the	final	product,	

unless	it	is	absolutely	necessary.	So,	I	will	ask	questions	off-screen,	and	I	anticipate	that	the	

subjects	will	sometimes	look	at	the	camera	and	me	and	other	times	look	at	each	other.	By	

selecting	subjects	who	know	each	other	well,	I	am	hoping	that	my	role	as	a	conversation	

facilitator	will	be	lessened	as	the	interviews	progress	naturally	and	the	subjects	talk	amongst	

each	other	without	my	frequent	intervention.	While	this	style	of	group	interview	raises	some	

concerns	about	audio	recording	and	people	talking	over	each	other	during	production,	I	will	do	

my	best	to	remind	my	subjects	to	only	speak	one	at	a	time	and	to	have	them	repeat	any	

response	if	necessary.	
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In	addition,	I	will	treat	these	interview	sessions	like	a	social	science	research	session,	

where	each	pair	or	triplet	is	its	own	focus	group.	Conversation	amongst	subjects	will	be	spurred	

by	the	sociological	and	anthropological	research	method	of	photo	elicitation.	This	method	uses	

examples	of	images	to	prompt	discussion	and	reactions	that	were	not	otherwise	covered	in	the	

more	formal	question-and-answer	aspect	of	the	interviews.	According	to	Douglas	Harper,	a	

sociologist	and	photographer,	“the	photo	elicitation	interview	seems	like	not	simply	an	

interview	process	that	elicits	more	information,	but	rather	one	that	evokes	a	different	kind	of	

information”	(Harper	13).	In	this	way,	subjects	will	have	a	concrete	scenario	or	image	to	react	

to,	which	will	produce	different	results	than	asking	them	questions	about	their	direct	

experiences.	

To	make	this	successful,	I	will	provide	a	customized	deck	of	cards	that	feature	archival	

images,	clip	descriptions	and	other	artifacts	from	popular	culture	that	touch	on	certain	aspects	

of	the	topic	in	ways	that	my	interview	questions	may	not.	These	cards	will	be	spread	out	during	

the	interviews	and	subjects	will	be	invited	to	sort	through	them	at	any	time	to	change	the	

direction	of	the	conversation	or	bring	a	new	component	into	the	mix.		

	

Locations	

									 All	of	the	interviews	will	be	held	within	the	homes	of	my	subjects,	who	live	in	and	

around	Denton,	Texas	or	Philadelphia,	Pennsylvania.	This	decision	will	help	to	serve	many	

aspects	of	the	production	process	and	help	to	reinforce	the	film’s	ideological	notion	that	

personal	stories	about	tabooed	subjects	are	worthy	of	being	heard.	For	one,	filming	the	

interviews	in	subjects’	own	domestic	spaces	will	reflect	the	intimate	and	personal	nature	of	the	

conversations	we	will	be	having.	I	want	my	subjects	to	feel	as	though	the	profilmic	moment	is	
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fun,	comfortable	and	safe,	and	I	want	the	audience	to	notice	their	comfort	and	respect	our	

closeness.		

By	seeing	these	women	in	somewhat	of	an	environmental	portrait	style,	viewers	will	

also	be	able	to	piece	together	clues	about	the	women	that	are	not	otherwise	explicitly	stated.	

Documentary	scholars	Spence	and	Navarro	highlight	the	importance	of	settings,	saying	they	

“often	serve	as	an	eloquent	indicator	of	a	person’s	characteristic	attributes.	They	may	establish	

the	subjects’	ethnic	backgrounds,	social	status,	and	professional	affiliations,	or	even	

characterize	their	individual	personalities”	(221).	Ultimately,	this	all	comes	together	to	allow	

the	audience	to	take	on	the	role	of	a	“privileged	observer”	(197),	say,	a	close	friend,	who	is	

welcomed	into	a	safe	space	for	intimate	and	frank	conversation	that	would	otherwise	happen	

even	if	the	camera	was	not	present.	

	

Archival	Materials	

My	use	of	archival	materials	in	this	production	will	not	only	be	used	to	spark	

conversation	in	interviews,	but	these	images	will	also	be	featured	within	the	opening	and	

closing	segments	of	the	final	documentary.	I	have	already	begun	curating	a	multimedia	catalog	

of	relevant	content,	and	will	use	the	remaining	preproduction	time	to	curate	the	necessary	

content	to	be	featured	in	the	interview	sessions.	Bringing	in	archival	materials	and	references	

from	popular	culture	will	also	help	to	situate	this	documentary	in	the	unique	moment	we	

occupy	in	history.	In	some	ways,	these	artifacts	will	“date”	the	film	in	years	to	come,	but	for	the	

time	being,	this	postmodern	approach	will	keep	the	film	feeling	grounded	in	tangible	items	that	

today’s	audience	can	relate	to	and	references	that	a	more	savvy,	in-the-know	audience	will	

appreciate.		
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My	approach	to	archival	materials	will	rely	upon	reaching	out	to	sources	for	free	

permissions	and	attributing	my	sources	in	my	end	credits.	Many	of	the	multimedia	items	that	I	

have	curated	so	far	have	been	memes	created	or	shared	by	anonymous	authors,	and	some	

utilize	imagery	from	popular	culture	to	provide	commentary.	They	are	valuable,	however,	

because	they	often	represent	a	critique	of	mainstream	media	representations	from	a	non-

dominant	subject	position	or	marginalized	group.	They	will	also	help	to	broaden	the	array	of	

voices	that	are	able	to	enrich	the	discourse	that	surrounds	dick	pics.	If	needed,	I	plan	to	engage	

the	Fair	Use	doctrine	to	defend	against	high	copyright	costs	and	concerns.	I	believe	that	my	

work	will	be	using	these	archival	materials	to	comment	upon	and	critique	the	work	themselves	

and	the	ideologies	they	perpetuate.	The	risk	of	being	caught	is	one	I	am	willing	to	make	given	

my	film’s	educational	and	inspirational	goals.		

	

Postproduction	

In	assembling	this	film,	the	themes	revealed	through	the	interviews	will	determine	the	

trajectory	of	the	narrative	and	extent	of	the	additional	visual	and	audio	needs.	The	pace	of	

editing	will	be	mellow	in	the	beginning,	rapid	in	the	title	sequence,	varied	in	the	main	interview	

segment,	and	rapid	again	in	the	end	credit	sequence.	Aside	from	the	aforementioned	song	by	

The	Lonely	Island,	the	film	will	only	feature	music	that	is	subtle,	whether	slow	droning	notes,	

atmospheric	tones	or	other	non-lyrical	music	that	will	support	the	mood	of	the	scenes	as	

needed	without	taking	away	from	the	most	important,	spoken	aspects	of	the	film.		

The	wide	shots	will	serve	as	the	primary	way	of	looking	at	each	group	in	interviews,	and	

the	other	camera	angles	and	close	ups	will	be	integrated	to	break	up	longer	conversations,	

cover	edits	or	direct	attention	to	certain	subjects’	reactions.	Even	with	a	variety	of	camera	
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angles,	I	am	assuming	that	the	interviews	will	need	to	be	supported	by	other	visual	elements.	

This	has	to	be	carefully	paced	to	not	seem	too	gimmicky,	but	I	think	this	is	a	much	better	choice	

for	mixing	up	the	visual	element	than	other	options,	like	producing	historical	reenactments	for	

each	story	or	trying	to	find	abstract	visual	evidence	or	b-roll	that	supports	their	statements.	It	is	

much	more	important	to	me	that	viewers	see	examples	of	women	talking	about	these	

important	issues,	and	confidently	owning	their	own	stories.		

As	a	creative	solution	for	any	censorship	issues	that	may	arise	with	explicit	language	and	

the	film’s	distribution	possibilities,	I	will	overlay	text	message	bubbles	filled	with	emojis	over	

the	mouth	of	the	speaker	and	further	censor	the	offense	with	some	kind	of	text	message	alert	

chime	or	buzz.	This	should	provide	proper	coverage	and	hopefully	make	some	viewers	laugh.	If	

there	are	any	graphic	images	(say,	a	dick	pic)	or	explicit	scenes	that	are	necessary	in	supporting	

the	film’s	narrative	or	a	subject’s	story,	I	would	find	fun	ways	to	use	the	content	with	emojis	to	

cover	the	especially	explicit	bits.		

	

Equipment	and	Data	Management	

	 As	much	as	these	interviews	will	be	staged	for	the	purpose	of	the	documentary,	I	want	

the	look	and	feel	of	the	film	to	appear	mostly	natural	and	unproduced,	but	with	little	quirky	

flourishes	that	grab	attention.	I	want	to	keep	my	production	as	small	as	possible	so	I	can	travel	

with	equipment	and	manage	setup,	production	and	takedown	mostly	on	my	own.	As	discussed	

earlier,	I	would	like	to	shoot	with	multiple	cameras	to	allow	seamless	cuts	over	edits	and	to	

focus	in	on	one	member	of	the	group	who	is	speaking	without	losing	the	wide	shot	that	I	always	

want.	This	approach	will	help	to	create	the	feeling	of	camera	movement	in	otherwise	stale	

interviews	and	help	with	the	style	of	editing	that	the	film’s	structure	and	pacing	will	demand.		
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I	plan	to	shoot	this	film	with	three	Panasonic	DVX200	cameras.	I	chose	this	new,	4K	

camera	because	our	department	has	a	large	supply	of	them	and	they	come	with	a	lens	that	has	

impressive	range	that	will	provide	large	wide	shots	and	tight	close	ups.	This	range	will	help	me	

adapt	to	a	number	of	environments	and	travel	lightly	across	the	country	with	equipment.	In	

addition,	I	plan	to	run	audio	from	a	boom	mic	through	the	camera	for	each	group	interview.	

Simultaneously,	I	will	record	double	system	audio	through	one	or	two	702	audio	recorders,	

recording	each	subject	individually	with	a	wireless	lavalier	mic.	I	want	the	look	of	the	film	to	

feature	natural	light,	whether	from	natural	sources	or	artificially	created	using	a	Rifa	softbox,	

gels	and	reflectors.		

I	plan	to	borrow	the	necessary	Extreme	Pro	SDXC2	SD	memory	cards	that	the	camera	

demands	from	multiple	people	in	the	department	who	own	them	already.	Otherwise,	I	will	

purchase	three	new	5	TB	external	hard	drives	to	allow	me	to	store	all	of	my	footage	and	

materials	on	one	main	drive	with	two	backups	if	needed.	I	plan	to	travel	with	a	laptop	to	have	

freedom	to	transfer	footage	from	memory	cards	to	hard	drives	as	quickly	as	possible,	and	if	

needed	on	set.	All	of	these	plans	should	work	for	the	interview	components	of	the	film	and	the	

more	produced	and	abstract	visuals	that	will	support	the	stories.		

	

	Subjects	

	 As	I	have	planned	it,	this	documentary’s	success	places	a	lot	of	pressure	on	the	success	

of	my	casting	and	ability	to	create	engaging	conversations	with	my	subjects.	My	subjects	are	

not	academic	experts	in	the	traditional	sense,	but	they	are	experts	in	their	own	testimony.	The	

film	will	not	present	a	deep	character	study	that	details	each	character’s	life	story,	but	will	

instead	feature	each	group	as	they	tell	a	story	or	share	their	perspective	about	dick	pics.	We	
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will	get	to	know	them	intimately	in	a	sense,	but	only	in	this	limited	context	of	their	sexual	lives,	

which	is	only	one	part	of	who	they	are	as	complex	human	beings.	Ultimately,	each	subject’s	or	

group’s	content	will	be	mixed	together	and	vetted	through	my	editing	process,	which	will	

demand	that	we	jump	from	subject	to	subject	per	the	narrative	trajectory	and	various	themes	

that	I	determine	once	production	has	completed.	I	have	selected	this	number	of	women	and	

interviews,	assuming	that	some	subjects	will	be	primary	characters,	while	others	will	be	in	more	

supporting	roles.		

	 That	being	said,	I	have	purposely	selected	these	women	to	be	my	subjects	because	I	

think	they	will	provide	a	diverse	array	of	perspectives	and	be	engaging	and	entertaining	

storytellers.	With	limited	options	for	visual	evidence	or	b-roll	to	go	along	with	their	often-

explicit	dialogue,	the	film	has	to	focus	on	how	the	characters	express	themselves,	reflect	upon	

their	experiences	and	perform	their	role	as	storyteller-subject.	To	my	benefit,	I	know	most	of	

these	women	very	well,	and	I	expect	the	comfort,	openness	and	trust	that	they	have	with	me	to	

extend	to	me	behind	a	camera.	They	are	all	strong,	outspoken	and	respected	feminist	

advocates	who	mostly	date	men,	and	they	come	from	diverse	ethnic,	religious	and	

socioeconomic	backgrounds.	Here,	I	will	provide	noteworthy	details	about	each	of	them	that	

make	them	great	subjects	for	this	project,	starting	with	the	youngest	groups:	

	

1.	Eva,	Pat	and	Ari	-	Thoughtful	Young	Activistas	

	 Eva	is	a	recent	college	graduate	in	her	early	20s	who	recently	entered	her	first	serious	

relationship.	Until	this	relationship,	she	dated	casually	for	a	number	of	years	and	has	a	plethora	

of	dick	pic	stories	from	that	time.	Eva	aligns	herself	with	many	social	justice	movements	at	the	

intersections	of	her	feminist	and	Chicana	identities,	taking	action	and	mobilizing	online	and	
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offline.	Eva	is	especially	involved	in	social	media	movements	and	is	always	up	to	date	on	

popular	culture	and	current	events.	With	aspirations	of	being	Oprah	one	day,	I	believe	her	

open,	gentle	and	hilarious	demeanor	would	make	her	a	fantastic	replacement	for	the	queen	of	

talk	shows.		

Pat	is	Eva’s	older	sister	in	her	late	20s,	and	the	two	of	them	have	a	lot	of	the	same	social	

justice	interests	and	positive	attributes.	While	Eva	is	more	extroverted	and	bubbly,	Pat	is	more	

subdued	and	mild	mannered.	Together,	they	have	hilarious	chemistry,	and	their	ability	to	

process	social	issues	and	current	events	together	have	given	them	the	idea	of	hosting	their	own	

podcast	that	highlights	their	unique	feminist,	Chicana	perspective.	They	both	are	passionate	

about	their	challenges	of	being	progressive	social	actors	while	balancing	their	traditional	

Catholic,	Mexican-American	upbringing	in	the	conservative	state	of	Texas.	They	are	both	

currently	living	together,	back	at	their	childhood	home	where	they	were	raised	by	their	single	

mom	and	older	sisters.	They	are	finding	it	a	fun	challenge	to	share	space	again	in	a	fuller	house,	

now	with	young	nieces	and	nephews,	but	both	have	to	hold	back	on	sharing	their	opinions	with	

their	more	traditional	mom	and	older	sisters.	

	 Ari	is	Eva’s	long-time	best	friend	and	has	become	a	part	of	the	family.	Ari	is	a	tall,	model-

esque	black	woman	who	has	the	calm,	ethereal	energy	of	a	Kravitz-Bonet	child:	artsy,	reserved	

and	maybe	too	cool.	Below	the	surface,	she	is	just	as	warm	and	friendly	as	her	Chicana	sisters,	

however.	In	conversation,	she	has	a	very	mild	demeanor,	and	through	her	words	and	deep	

knowledge	of	Eva	and	Pat’s	lives,	she	proves	to	be	an	equally	witty	and	intelligent	counterpart.	

After	a	year	or	so	of	hearing	about	Ari,	who	once	dated	a	male	friend	of	mine,	I	first	met	her	

while	she	was	working	a	shift	at	her	art	museum	job.	She	approached	me	and	asked	if	I	was	a	

friend	of	Eva’s	and	named	other	mutual	friends,	knowing	my	name	and	confessing	that	she	
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recognized	me	from	social	media.	She	apologized	for	being	awkward	and	we	both	shared	a	

laugh.	Since	then,	I	have	spent	time	with	her	a	couple	more	times,	and	really	enjoyed	her	

company.	Now	in	a	committed	relationship	with	a	great	boyfriend,	Ari	can	look	back	on	that	

relationship	with	our	other	mutual	friend	from	a	safe	distance,	as	things	did	not	end	well	

because	they	were	on	very	different	pages	when	it	came	to	privacy	and	discretion	about	

sexting.		

	

2.	Ifrah	+1	TBD	-	The	Fired	Up	Ones:	

	 Ifrah	is	a	single	black	woman	in	her	mid-20s	who	is	very	engaged	with	popular	media,	

especially	television	targeted	at	women.	She	is	always	ready	to	make	a	cultural	reference	or	

create	a	conversation	that	criticizes	celebrities	and	how	they	handle	their	online	presence.	She	

is	very	smiley	and	animated	when	she	speaks	and	gestures	to	argue:	pointing,	clapping,	

snapping,	etc.	to	the	beat	of	her	speech.	Her	voice	very	soothing,	even	when	she	yells,	and	she	

carries	conversations	with	great	ease,	often	throwing	in	a	hearty	laugh	that	is	especially	

contagious.	Hilarious	and	sometimes	unfiltered,	Ifrah	is	a	commanding	presence	who	is	not	

afraid	to	express	her	feelings	and	make	a	judgement.	When	I	first	talked	about	dick	pics	and	

this	project	with	Ifrah,	her	response	started	with,	“Okay,	FIRST	of	all,	dick	pics	are	DIS-GUS-

TING.	They’re	gross.	They’re	ALLLLLL	gross...Why?	Because	MEN	are	DISGUSTING…”	She	

continued	to	express	her	feelings	in	more	nuanced	ways	and	considered	various	situations,	but	

was	filled	with	things	to	say	about	dick	pics	and	needed	a	platform	to	talk	about	them.		

Ifrah’s	identity	as	a	black	woman	is	especially	interesting	because	she	was	born	in	

Ethiopia,	and	was	adopted	and	raised	by	an	old	white	woman	in	Texas	who	had	other	adopted	

children	of	various	races.	As	her	adopted	mom	aged,	the	kids	all	had	to	team	together	and	raise	
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themselves,	which	gives	Ifrah	a	special	sense	of	maturity	and	reflexivity,	but	also	made	her	a	

rambunctious	teenager.	She	is	currently	working	multiple	server	jobs	where	she	has	to	face	

racism	and	sexism	on	a	daily	basis.	She	is	feeling	detached	from	her	current	surroundings	in	

Denton,	Texas	as	the	#blacklivesmatter	movement	continues	to	make	news	around	the	world,	

and	she	yearns	to	move	over	the	next	year	to	get	closer	to	where	the	movement	is	much	

stronger.	I	am	excited	to	interview	Ifrah	on	many	levels,	but	I	am	especially	happy	to	interview	

her	while	the	activist	fire	is	lit	and	she	is	ready	to	speak	out	and	make	strides	to	transform	

society.	Ifrah	has	a	rotating	set	of	roommates	and	close	friends	in	her	life,	and	one	of	them	will	

join	her	during	the	interview.	

	

3.	Aiyana	+1	TBD	-	The	Fearless	Agitators	

Aiyana	is	a	NYC	born-and-bred	artist,	activist	and	feminist.	She	is	an	urban	millennial	

with	serious	east	coast	attitude,	working	various	craft	food	and	beverage	jobs	to	get	by	and	

maintain	her	hip	life	in	Queens	tending	to	her	passion	projects	in	advocacy,	art,	gardening,	

fitness	or	giving	stick	n	poke	tattoos	to	friends	on	the	side.	Chinese	and	Jewish,	Aiyana	is	very	

reflexive	and	open	about	her	identities,	mental	health	and	sexual	health.	Her	toughness	is	

tempered	by	her	brave	expressions	of	vulnerabilities	and	anxieties,	especially	in	her	online	

communication.		

Aiyana’s	most	notable	project	is	New	York	City’s	Shout	Your	Abortion	campaign,	which	

currently	has	two	zine	editions	in	production,	a	yearly	event	and	an	active	social	media	

community.	In	punk	tradition,	the	zines	have	been	curated	stories	from	various	women,	

opening	up	about	their	abortion	stories	to	raise	awareness	in	the	wake	of	political	

conversations,	policy	shifts	and	funding	changes	that	affect	women's	access	to	sexual	
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healthcare.	Romantically,	Aiyana	has	a	male,	live-in	significant	other	who	she	has	been	dating	

for	over	four	years.	Very	recently	the	two	have	decided	to	try	an	open	relationship,	and	so	her	

re-entry	into	the	dating	world	should	give	new	food	for	thought	on	top	of	whatever	sexting	is	a	

part	of	her	primary	relationship.	Aiyana	will	be	interviewed	with	a	friend	or	relative,	and	my	

hope	is	that	we	could	use	the	early	Fall	months	to	see	if	her	mom	(similarly	open	and	

outspoken)	would	like	to	appear	with	her.	

	

4.	Megan,	Laurie	and	Hollis	-	The	Tattooed	Vintage	Ballbusters	

	 Megan	and	Laurie	are	both	rambunctious	Philadelphia	20-somethings	in	committed	

relationships	with	men,	but	have	very	storied,	dick-pic-filled	pasts	despite	things	calming	down	

lately.	They	both	look	and	dress	like	models	from	the	1970s	with	many	visible	tattoos,	and	the	

two	have	been	best	friends	for	years	and	lived	together	in	many	spaces	across	the	country.	

They	are	also	currently	coworkers	at	an	independent,	affordable	vintage	business	in	

Philadelphia,	and	have	other	pursuits	on	the	side.	Knowing	each	other	very	well,	they	are	loud	

and	shameless	in	their	expressions	together	and	they	love	to	call	each	other	out	for	things.	

They	are	not	only	fantastic	storytellers,	but	also	very	talented	with	interior	design	and	will	be	

helping	with	the	set	dressing	of	my	interviews	in	Philadelphia.	

	 I	know	Megan	and	Laurie	through	my	long-time	best	friend	and	past	roommate	of	many	

years,	Hollis.	I	instantly	connected	with	Megan	and	Laurie	when	Hollis	introduced	me	to	them	

after	years	of	hearing	about	them	as	Hollis’	hilarious	and	stylish	roommates	from	when	they	

lived	in	Nashville	together.	Hollis	is	like	a	sister	to	me	and	to	them,	so	we	all	bonded	over	our	

mutual	love	for	Hollis	and	joined	together	in	our	abilities	to	easily	poke	fun	at	her.	Hollis	is	not	

necessarily	a	clown	or	a	rude	agitator,	but	she	has	a	certain	unluckiness	about	her	and	often	
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gets	herself	in	situations	or	conversations	that	she	has	not	clearly	or	fully	thought	out.	

Accordingly,	Hollis	is	one	of	the	most	endearingly	flawed	and	human	people	I	know,	and	these	

attributes	make	her	a	fantastic	sympathetic	ear	for	anyone	struggling.	

Hollis,	too,	is	a	vintage-wearing,	tattooed,	blonde	bombshell	bartender	who	has	to	

balance	her	nightlife	interests	with	starting	a	nursing	career	at	age	30.	She	represents	many	

other	interesting	contrasts	and	human	complexities,	especially	balancing	her	traditional	

expectations	and	Christian	upbringing	with	more	progressive	feminist	ideals	and	complicated	

relationships	with	her	body,	sexuality	and	urban	environment.	For	the	first	time	in	a	while,	

Hollis	is	now	in	a	serious	relationship,	and	it	will	be	interesting	to	see	if	and	how	this	impacts	

her	perspective.	Regardless,	her	reactions	to	Megan	and	Laurie	will	probably	be	a	great	source	

of	comedy	in	my	film,	and	I	can	just	picture	her	burying	her	face	in	her	shirt	with	

embarrassment	at	some	points	(a	behavior	my	close	friends	and	I	have	captured	numerous	

times	on	camera	over	the	years).		

	 	

5.	Shannon	and	Jes	-	The	Artsy	Oddballs	

Shannon	is	a	30+	about-to-be-divorced	woman,	back	in	the	dating	world	after	15+	years	

in	the	same	uninspired	relationship.	Open	to	meeting	people	and	having	new	sexual	partners,	

Shannon	has	struggled	getting	a	grasp	on	the	norms	and	proper	protocols	in	this	ever	evolving	

online	dating	scene.	She	is	often	surprised	by	verbal,	texted	or	sexted	male	behavior	these	days	

and	often	has	to	ask	her	single	friends	around	her	if	things	are	"normal."		

Not	only	does	Shannon's	new	and	exciting	dating	life	bring	new	questions,	but	also	a	lot	

of	unsolicited	dick	pics.	Some	she	enjoys,	some	she	rejects,	sometimes	the	men	keep	sending	

them	even	after	rejection.	Very	recently,	Shannon	accepted	a	position	as	a	moderator	for	
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OKCupid	(which	we	will	likely	not	name	for	privacy	reasons)	and	has	a	plethora	of	stories	about	

dick	pics	to	share.	She	even	recently	connected	with	a	past	lover’s	ex-girlfriend	by	accident	and	

they	bonded	over	sharing	and	criticizing	dick	pics	from	him.		

Jes	is	a	close	friend	and	past	coworker	of	Shannon's,	and	the	two	spend	a	lot	of	time	

comparing	dating	pitfalls	and	successes	over	text	messages.	She	is	a	late-20s,	single,	Greek	

goddess	just	trying	to	make	her	dating	life	balance	with	her	demanding	job	in	cable	television	

production.	If	Shannon’s	self-deprecating	and	angsty	disposition	makes	her	salt,	Jes	is	without	

question	sugar:	warm,	smiley,	sweet	and	saccharine	through	and	through.	Their	very	different	

dispositions	and	surprising	goofy	similarities	have	always	created	a	hilarious	dynamic	and	will	

make	their	interview	especially	fun	for	them	and	for	audience	members.	

	

6.	Rosy	and	Bibi	-	The	Valley	Girls	

Rosy	is	a	professor	at	The	University	of	Texas	Rio	Grande	Valley	in	the	Criminal	Justice	

department.	As	a	Latina	feminist	with	a	PhD	in	Sociology,	her	background	is	in	social	sciences	

and	political	science,	and	her	research	has	often	surrounded	women’s	studies	and	issues	at	the	

United	States/Mexican	border.	In	some	ways,	Rosy	will	serve	as	the	closest	thing	to	an	expert	in	

this	film;	able	to	anthropologically	talk	about	dick	pics,	gender	relations	and	the	wider	

institutional	and	social	structures	that	help	us	negotiate	what	they	mean	on	individual	and	

societal	levels.		

Beyond	adding	an	academic	perspective,	Rosy	will	also	be	a	valuable	subject	because	

she	is	a	single	woman	in	her	40s.	Being	older	and	in	the	dating	world	has	its	own	sets	of	

challenges	that	Rosy	has	to	navigate	through,	and	ultimately,	her	experiences	will	probably	be	

slightly	different	from	the	experiences	of	the	younger	subjects.	On	the	other	hand,	her	
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presence	may	even	serve	to	support	and	validate	the	younger	women’s	perspectives,	and	

maybe	we	will	find	that	they	share	a	lot	of	the	same	struggles	in	navigating	digital	dating	

culture	and	communication.	Additionally,	it	is	worth	noting	that	Rosy	has	a	collection	of	penis	

paintings	that	she	created	many	years	ago	as	her	own	feminist	speaking	back	to	the	power	of	

patriarchy.	I	hope	to	incorporate	these	paintings	as	set	dressing	and	as	part	of	our	conversation	

throughout	the	interview.		

Bibi	is	Rosy’s	younger	sister	and	best	friend.	The	two	of	them	have	been	close	their	

entire	lives	and	share	many	of	the	same	attributes,	interests	and	friends.	Bibi,	also	in	her	40s,	

will	serve	as	a	foil	to	Rosy	because	they	see	dating	and	the	world	in	some	very	different	ways.	

Rosy	is	more	reserved	and	eloquent,	while	Bibi	is	much	more	reactive	and	spontaneous,	but	

they	balance	each	other	well	and	have	an	entertaining	dynamic.	Bibi	is	a	married	woman	with	

an	active	social	life	and	many	younger	friends,	and	her	perspective	will	be	interesting	because	

she	seems	to	always	be	straddling	the	old	school	ways	of	life	with	modern	advances,	and	she	

finds	herself	caught	in	between	trying	to	negotiate	how	to	best	navigate	our	world.	

	

Feasibility	

Overall,	I	think	this	film	is	feasible,	and	I	have	consciously	made	decisions	that	make	it	

doable,	manageable	and	fun.	Apart	from	the	obvious	logistics	and	planning	that	go	into	

documentary	film	production,	the	element	of	fun	is	especially	crucial	for	me	to	maintain	

momentum	and	create	a	positive	atmosphere	for	everyone	I	choose	to	involve	in	the	project.	

This	project	will	span	a	long	period	of	time,	which	can	naturally	bring	burnout	and	make	me	

tired	of	hearing	and	repeating	the	same	things	to	the	point	of	wanting	to	avoid	the	topic	

altogether.	To	combat	this,	I	have	purposely	cast	close	friends	of	mine	who	I	look	up	to,	and	in	
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some	cases,	do	not	get	to	see	often.	My	existing	engagement	and	investment	in	their	lives	and	

opinions	will	not	only	help	my	excitement	and	curiosity	endure,	but	also	serve	as	a	great	

foundation	for	my	subjects	to	have	a	trusting	and	open	relationship	with	me	on	and	off	camera.	

The	open-ended	aspects	of	the	film	and	the	messages	my	subjects	will	deliver	are	outside	of	my	

control,	but	I	trust	that	I	have	selected	a	great	mix	of	characters	to	make	a	thoughtful,	hilarious,	

relatable	and	shareable	video	that	a	range	of	people	can	connect	with	and	enjoy.		

At	the	time	of	this	writing,	I	have	verbal	confirmation	of	permission	to	interview	all	of	

my	primary	subjects.	I	have	only	mild	concerns	about	my	subjects	being	shy	in	front	of	the	

camera	or	backing	out	of	the	project,	especially	because	each	of	them	has	more	than	enough	to	

say	about	dick	pics.	I	have	been	in	personal	contact	with	all	of	them	and	started	a	private	

Facebook	group	to	gather	together	my	team	of	interviewees,	other	interested	parties	and	

people	who	have	agreed	to	volunteer	as	crew	members.	The	Facebook	group	exists	to	help	me	

communicate	broad	messages	and	updates	to	each	participant	and	to	curate	multimedia	

articles,	graphics,	videos	and	other	materials	as	inspiration	or	use	as	archival	materials	to	be	

featured	in	the	film.	The	expectation	is	that	I	will	provide	some	of	the	content,	but	that	group	

members	participate	in	sharing	content	and	spurring	discussions	as	well.	At	the	very	least,	my	

hope	is	that	this	group	will	give	everyone	involved	a	loose	sense	of	community	and	help	to	

maintain	commitment	to	the	project	through	regular	updates	and	connecting	with	current	

events.	

I	have	decided	to	plan	my	shoots	around	the	Fall	academic	schedule	for	the	University	

of	North	Texas.	In	each	location,	I	have	secured	the	spaces	to	conduct	interviews	and	will	have	

lodging	that	I	do	not	have	to	pay	extra	for,	as	I	will	be	staying	at	home	or	with	friends.	The	three	

interviews	I	plan	to	film	in	and	around	Denton,	Texas	will	be	completed	by	the	end	of	
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Thanksgiving	break,	giving	me	enough	time	to	plan	for	travel	to	Pennsylvania	for	the	rest	of	the	

interviews.	Knowing	that	I	would	be	driving	to	Philadelphia	for	the	winter	break,	I	have	planned	

my	final	three	interviews	to	occur	during	that	time.	My	plan	is	to	return	to	Texas	in	the	new	

year	with	all	of	my	interviews	completed	and	transferred	to	multiple	drives.	This	will	leave	the	

Spring	2017	semester	for	postproduction	and	determining	the	specific	needs	for	additional	

produced	segments	that	support	the	interview	content	with	abstract	representations	and	

reenactments	to	be	filmed	over	two	days	once	the	general	structure	of	the	film	is	in	place.	

While	I	plan	to	work	mostly	on	my	own	in	this	production,	I	will	enlist	the	help	of	my	

peers	from	UNT	to	assist	with	minor	production	tasks	like	monitoring	audio	levels	and	serving	

as	production	assistants	on	set.	For	each	location,	I	have	a	list	of	people	I	have	worked	with	in	

the	past	on	productions,	who	have	agreed	to	volunteer	to	help	me	on	set	or	with	assorted	

production	needs.	Their	skills	include	set	design,	prop	construction,	animation,	behind	the	

scenes	videography,	producing	and	directing,	and	much	more.	As	much	as	I	wish	I	could	afford	

to	pay	them	for	their	efforts,	I	will	only	be	able	to	offer	meals,	snacks	and	drinks	to	anyone	who	

helps	me	with	preproduction,	production	or	postproduction.	

One	of	the	primary	issues	that	I	can	assume	will	make	production	of	this	documentary	

challenging	is	traveling	out	of	state	with	equipment	by	car.	More	than	anything,	I	know	that	my	

priorities	are	going	to	be	keeping	the	equipment	safe	and	secure.	I	have	to	be	on	special	watch	

of	my	car,	but	having	a	car	with	a	fully	enclosing	trunk	should	deter	theft.	My	concerns	extend	

to	being	parked	in	public	lots	or	on	the	streets	of	Philadelphia,	but	the	latter	should	be	avoided	

by	always	moving	and	storing	equipment	in	the	homes	of	my	subjects,	sometimes	before	or	

after	the	interviews.	My	Philadelphia	shoots	would	demand	that	I	hold	onto	equipment	for	

somewhat	of	a	long	time,	which	raises	concerns	about	feasibility	as	it	relates	to	sharing	
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equipment	with	other	UNT	graduate	students	in	production	at	the	same	time.	I	will	navigate	

this	issue	by	making	all	requests	on	time	and	communicating	openly	with	other	graduate	

students	if	any	conflicts	arise.	

	

Ethical	Considerations	

1.	Exploitation	

The	relationship-building	and	preparation	process	for	interviews	can	make	or	break	a	

film.	As	a	filmmaker	and	interviewer,	I	have	to	take	responsibility	for	the	situations	I	set	up,	and	

understand	the	vulnerability	and	fragility	that	may	be	at	stake	for	my	subjects.	Instead	of	

putting	my	subjects	in	difficult	situations,	I	can	meet	them	where	they	are,	literally	and	

figuratively.	Whether	my	subjects	consider	the	audience	to	be	those	in	the	room,	those	who	

will	see	the	final	footage,	or	both,	I	expect	that	their	behavior	will	“suit	the	circumstances	and	

expectations	of	the	other”	whoever	that	may	be,	and	will	likely	vary	from	person	to	person	and	

over	the	course	of	the	interviews	(Ellis	46).	While	subjects	often	participate	in	“face	work”	to	

control	or	protect	their	on-screen	persona,	filmmakers	can	capitalize	on	“moments	where	the	

‘real’	person	peeps	through	in	factual	footage,”	which	helps	to	signify	intimacy	with	the	

interviewer	and	potential	audience	(quoted	in	Ellis	52).	Alternatively,	sometimes	these	

reactions	come	as	a	surprise	to	subjects,	and	these	moments	of	“unexpected	intimacy…can	

have	difficult	results”	(59).		

	To	some	degree,	I	hope	that	already	having	an	established	bond	with	most	of	my	

subjects	and	filming	them	in	their	own	environments	with	a	small	crew	will	alleviate	many	of	

my	concerns	about	exploiting	their	intimate	stories	or	personas.	It	will	be	important	to	keep	

open	communication	lines	with	them	during	the	entire	process,	especially	ensuring	that	they	
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know	what	I	expect	from	them	and	what	they	can	expect	from	me.	I	do	not	think	these	

interviews	will	have	difficult	results	that	the	participants	will	carry	with	them,	say,	deeply	for	

days,	but	they	may	want	me	to	strike	stories	from	the	record,	and	I	am	happy	to	negotiate	that.	

I	want	to	remain	flexible	to	any	sensitivities	around	identity	or	disclosure,	and	would	like	to	

make	sure	to	allow	them	to	set	any	necessary	boundaries	or	provide	creative	solutions	that	

could	protect	them,	such	as	striking	their	real	names	or	other	identifying	information.	

	

2.	Truth	and	Sincerity	

	 To	avoid	issues	of	exploitation	of	my	subjects	and	protect	their	identities,	I	may	have	to	

sacrifice	some	elements	of	truth.	Naturally,	not	everything	I	film	will	be	included	in	the	final	

film,	and	partial	stories	may	come	together	to	form	new	stories	and	new	meanings.	In	addition,	

I	will	encourage	subjects	to	create	new	identities	(names,	ages,	occupation,	etc.)	for	their	

privacy,	if	they	need	it.	Even	if	details	are	changed	and	stories	are	not	historically	accurate,	I	am	

open	to	stretching	the	truth,	assuming	the	subtexts	and	sentiments	embedded	in	the	story	are	

sincere.	

Luckily,	modern	audiences	are	more	media	literate	than	in	previous	years	and	

understand	this	constructed,	mediated	nature	of	documentary:	“There	is	a	general	awareness	

of	the	status	of	documentaries	as	complex	statements	rather	than	as	portrayals	of	a	truth”	(Ellis	

139).		Documentary	theorist	Bill	Nichols	further	this	point,	saying	“documentaries	were	always	

a	form	of	re-presentation,	never	clear	windows	onto	‘reality’;	the	filmmaker	was	always	a	

participant-witness	and	an	active	fabricator	of	meaning,	a	producer	of	cinematic	discourse	

rather	than	a	neutral	or	all-knowing	reporter	of	the	way	things	truly	are”	(quoted	in	Rosenthal	

and	Corner	18).	
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Intended	Audience	

While	I	am	guaranteed	to	host	a	thesis	screening	at	the	University	of	North	Texas	that	is	

open	to	the	public,	I	have	aspirations	for	submitting	the	film	to	distributing	it	online	as	soon	as	

it	is	possible.	That	being	said,	the	primary	audience	for	this	film	is	women	between	the	ages	of	

18	and	45	who	mostly	date	men	and	live	in	the	United	States.	The	film’s	subjects	fit	into	this	

category,	and	the	arguments	presented	will	be	from	their	points	of	view,	thus	providing	these	

options	for	audiences	to	relate	to.	This	film	will	most	frequently	address	the	interactions	and	

relationships	between	male-identifying	and	female-identifying	individuals,	and	probably	be	

most	relatable	to	anyone	who	has	engaged	in	heterosexual	relationships.	I	selected	this	age	

range	because	I	will	be	integrating	references	from	mass	media	and	popular	culture	specifically	

targeted	at	this	age	group.	I	think	this	film	will	be	especially	successful	when	viewed	by	groups	

of	women,	whether	they	are	close	friends,	mothers	with	their	daughters	or	any	other	scenario	

where	women	would	have	an	opportunity	and	a	safe	space	to	have	a	conversation	about	the	

film	afterward.	

While	I	consider	film	festival	crowds	to	be	part	of	my	audience,	I	know	that	this	requires	

that	I	make	sure	a	wider	audience	than	those	described	above	can	appreciate	my	film.	For	

instance,	while	this	film	will	rely	upon	various	feminist	perspectives,	I	do	not	want	to	limit	the	

viewership	to,	say,	only	individuals	who	identify	as	feminists	at	feminist	festivals	because	I	think	

this	film	will	present	content	that	is	maybe	even	more	important	for	men	and	non-feminists	to	

consume.	Since	I	will	be	carefully	vetting	the	content	from	these	interviews	and	arranging	them	

in	a	specific	way	to	guide	the	narrative,	I	have	to	make	sure	that	the	conversation	is	not	too	

alienating	or	exclusive,	using	too	much	jargon	or	assumptions.	This	is	a	fine	line	to	tow,	but	I	

know	that	what	I	produce	needs	to	have	salience	for	a	lot	of	viewers.	Additionally,	by	
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integrating	different	feminisms	and	women	from	various	backgrounds,	I	believe	there	will	be	a	

wide	range	of	ideologies	laid	out	for	viewers	to	pick	and	choose	what	will	work	for	them.	

It	is	important	to	me	that	my	film	is	approachable	for	a	male	audience	as	well.	My	film	

will	feature	an	all-female	perspective	so	that	men	can	take	on	the	important	task	of	listening.	I	

expect	that	my	female	speakers	will	at	some	points	take	on	the	roles	of	coaches,	trying	to	

support	and	offer	advice	to	men	in	an	effort	to	move	forward	with	better	sexting	and	dick	pic	

practices.		

	

Social	Media	Marketing	

	 As	discussed	earlier,	I	have	started	a	Facebook	account	for	my	film’s	participants,	

potential	crew	and	other	supporters.	Throughout	the	end	of	2016,	this	account	will	be	the	

primary	space	for	my	very	limited,	private	outreach	about	the	film.	Once	I	start	a	social	media	

campaign,	I	will	mobilize	this	group	to	assist	with	outreach	by	sharing	through	their	own	

accounts.	Once	production	is	finished	and	postproduction	begins,	I	will	develop	a	Facebook,	

Instagram,	Twitter	and	Vimeo	outreach	strategy	to	launch	a	public	social	media	campaign	on	

February	14.	So,	by	launching	on	Valentine’s	Day,	a	day	that	is	supposed	to	celebrate	the	best,	

sweetest	parts	of	love	and	romance,	I	will	place	a	friendly	teaser	in	the	ears	of	anyone	already	

listening.	On	this	day,	I	also	assume	there	will	be	an	uptick	in	social	media	usage	for	some,	so	I	

want	to	take	advantage	of	that	and	its	processing	of	the	holiday	in	the	week	after.		

By	mid-January,	I	will	decide	which	relevant,	trending	hashtags	and	online	movements	

to	attach	to	my	social	media	posts	and	I	will	likely	develop	one	unique	to	the	film	itself.	In	

addition	to	using	social	media	platforms	to	connect	with	valuable	resources,	share	relevant	

stories	and	stay	up	on	current	events,	I	plan	to	distribute	the	following	multimedia	materials:		
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● Behind-the-scenes	photographs	via	Instagram,	Facebook	and	Twitter;		
● 2-minute	video	clips	from	the	interviews	via	Vimeo	and	Facebook;	
● 3	short	teaser	trailers	for	the	film	(:15,	:30,	1:00);		
● Various	:30	or	less	clips	for	Instagram,	Facebook	and	Twitter	
● Screening	poster	image(s)	as	needed	

	

Proposed	Production	Schedule	

Oct	1:		 	 	 Start	graphics,	archival	materials,	animations,	copyright	permissions	
Oct	29:		 	 Interview	1	Rosy	and	Bibi	
Oct	30:		 	 Review	and	Sync	Footage	1	
Nov	19:		 	 Interview	2	Eva,	Pat	and	Ari	
Nov	20:		 	 Review	and	Sync	Footage	2	
Dec	3:			 	 Interview	3	Ifrah+1	
Dec	4:			 	 Review	and	Sync	Footage	3	
Dec	11-14:		 	 Travel	to	Pennsylvania	
Dec	14-Jan	1:		 	 Interviews	4-6	TBD	
Jan	4-6:		 	 Travel	to	Texas	
Jan	10:		 	 Start	Edit	
Feb	1:	 	 	 Finalize	graphics,	archival	materials,	animations,	etc.		
Feb	14:		 	 Launch	Social	Media	Campaign	
Feb	20:		 	 Picture	Lock	&	Start	production	on	produced	recreations	
Feb	28:		 	 Final	Screening	Cut	Complete	
Mar	7:	 	 	 Thesis	Document	Complete	
Mar	14:	 	 Thesis	Defense	
April	13:	 	 Thesis	Film	Screening	@	UNT	
	
	

Potential	Distribution	

	 There	are	several	avenues	through	which	my	film	can	reach	audiences.	As	a	standalone	

film,	I	would	like	to	submit	a	cut	to	festivals	in	the	state	of	Texas	and	throughout	the	United	

States.	Online	streaming	through	various	well-known	platforms	is	also	a	possibility	for	wider	

distribution.	I	would	also	like	to	create	an	accessible	online	space	for	the	film	to	live	as	an	

interactive,	multimedia	storytelling	experience	where	users	can	navigate	through	videos,	

images	and	text	content	that	support	the	talking	points	presented	in	the	longer	cut	of	the	film.	

This	space	will	prove	especially	helpful	for	enhancing	the	film’s	educational	components.		
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Film	Festivals:		
• Thin	Line	Film	Festival	
• Lone	Star	Film	Festival		
• Austin	Film	Festival	
• South	by	Southwest		
• North	Texas	Universities	Film	Festival	
• Oaxaca	Film	Festival	
• Chick	Flicks	Festival	
• Oak	Cliff	Film	Festival	
• Dallas	International	Film	Festival	
• Dallas	VideoFest	
• USA	Film	Festival	

	
• Women	Texas	Film	Festival	
• Nacogdoches	Film	Festival	
• Marfa	Film	Festival	
• South	Texas	Underground	Film	

Festival	
• Austin	Revolution	Film	Festival	
• Seattle	International	Film	Festival	
• Philadelphia	Independent	Film	

Festival	
• University	Film	and	Video	Association	

Conference	
	

Digital	Streaming:	
• Op-Docs	
• Amazon	
• Vimeo	
• YouTube	
• Crackle	
• SnagFilms	
• True/False	Film	Fest							

																																												 	

Potential	Funding	

• Texas	Filmmaker’s	Production	Grant	
• Humanities	Texas	Media	Project	Grant	
• Texas	Film	&	Video	Grant	
• Women	in	Film	Dallas	
• International	Documentary	Association	
• Creative	Capital	
• Open	Meadows	Foundation	
• Creative	District	
• Texas	Filmmakers	Travel	Grant	-	Austin	Film	Society	
• MacArthur	Foundation	
• Bridging	Cultures	Through	Film	-	National	Endowment	for	the	Humanities	
• UNT	Travel	Grant(s)	
• kickstarter.com	
• gofundme.com	
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Resources	(Continuing)	

Documentaries:	

• Nana,	Mom	and	Me	(1974)	
• Date	Rape	Backlash:	Media	&	the	Denial	of	Rape	(1994)	
• The	F	Word	(1994)	
• Private	Dicks:	Men	Exposed	(1999)	
• Gaea	Girls/Shinjuku	Boys	(2000)	
• Generation	M:	Misogyny	in	Media	&	Culture	(2008)			
• Mutantes:	Punk	Porn	Feminism	(2009)	
• RIP:	A	Remix	Manifesto	(2009)	
• American	Juggalo	(2011)		
• Miss	Representation	(2011)	
• Whores’	Glory	(2011)	
• Status	Quo?	The	Unfinished	Business	of	Feminism	in	Canada	(2012)	
• Love	is	All	(2014)	
• Addicted	to	Sexting	(2015)	
• Finders	Keepers	(2015)	
• Hot	Girls	Wanted	(2015)	
• The	Mask	You	Live	In	(2015)	

	

Feature	Films:	

• The	Royal	Tenenbaums	(2002)		
• The	Darjeeling	Limited	(2007)	
• Moonrise	Kingdom	(2012)	
• The	Grand	Budapest	Hotel	(2014)	

	

Television	Series:	

• ackee	&	saltfish	
• Broad	City	
• The	Friendzone	
• Girl	Code	
• Girls	
• Guy	Code	
• Kroll	Show	
• Look	Around	You	
• Master	of	None	
• Portlandia	
• Tim	&	Eric	Awesome	Show	Great	Job	
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Web	Videos	&	Music	Videos:	

• “2	Dope	Queens	Launch	Party”	by	WNYC.	

https://www.youtube.com/watch?v=sOhKFKT9Bz8	

• “Bilder	im	Kopf”	by	Sido.		

https://vimeo.com/55767702	

• “D**k	Pic	Photo	Shoot”	from	“Not	Safe	with	Nikki	Glaser”		

http://www.cc.com/video-clips/osvrkn/not-safe-with-nikki-glaser-d--k-pic-photo-shoot--

mature-content-	

• Dillon	Francis	“Bootleg	Fireworks”	by	Menz.		

https://vimeo.com/56896731	

• “Eric	Andre	Shows	You	How	to	Take	a	Better	Dick	Pic”	by	GQ.	

https://www.youtube.com/watch?v=_oM74y0suaU	

• “Pop-Up	Porno:	f4m”	by	Stephen	Dunn.	

https://www.youtube.com/watch?v=weKFYVGRTis	

	

Audio:	

2	Dope	Queens	“#2	Billy	Joel	Has	the	Softest	Hands”	Apr	7,	2016	WNYC	Studios.	Retrieved	from	

http://www.wnyc.org/story/2-dope-queens-podcast-episode-2-billy-joel	

	

Books	and	Articles:	

Ansari,	Aziz,	and	Eric	Klinenberg.	Modern	Romance.	Allen	Lane,	2015.	

Benson,	Thomas	W.,	and	Carolyn	Anderson.	Reality	Fictions:	The	Films	of	Frederick	Wiseman,	

2nd	ed.	Southern	Illinois	University	Press,	2002.	

boyd,	danah.	It’s	Complicated:	The	Social	Lives	of	Networked	Teens.	Yale	University	Press,	2014.	

Burkett,	Melissa.	“Sex(t)	Talk:	A	Qualitative	Analysis	of	Young	Adults’	Negotiations	of	the	

Pleasures	and	Perils	of	Sexting.”	Sexuality	and	Culture,	vol.	19,	July	2015,	pp.	835–863.	

Springer	Link,	DOI:	10.1007/s12119-015-9295-0.	

Cahill,	Caitlin.	“The	Personal	is	Political:	developing	new	subjectivities	through	PAR.”	Gender,	

Place,	&	Culture,	vol.	14,	no.	3,	May	2007,	pp.	267-292.	Taylor	&	Francis	Online,	

http://libproxy.library.unt.edu:2113/doi/full/10.1080/09663690701324904.	 	
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Corner,	John,	and	Alan	Rosenthal,	ed.	New	Challenges	for	Documentary,	2nd	ed.	University	of	

Manchester	Press,	2005.	

Ellis,	Jack	C.,	and	Betsy	A.	McLane.	A	New	History	of	Documentary	Film.	Continuum	

International	Publishing	Group,	2006.	

Ellis,	John.	Documentary:	Witness	and	Self	Revelation.	Routledge,	2012.	

Grant,	Barry	Keith,	and	Jeannette	Sloniowski,	ed.	Documenting	the	Documentary:	Close	

Readings	of	Documentary	Film	and	Video.	Wayne	State	University	Press,	1998.	

Harper,	Douglas.	“Talking	about	pictures:	a	case	for	photo	elicitation.”	Visual	Studies,	vol.	17,	

no.	1,	2002,	pp.	14-26.	Taylor	&	Francis	Online,	www.tandfonline.com/doi/abs/	

10.1080/14725860220137345.	

Isenberg,	Nancy.	“The	Personal	is	Political:	Gender,	Feminism,	and	the	Politics	of	Discourse	
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Shames,	Shauna.	“Making	the	Political	Personal:	A	Challenge	for	Young	Women.”	Politics	&	
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Siegel,	Joshua,	and	Marie-Christine	de	Navacelle.	Frederick	Wiseman.	Museum	of	Modern	Art,	

2010.	

Spence,	Louise,	and	Vinicius	Navarro.	Crafting	the	Truth:	Documentary	Form	and	Meaning.	
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Vitis,	Laura	and	Fairleigh	Gilmour.	“Dick	Pics	On	Blast:	A	Woman’s	Resistance	to	Online	Sexual	
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CHAPTER	2

RECONCEPTUALIZATION	BEFORE	PRODUCTION	

The	largest	change	that	occurred	between	defense	of	the	thesis	prospectus	and	

documentary	production	was	with	the	casting	of	my	subjects.	Per	my	thesis	committee’s	

suggestions	for	saving	time	and	having	less	competing	voices,	I	scaled	back	the	number	of	

characters	I	would	interview	and	feature	in	my	film.	I	decided	to	eliminate	the	eldest	group	of	

women	(Rosy	and	Bibi)	and	the	group	in	New	York	City	(Aiyana	+1),	mostly	for	scheduling	

reasons.	I	also	talked	with	Pat	about	switching	her	from	being	a	subject	with	Eva	and	Ari	to	

helping	me	with	scheduling	and	behind	the	scenes	of	the	production.	In	addition,	I	decided	to	

position	Shannon	as	more	of	an	expert	on	the	dating	scene	and	online	harassment	rather	than	

feature	her	as	part	of	a	group	with	Jes.	This	way,	Shannon’s	interview	could	serve	as	the	voice	

that	contextualizes	the	stories	of	the	other	subjects.	Accordingly,	I	proceeded	with	production	

with	three	group	interviews	and	one	individual	interview	scheduled:	a	total	of	eight	subjects.	

Per	my	committee’s	advice,	I	also	changed	my	approach	to	the	film’s	cinematography.	

Instead	of	a	wide	variety	of	shots	from	various	angles	and	a	multiple-camera	set	up,	I	simplified	

my	approach.	I	went	into	production	planning	to	utilize	only	one	camera	and	shoot	a	more	

static	image	that	always	captured	the	subjects	speaking,	sitting	and	interacting	together.	This	

not	only	made	production	and	traveling	with	equipment	easier,	but	also	provided	less	moving	

parts	and	allowed	the	subjects	to	interact	together	and	just	one	camera	at	all	times,	making	the	

profilmic	moments	feel	like	less	of	production	and	more	of	a	conversation	for	my	subjects.	I	

also	rejected	the	idea	of	using	a	Wes	Anderson-style	approach	for	the	visuals,	and	instead	

wanted	to	capture	the	interviews	with	less	obvious	stylistic	intervention.	With	more	natural	

staging	and	no	camera	movements,	the	footage	would	feel	more	intimate	and	realistic,	

capturing	friends	interacting	in	their	own	environments	and	giving	the	audience	the	feeling	of	
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being	in	the	room.		

	 Upon	entering	production,	I	also	rejected	the	idea	of	using	a	deck	of	cards	and	the	

photo	elicitation	research	method.	Like	my	new	choices	in	cinematography	that	removed	layers	

of	artifice	or	stylistic	flourish,	I	wanted	my	interview	sessions	to	be	more	conversational.	I	relied	

upon	my	research	questions	and	trusted	that	the	subjects	would	answer	my	questions,	tell	

stories	and	interact	in	a	more	conversational	way	than	if	they	were	prompted	by	a	deck	of	

cards.	By	eliminating	the	deck	of	cards,	I	reduced	the	amount	of	time	needed	for	the	interviews	

and	removed	more	variables	that	would	effect	what	we	see	on-screen.		
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CHAPTER	3

THE	INTEGRATION	OF	THEORY	AND	PRODUCTION	

The	Female	Gaze	and	Representing	Women	

The	all-female	nature	of	my	film	is	a	very	important	aspect	that	fulfills	my	activist	

impulse	to	give	the	film	a	multicentric,	but	very	much	straight	female	point	of	view.	While	it	

considers	and	addresses	the	men	involved	in	these	relationships,	no	male	perspectives	are	

given	time	in	the	film,	and	only	one	man	was	involved	in	the	production	process	at	a	minor	

level.	While	researching	existing	documentaries	and	other	media	that	is	related	to	the	topic	of	

dick	pics	and	sexting,	I	found	there	is	a	dearth	of	helpful,	high	quality	resources	that	cover	the	

topic	from	a	strictly	female	point	of	view	or	take	an	action-oriented	approach.	Often	times,	the	

arguments	and	beliefs	presented	are	too	narrow	and	contribute	to	discourses	of	risk	and	

misogyny.		

One	of	the	worst	examples	I	found	of	a	man	taking	the	reigns	on	a	production	about	

sexting	and	modern	relationships	can	be	found	in	the	feature-length	documentary	Addicted	to	

Sexting	(2015).	Director	Joseph	Tosconi	provides	a	comprehensive	discussion	of	the	benefits	

and	troubles	of	sexting,	and	addresses	a	lot	of	the	same	aspects	of	modern	dating	that	my	film	

touches	upon,	but	from	a	very	much	male	point	of	view.	I	would	go	so	far	as	to	consider	the	

movie	sexist	in	how	it	engages	an	often-inappropriate	male	gaze	that	renders	some	of	the	

female	subjects	more	like	sex	objects	than	insightful	resources.	The	subjects	of	the	

documentary	are	a	mix	of	“experts,”	ordinary	people,	porn	stars,	actors	and	comedians.	In	

many	of	the	segments	where	female	porn	stars	are	being	interviewed	about	their	sexting	

practices,	their	casual	interview	testimonies	are	watered	down	by	footage	of	them	dancing	and	

performing	their	role	as	sex	objects	for	the	camera.	Looking	directly	into	the	camera’s	lens	and	

playing	with	the	male	gaze,	the	porn	stars	stroke	their	scantily	clad	bodies	and	seduce	the	
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viewer	from	various	angles.		

This	technique	of	combining	earnest,	sober	interviews	with	flirtatious	to-camera	

seduction	scenes,	seemingly	ripped	from	a	pornographic	film,	was	grossly	muddling	the	film’s	

ability	to	promote	a	serious	message.	It	entered	a	space	where	the	filmmaker	was	fully	

engaging	the	male	gaze	and	exploiting	his	access	to	porn	stars.	Combined	with	the	other	

aspects	of	the	film,	he	created	a	film	that	served	more	as	sexual	titillation	around	the	topic	than	

any	serious	indictment	of	the	imbalanced	gender	dynamics	or	greater	social	issues	involved.	

Further	downgrading	authority	and	impact	the	film	could	have,	other	moments	in	the	film	

provide	a	narrow	definition	of	who	can	be	sexy	and	who	can	use	sexting	to	enhance	their	

relationships.		

For	instance,	one	segment	asks	the	question	of	whether	or	not	the	elderly	should	

exchange	sexual	images,	and	the	comedians	who	respond	to	the	prompt	give	a	strong	negative	

response	to	the	idea	and	appear	grossed	out	and	dismissive.	What	makes	matters	worse	is	that	

over	the	course	of	the	film,	we	find	that	none	of	the	three	male	comics	or	one	female	comic	

have	ever	participated	in	sexting.	All	of	their	commentary	comes	from	the	position	of	outsider,	

trying	to	make	sense	of	a	world	they	do	not	engage	with,	and	it	denies	certain	groups	access	to	

sexual	expression	through	technology.	This	lack	of	authenticity	and	confusion	of	who	should	

have	a	say	in	the	matter	easily	positions	this	film	as	a	forgettable,	immature	sensationalist	take	

on	the	topic	that	should	not	be	taken	seriously.	

Film	scholar	Laura	Mulvey’s	seminal	work	from	1975,	“Visual	Pleasure	and	Narrative	

Cinema,”	combined	the	psychoanalytic	and	feminist	lenses	for	analyzing	visual	media	to	call	out	

the	male	gaze	that	permeates	our	culture.	Mulvey’s	work	explains	how	films	like	Addicted	to	

Sexting	are	in	line	with	much	of	mainstream	media	by	being	created	by	men,	often	for	men	and	
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in	ways	that	reduce	the	female	character	to	a	prop	or	spectacle.	As	such,	Mulvey’s	work	reveals	

how	“Classical	Hollywood	cinema	[…]	reflects	a	patriarchal	language:	woman	is	represented	as	

‘other’,	as	an	object	rather	than	a	subject,	materializing	man’s	unconscious”	(Sassatelli	124).	

Women’s	bodies	in	film	exist	to	be	looked	at	and	to	be	desired,	and	the	audience	is	positioned	

to	do	the	looking.	Mulvey	asserts	that	the	viewer	is	forced	to	see	through	a	male	perspective	

regardless	of	their	gender:	“the	male	gaze	is	also	the	female	gaze—namely	that	women	look	at	

themselves	through	the	male	gaze”	(Sassatelli	127),	making	it	the	standard	position	for	viewing	

film.	The	parts	of	society	that	uphold	patriarchal	systems	of	oppression	are	validated	through	

much	mainstream	media	by	taking	away	female	subjectivity	and	reducing	the	complexity	of	

female	characters	to	just	their	aesthetic	qualities.	With	so	much	attention	on	the	sexualized	

image	of	women	in	visual	culture,	there	is	also	a	narrow,	Euro-centric	definition	of	what	

attributes	are	beautiful	and	who	is	worthy	of	being	on-screen.		

For	these	reasons	and	many	more,	it	was	important	that	my	film	employed	a	female	

gaze	and	showed	women	as	active	agents	of	their	own	narrative,	especially	in	sexual	matters.	

Somewhat	rejecting	the	didactic	format	of	the	traditional	talking	head	interview,	I	forced	

multiple	faces	into	most	frames	with	my	group	interviews.	I	featured	a	diverse	array	of	women	

between	the	ages	of	22	and	35	to	express	their	perspectives	because	of	their	contrasting	

identities	and	what	they	represent.	With	multi-ethnic	women	in	the	same	frame,	there	is	a	

visual	contrast,	but	also	a	unification	of	their	presence	when	they	show	their	affection	for	each	

other	or	come	to	a	consensus.		

For	instance,	my	interview	with	Eva	and	Ari	is	a	great	example	of	diversifying	the	image	

of	Latina	and	black	women,	accordingly.	In	the	interview,	Eva	discussed	the	many	downfalls	of	

being	a	plus-size	woman	who	men	often	stereotype	as	“not	having	a	sexuality”	or	of	being	
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“desperate”	for	sexual	attention	from	men.	In	contrast,	Ari	discussed	being	stereotyped	as	

“over-sexualized,”	“good	in	bed”	and	“in	need	of	a	strong	man”	because	of	her	identity	as	a	

young	black	woman.	So	much	of	the	conversation	surrounded	how	they	did	not	want	to	be	

seen	or	did	not	want	to	be	treated,	and	I	believe	my	film	does	well	by	representing	Eva	and	Ari	

in	ways	that	speak	back	to	the	stereotypes	that	frustrate	and	anger	them.	They	are	intelligent,	

thoughtful	women	to	be	looked	at	as	experts	of	their	own	history	who	can	offer	sexual	advice	

and	insight,	not	just	pieces	of	meat	for	the	audience	to	look	at.	My	subjects	exist	to	be	looked	

at	as	owners	of	their	own	stories,	but	most	importantly,	they	need	to	be	listened	to.		

	

Direct-Address	Through	Interview	

Eggplant	Emoji	is	a	documentary	that	relies	upon	intimate	interviews	with	various	

female	subjects	to	spark	dialogue	about	consensual	sexting.	It	features	subjects	who	sit	and	talk	

amongst	friends,	openly	sharing	the	details	of	their	dating	lives.	Talking	to	each	other	and	often	

speaking	directly	to	the	camera,	the	subjects’	interviews	should	strike	viewers	on	a	personal	

and	emotional	level.	The	diversity	of	perspectives	should	inspire	self-reflection,	as	viewers	can	

use	the	subjects’	stories	to	evaluate	their	own	stance	on	the	issues	presented.	At	the	very	least,	

the	film	should	invite	viewers	into	the	conversation	and	help	them	consider	new	and	conflicting	

perspectives	that	enrich	the	conversation	about	dick	pics.	Somewhat	borrowing	from	cinéma	

vérité,	the	film	offers	raw	and	spontaneous	moments	that	help	guide	the	viewer	to	their	own	

conclusions	rather	than	relying	upon	one	unifying	voice	or	narrator	that	advocates	for	a	one-

size-fits-all	approach	to	decoding	dick	pics.	By	looking	at	the	evolution	of	direct-address	in	

documentary,	I	will	explore	the	ways	that	I	have	designed	my	film	to	present	issues	for	viewers	

to	think	about	rather	than	telling	them	what	to	think.		
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In	early	documentaries,	“voice	of	God”	style	narration	was	the	standard	way	for	the	

filmmaker	to	speak	directly	to	the	audience.	As	a	tradition	heralded	by	Scottish	filmmaker	John	

Grierson,	narration	was	often	disembodied	from	the	film’s	visuals	and	added	a	sense	of	

authority	and	contextualization	of	the	events	that	appeared	on	screen.	With	this	sort	of	direct-

address,	the	audience	was	beholden	to	the	point	of	view	of	the	often-unidentified	voice	that	

overtly	made	the	film’s	argument.	In	essence,	voice	of	God	style	narration	worked	like	a	lecture	

that	prescribed	what	the	audience	needed	to	take	away	from	the	film	and	often	offered	some	

sort	of	moral	judgment.		

Bill	Nichols	states,	“After	World	War	II,	the	Griersonian	mode	fell	into	disfavor	[...]	and	it	

has	little	contemporary	currency—except	for	television	news,	game	and	talk	shows,	ads,	and	

documentary	specials”	(17).	Heavy	narration	was	supplanted	by	the	advent	of	cinéma	vérité,	

and	a	new	form	of	direct-address	came	about	through	the	representation	of	“untampered	

events	in	the	everyday	lives	of	particular	people”	(Nichols	17).	Without	the	intervention	of	a	

biased	narrator,	pure	cinéma	vérité	often	gave	viewers	access	to	the	lived	realities	and	

interactions	that	would	unfold	in	front	of	the	camera,	sometimes	as	if	the	camera	was	not	

present.	The	audience	is	then	given	room	to	make	their	own	observations	and	form	their	own	

narrative	about	the	events	they	witness.	

	 According	to	Nichols,	the	use	of	interviews	in	documentary	became	the	next	popular	

mode	for	addressing	the	audience.	Through	interviews,	filmmakers	are	able	to	offer	subjects’	

personal	accounts	of	events	and	acknowledge	competing	perspectives.	Nichols	argues,	“In	a	

host	of	political	and	feminist	films,	witness-participants	step	before	the	camera	to	tell	their	

story.	Sometimes	profoundly	revealing,	sometimes	fragmented	and	incomplete,	such	films	have	

provided	the	central	model	for	contemporary	documentary”	(18).		
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By	reflecting	upon	their	experiences	and	sharing	their	own	accounts	of	situations	in	

front	of	a	camera,	subjects	take	on	some	responsibility	for	how	they	represent	themselves	to	

the	audience.	The	power	dynamics	shift,	and	the	subjects’	accounts	can	sometimes	take	power	

away	from	the	filmmaker,	as	the	filmmaker	is	limited	to	speaking	through	the	subjects	rather	

than	directly	to	the	audience.	Nichols	argues	that	filmmakers	ultimately	need	to	take	

responsibility	for	their	film’s	“voice”	or	“that	which	conveys	to	us	a	sense	of	a	text’s	social	point	

of	view,	of	how	it	is	speaking	to	us	and	how	it	is	organizing	the	materials	it	is	presenting	to	us”	

(18).		

	 Considering	this	evolution	of	direct-address	and	its	impact	on	a	text’s	social	point	of	

view,	Eggplant	Emoji	capitalizes	upon	being	able	to	bring	several	voices	together	and	

communicate	an	important	feminist	message	through	subjects	who	speak	directly	to	viewers.	

Relying	upon	my	subjects	to	form	my	argument	is	not	only	reflective	of	my	conflicting	feelings	

about	dick	pics,	but	also	reflects	my	belief	that	there	is	no	single	moral	authority	that	should	

guide	our	beliefs	or	sexual	practices.	It	is	unrealistic	to	think	there	is	one	way	to	think	about	or	

respond	to	dick	pics,	so	I	believe	it	is	more	important	that	my	film	introduces	the	important	

topics	that	need	to	be	addressed	rather	than	making	a	reductive	statement	about	what	

everyone	can	agree	to.	The	point	of	my	film	is	to	inspire	conversation	about	sex	so	that	people	

feel	comfortable	communicating	their	own	desires,	preferences	and	turn	offs.	Accordingly,	it	

was	important	for	me	throughout	this	process	that	the	film	eschewed	directly	telling	viewers	

what	qualities	they	should	desire	or	reject.	By	having	characters	contradict	each	other	in	the	

film,	viewers	get	multiple	perspectives	and	show	that	people	with	varying	perspectives	can	still	

talk	about	these	issues.	

As	much	as	this	combination	of	voices	removes	some	responsibility	for	expressing	my	
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own	voice,	I	think	this	strategy	is	still	successful	for	offering	a	social	point	of	view	that	aligns	

with	intersectional	feminism	by	considering	multiple	subjectivities.	My	approach	to	expressing	

my	voice	through	these	interviews	is	synthesized	well	by	Nichols’	take	on	how	other	interview-

heavy	films	are	able	to	complicate	the	sense	of	authority:		

The	emergence	of	so	many	recent	documentaries	built	around	strings	of	interviews	
strikes	me	as	a	strategic	response	to	the	recognition	that	neither	can	events	speak	for	
themselves	nor	can	a	single	voice	speak	with	ultimate	authority.	Interviews	diffuse	
authority.	A	gap	remains	between	the	voice	of	a	social	actor	recruited	to	the	film	and	
the	voice	of	the	film.	(24)	

	
I	consider	my	film	to	be	very	much	an	advocacy	project	and	educational	tool,	and	it	has	

a	point	of	view	that	interrogates	patriarchal	systems	of	oppression	that	condition	women	to	

feel	unsafe,	disrespected	or	misunderstood	by	men.	I	chose	to	express	my	own	mixed	feelings	

about	dick	pics	and	their	role	in	perpetuating	rape	culture	though	conversations	with	my	close	

friends	in	an	attempt	to	add	nuance	to	the	ways	people	think	about	dick	pics.	What	I	

communicate	to	the	audience	is	restricted	to	the	words	of	others,	but	these	subjects	were	

selected	by	me	for	a	reason.	There	are	many	friends	that	I	could	have	featured	or	experts	I	

could	have	talked	to	beyond	a	volunteer	moderator,	but	I	selected	these	specific	women	

because	I	thought	they	represented	great	range	in	age,	race,	socioeconomic	status	and	beliefs	

about	sexuality.	Their	perspectives	introduce	a	range	of	competing	ideas	and	lived	realities	and	

hopefully	give	the	audience	a	dynamic	range	of	things	to	consider	when	walking	away	from	the	

film.		

	

The	Power	of	Collective	Voice	

Much	of	my	film’s	subject	matter	and	approach	has	been	informed	by	my	past	

experiences	facilitating	conversations	with	teens	and	young	adults	about	sex	and	relationships.	
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While	working	for	the	YMCA	of	Greater	Seattle,	part	of	my	job	was	to	travel	around	to	schools	

and	afterschool	programs	and	host	interactive	workshops	and	discussions	about	the	

importance	of	consent	and	communication	in	sexual	relationships.	One	of	the	films	I	always	

used	in	these	sessions	was	“I	am	a	survivor	of	rape,”	a	ten-minute	documentary	produced	by	

my	colleague	Colleen	McDevitt	in	2009.	Through	the	mixing	of	simple	direct-to-camera	talking	

head	interviews	in	front	of	a	white	background,	four	of	the	filmmakers’	friends	tell	their	stories	

in	bold	detail	to	paint	a	bigger	picture	about	what	is	and	is	not	rape.	The	film	was	featured	on	

CNN	shortly	after	completion,	and	it	had	great	success	in	spurring	conversations	about	myths	

and	misconceptions	that	surround	rape.	Consciously	or	not,	my	film	borrows	from	this	

approach	to	sexual	education	and	is	much	inspired	by	the	conversations	the	film	spurred	in	

those	classrooms.	The	piece	is	very	different	in	tone	from	my	film,	however,	as	the	topic	of	rape	

demands	more	seriousness	given	its	life-changing	effects	on	women.		

One	of	the	most	powerful	aspects	of	the	film	is	its	collective	messaging	about	how	men	

who	commit	sexual	violence	against	women	are	not	held	accountable	for	their	actions.	The	

women	in	the	film	expressed	their	need	to	combat	victim-blaming	and	the	feeling	of	taking	on	

responsibility	for	something	they	could	not	control	and	did	not	consent	to:	

Katlyn:		I	could	be	blamed	by	someone	someday	for	something	that	I	may	have	done	

wrong,	but	in	the	end	it’s	his	fault,	its	his	problem,	not	mine.	He	should	be	the	one	

dealing	with	the	repercussions	of	this	and	not	me.		

[…]	

Katie:		As	we	feel	like	shit	this	guy	gets	to	go	out	there	and	probably	never	really	think	

about	it	again.”	(McDevitt)		

	

In	the	spirit	of	this,	I	made	a	film	that	similarly	invites	men	into	a	dialogue	that	offers	feedback	

they	might	not	otherwise	hear.	By	editing	the	film	so	that	the	women	often	supported	each	

others’	claims,	their	voices	came	together	to	demand	respect,	patience	and	genuine	effort	from	

men	in	their	lives.			
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In	a	2014	article	that	calls	for	women	to	run	for	political	office	and	show	that	their	

collective	voice	matters,	political	science	scholar	Shauna	Shames	argues,	“The	most	powerful	

tool	in	the	arsenal	of	previous	feminist	movements	has	been	showing	women	that	many	of	

their	problems	(even	those	that	seem	most	private,	like	reproduction,	sexual	violence,	sexual	

harassment	at	work,	and	balancing	work	and	family)	are	collective,	that	the	personal	is	

political”	(Shames	291).	Eggplant	Emoji	harnesses	the	collective	to	offer	many	examples	of	the	

private	problems	young	women	face	in	the	heterosexual	dating	world.	It	uses	a	direct-address	

interview	approach	to	show	the	young	female	viewer	that	she	is	not	alone	in	her	experiences	of	

gendered	violence	perpetrated	by	straight	men,	digital	or	otherwise.	By	seeing	other	women	

express	various	ideas	of	what	they	find	acceptable	and	what	could	be	rejected,	viewers	can	feel	

empowered	to	make	similar	decisions	that	reject	unwanted	attention	from	men.		

	 In	recent	years,	social	media	platforms	have	helped	women	collectivize	to	expose	men’s	

infractions	and	hold	men	accountable	for	their	actions.	There	are	many	online	forums	and	

public	accounts	across	the	digital	landscape	that	call	for	women	to	submit	their	stories,	

screenshots	and	comments	to	expose	acts	of	sexual	harassment,	digital	or	otherwise.	Instagram	

accounts	like	@byefelipe	and	@dickoupageproject,	which	I	promote	at	the	end	of	my	film,	

curate	content	for	a	massive	list	of	followers	without	hiding	the	names	or	images	of	the	men	

involved.	Often	times,	screenshots	are	the	main	source	of	their	content,	validating	women’s	

experiences	with	online	harassment	and	exposing	evidence	of	the	pervasiveness	of	rape	culture	

in	online	dating.	This	method	of	holding	men	accountable	is	crucial	in	today’s	social	and	

political	climate	wherein	women	are	often	accused	of	lying	about	allegations	of	rape	or	sexual	

assault	and	many	sexual	crimes	go	unreported.			

On	these	kinds	of	pages,	men	are	constantly	shown	to	take	rejection	poorly	and	verbally	
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lash	out	at	women	as	a	result.	As	expressed	in	many	of	my	interviews,	not	all	women	are	able	

to	feel	safe	in	the	company	of	men,	and	speaking	back	about	feeling	violated	is	a	double-edged	

sword.	Much	like	experiences	with	catcalling,	women	speaking	back	can	escalate	the	situation	

and	level	of	violence,	and	so	silence	is	a	common	reaction	to	feeling	disrespected	by	men	and	

their	sexting	practices.	By	addressing	men	and	exposing	their	behaviors	through	film,	Eggplant	

Emoji	is	able	to	speak	back	from	a	distance,	safely	expressing	what	women	need	for	better	

understanding	and	healthier	relationships	with	men	as	friends	or	romantic	partners.		
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CHAPTER	4

PRODUCTION	

Overview	

Most	of	the	film’s	production	occurred	during	the	winter	of	2016	to	2017,	taking	

advantage	of	the	break	between	the	fall	and	spring	semesters.	I	filmed	one	group	interview	in	

Denton,	and	then	drove	with	my	equipment	and	my	Sound	Recordist/Production	Assistant	to	

Philadelphia.	I	was	able	to	interview	one	group,	but	my	interview	with	Shannon	was	postponed	

because	she	was	ill.	We	agreed	that	she	would	fly	to	Denton	for	the	interview	and	we	split	the	

cost	of	her	plane	ticket,	which	was	affordable	(less	than	$100)	during	off-peak	times.	After	

traveling	back	from	Philadelphia	to	Denton,	I	interviewed	another	group.	In	February,	I	was	able	

to	interview	Shannon,	and	this	delay	turned	out	to	be	helpful	because	she	screened	some	of	

the	footage	that	I	filmed	with	the	group	interviews.	As	a	result,	her	interview	could	provide	

commentary	that	was	directly	linked	to	and	responding	to	the	material	and	points	made	in	the	

group	interviews.		

Schedule	

• December	10:		Group	Interview	#1	with	Eva	and	Ari	in	Denton,	TX
• December	29:		Group	Interview	#2	with	Laurie,	Hollis	and	Megan	in	Philadelphia,	PA
• January	8:		Group	Interview	#3	with	Ifrah	and	Maddie	in	Denton,	TX
• February	10:		Individual	Interview	#4	with	Shannon	in	Denton,	TX

Crew	

1. Nicole	Warncke	–	Director/Producer/Cinematographer/Sound	Recordist/Editor

Nicole	Warncke	is	a	Philadelphia-area	native	with	Bachelor’s	Degrees	in	Media	Studies	

and	Sociology	from	Temple	University,	where	she	graduated	with	honors.	She	has	worked	in	



   

52	
 

many	media	literacy	education	programs	in	Philadelphia	and	Seattle,	helping	to	develop	

curricula	for	subjects	at	the	intersections	of	digital	storytelling,	critical	thinking,	civic	

engagement	and	community	organizing.	Most	of	the	work	she	has	produced	has	been	in	

collaboration	with	marginalized	urban	youth	and	young	adults,	and	she	has	most	recently	

worked	with	Denton-area	youth	in	foster	care	to	advocate	for	change	within	the	foster	care	

system.	Nicole	has	also	worked	in	the	programming	department	at	the	television	network	

Sprout,	where	she	participated	in	creative	arts	and	media	production	in	various	capacities.	

Nicole’s	documentary	work	often	includes	social	commentary	through	observational	footage	of	

marginalized	populations	and	heartfelt	interactions.	Eggplant	Emoji	encourages	a	dialogue	

surrounding	gender	relations	and	heterosexual	dating	culture,	and	it	is	Nicole’s	first	film	that	

features	exclusively	interview	segments	where	subjects	speak	directly	to	the	camera	and	

audience.	

	

2.	Pat	Arreguin	–	Sound	Recordist	and	Production	Assistant	

Pat	Arreguin	is	a	recent	graduate	of	the	University	of	North	Texas,	where	she	received	

her	Bachelor’s	Degree	in	Media	Arts.	She	is	currently	a	Dallas-based	artist	who	works	in	film,	

podcasting,	marketing	and	community	organizing.	Along	with	her	sister	Eva,	Pat	is	one	of	the	

founders	of	the	Dallas-based	De	Colores	Collective,	a	grassroots	organization	that	celebrates	

Chicano	culture	through	a	weekly	podcast,	monthly	art	galleries	and	special	events	for	the	

community.	Pat	is	the	lead	sound	engineer	and	editor	for	the	podcast	and	participates	in	the	De	

Colores	Collective	in	various	capacities.	She	was	initially	brought	into	my	project	as	a	subject	

with	Eva	and	Ari,	but	we	decided	her	talents	would	be	better	used	off-screen.		
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3.	Rick	Weitzman	–	Sound	Recordist	and	Production	Assistant	

	 Rick	Weitzman	is	Nicole’s	long	time	partner.	Rick	attended	Temple	University	with	

Nicole,	and	received	Bachelor’s	Degrees	in	Media	Studies	and	Spanish.	He	is	currently	working	

in	the	Mayborn	School	of	Journalism	and	perusing	his	Master’s	Degree	in	Linguistics	at	the	

University	of	North	Texas.	He	has	been	working	on	films	and	other	multimedia	projects	for	over	

ten	years,	and	has	worked	both	behind	the	scenes	and	on-camera.	His	involvement	in	media-

making	is	more	of	a	hobby	than	profession,	yet	he	brought	crucial	assistance	over	the	course	of	

this	project.	

	

Equipment	

For	my	film’s	visuals,	I	set	up	the	Panasonic	DVX200	camera	on	a	tripod	and	rarely,	if	

ever,	moved	it.	The	camera’s	stock	lens	offered	dynamic	range	that	proved	to	be	a	great	asset	

in	adapting	to	the	different	spaces	I	filmed	in.	Although	I	generally	prefer	the	look	of	prime	

lenses,	having	fewer	choices	in	the	filming	process	meant	less	moving	parts	during	travel	with	

equipment	and	the	interviews.	The	audio	was	obtained	using	a	double	system,	where	the	

camera	captured	a	scratch	track	and	slates	to	help	with	syncing	the	footage	and	audio.	

Otherwise,	I	used	a	Sound	Devices	702	field	recorder	with	a	shotgun,	directional	boom	

microphone	that	was	hand-held	by	my	sound	recordists	to	allow	for	flexibility	in	capturing	

audio	as	subjects	shifted	position.	In	addition	to	the	available	lighting	in	each	shooting	

environment,	I	utilized	a	mix	of	lighting	equipment,	reflectors	and	gels	as	needed.	I	relied	

primarily	upon	two	Lowel	Rifa	softbox	light	kits:	EX55	and	EX88.	Though	I	brought	a	variety	of	

gels	to	the	interviews,	I	primarily	used	Color	Temperature	Blue	gels,	frosted	gels	and	orange	

gels.	
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Releases,	Copyright	and	License	Agreements	

Signed	release	forms	were	obtained	for	all	eight	subjects	featured	in	the	film,	giving	me	

permission	to	use	their	image	and	audio	in	perpetuity.	Contrary	to	my	expectations,	none	of	my	

subjects	had	issues	with	any	information	they	disclosed	over	the	course	of	the	interviews.	All	of	

the	music	that	I	have	used	in	the	film	was	obtained	through	The	Free	Music	Archive.	The	track	is	

available	through	a	free	Creative	Commons	License	that	allows	me	to	use	the	songs	for	any	use,	

commercial	or	otherwise,	as	long	as	I	attribute	it	to	the	artist	in	my	credits.	All	graphics	and	

titles	I	have	created	are	my	own	designs.	Once	the	film	is	in	its	final,	more	polished	state,	I	will	

file	for	copyright	using	the	online	system	at	copyright.gov.		

Budget	

Eggplant	Emoji	was	entirely	self-funded	and	was	made	possible	by	in-kind	donations	of	

equipment	from	the	University	of	North	Texas.	For	the	final,	polished	version,	I	intend	to	seek	

out	finishing	funds	that	would	compensate	for	the	time	and	money	required	to	bring	in	an	

assistant	editor	and	specialists	to	work	on	color	correction,	audio	mixing	and	a	more	

sophisticated	graphics	package.		

See	the	appendix	for	the	full	budget	breakdown.	
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CHAPTER	5

POSTPRODUCTION	

Schedule	

Postproduction	began	in	December	2016	and	continued	on	and	off	through	June	2017.	

By	the	end	of	January,	the	visuals	and	audio	for	the	group	interviews	were	synced	using	Red	

Giant	PluralEyes	software.	In	the	first	week	of	February,	I	screened	and	organized	the	synced	

footage	for	each	group	interview	and	output	a	full-quality	video	and	an	audio	file	per	interview.	

I	shared	the	audio	files	with	Shannon	before	her	interview	and	I	also	offered	the	files	to	

colleagues	and	friends	who	volunteered	to	give	me	feedback.	By	the	end	of	February,	I	synced	

all	of	Shannon’s	footage	and	output	a	full-quality	video	and	audio	file	as	I	had	with	the	others.	

In	March,	I	logged	my	footage	in	Premiere	and	transcribed	the	audio	on	notecards	for	all	usable	

clips.	Each	interview	or	group	was	color-coded	to	help	ensure	variety	and	proper	mixing	of	their	

clips	so	that	I	did	not	have	the	same	subjects	arranged	back	to	back.	By	the	end	of	March,	my	

clips	were	placed	on	different	timelines	per	topic	or	category	to	consider	how	the	clips	could	be	

organized	to	make	an	argument.		

Between	April	and	June,	I	completed	the	difficult	process	of	editing	the	footage	

together.	Around	this	time,	I	also	performed	a	great	deal	of	research	by	watching	sex	education	

and	social	guidance	films	on	various	online	platforms	like	the	Internet	Archive	Moving	Image	

Archive,	YouTube,	Vimeo	and	the	Portal	to	Texas	History	made	available	by	the	University	of	

North	Texas	library	system.	These	provided	inspiration	for	my	approach	to	graphics,	music,	tone	

and	arrangement	of	content.	In	many	cases,	the	films	were	helpful	in	showing	me	what	I	did	

not	want	for	my	film,	but	were	ultimately	fitting	tools	to	help	me	accentuate	the	educational	

and	activist	nature	of	my	film.		
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Equipment		

	 I	primarily	relied	upon	my	iMac	desktop	computer	and	editing	space	at	my	home	for	the	

postproduction	stage	of	the	process.	With	a	monthly	subscription	to	the	Adobe	Creative	Cloud,	

I	edited	the	film	using	Adobe	Premiere.	After	using	Final	Cut,	Avid,	Premiere	and	other	software	

in	the	past,	I	found	that	I	have	a	preference	for	working	with	Premiere	because	of	my	familiarity	

with	Photoshop,	Adobe’s	accessible	user	interface	and	my	existing	knowledge	of	Adobe	

software	shortcuts.	I	occasionally	used	Adobe	Audition	to	perform	more	sophisticated	audio	

work	that	I	could	not	complete	in	Premiere.	Any	color	correction	was	performed	in	Premiere.		

	

Reconceptualization	of	Film	During	Postproduction	

	 During	postproduction,	I	became	very	attached	to	the	idea	of	using	my	film	as	an	

educational	tool	because	of	the	need	for	sex	education	to	catch	up	to	technology	and	the	new	

ways	we	communicate	about	sex.	Throughout	each	of	my	interviews,	there	was	conversation	

surrounding	the	lack	of	education	about	sex	or	poor	quality	of	sex	education,	especially	as	it	has	

been	taught	to	young	people	in	schools.	My	subjects	from	Texas	had	especially	harsh	critiques	

on	their	state’s	approach	to	sex	education,	which	was	abstinence-only,	if	addressed	in	schools	

at	all.	My	subjects	from	Pennsylvania	expressed	similar	problems	with	their	own	sexual	

education	in	schools	that	denied	them	the	ability	to	learn	how	to	comfortably	talk	about	sex	

and	desires	with	their	partners.	My	subjects	discussed	having	to	share	information	and	

speculation	about	sex	informally	with	friends	or	the	rare	“cool	parent.”		

Without	updated,	comprehensive	sex	education,	my	subjects	believed	that	young	

people	miss	out	on	the	opportunity	to	learn	about	the	less	biological	sides	of	sexuality.	We	

discussed	how	schools,	or	any	entity	that	disseminates	information	about	sex,	need	to	
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incorporate	more	of	the	social	side	of	sexuality	to	include	information	about	consent,	

boundaries,	gender	dynamics,	identity,	variety	of	sexualities	and	so	much	more.	Sex	education	

is	more	often	addressing	the	physical	dangers	and	consequences	associated	with	sexual	activity	

and	neglects	the	more	positive	or	neutral	aspects	of	sexuality.	Regardless	of	the	state	of	

technology,	how	we	talk	about	sex—in	person	or	digitally,	with	partners	or	society—still	has	

much	room	for	growth.		

	 With	the	educational	approach	in	mind,	and	a	film	that	relied	heavily	upon	making	an	

argument	through	dialogue	rather	than	visuals,	it	seemed	fitting	that	I	shift	some	of	the	

expectations	I	imagined	for	my	film	before	and	during	production.	At	this	point,	a	lot	of	the	

stylistic	flourishes	and	gimmicks	that	I	imagined	I	would	play	with	in	the	editing	process	seemed	

like	they	would	distract	viewers	from	the	important	points	my	subjects	were	making.	Enough	of	

their	dialogue	is	descriptive	and	paints	visceral	imagery	for	the	viewer.	My	message	was	now	

more	aligned	with	advocacy	and	education	than	simply	telling	and	animating	goofy	stories	

about	men	and	their	penises.	I	still	wanted	the	audience	to	laugh,	but	I	did	not	want	to	force	it.		

My	new	approach	to	combining	their	stories	would	capitalize	on	my	subjects’	raw	

honesty,	close	intimacy	and	occasional	fun	colloquialisms.	I	would	allow	the	women	to	speak	

with	each	other	and	the	audience	in	a	more	unfiltered	way,	without	overlaid	graphics	or	sound	

effects	that	would	otherwise	take	viewers	away	from	the	feeling	of	being	in	the	moment,	in	the	

room	with	my	subjects	during	the	interviews.	This	offered	a	cinéma	vérité	experience	as	the	

subjects’	interactions	with	their	on-screen	friends	were	spaces	for	negotiation	and	tension	as	

the	conversations	unfolded	as	they	might	if	the	camera	was	not	present.		
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CHAPTER	6

EVALUATION	OF	COMPLETED	WORK	

Preproduction	

Overall,	I	wish	I	had	made	many	different	choices	for	the	technical	aspects	of	the	film	

during	preproduction.	For	one,	I	overestimated	my	comfort	with	the	camera	settings	on	the	

Panasonic	DVX200.	I	made	mistakes	with	some	of	the	profile	settings	for	things	that	I	did	not	

know	were	options,	like	blurring	or	skin	tone	color	profiles,	which	had	been	set	by	the	camera’s	

previous	users.	My	lack	of	familiarity	with	these	advanced	settings	put	me	at	a	disadvantage	

rather	than	working	in	my	favor	because	I	did	not	know	what	settings	were	standard.	I	was	able	

to	salvage	enough	of	the	footage	was	compromised	because	of	these	settings	I	did	not	control,	

but	I	would	have	preferred	to	be	much	more	comfortable	with	the	camera	before	going	into	

production.	

If	I	had	the	chance	to	remake	this	film,	I	would	also	put	more	time	into	my	lighting	

design,	which	I	improvised	depending	on	the	shooting	environment.	I	initially	planned	to	film	all	

of	the	interviews	using	daylight	and	minimal	lighting	intervention,	but	I	ended	up	filming	all	of	

my	interviews	at	night,	mostly	for	scheduling	purposes.	In	one	case,	I	started	filming	during	the	

day	and	it	turned	to	night	because	we	had	so	much	to	talk	about.	I	realized	early	on	that	I	had	

not	taken	into	account	the	short	days	of	the	year	that	accompany	the	winter	months,	but	

accepted	that	I	would	be	using	artificial	lighting.	While	I	leaned	into	the	idea	of	filming	with	a	

light	kit,	reflectors	and	gels,	I	do	not	think	that	I	had	been	prepared	enough	for	the	variety	of	

existing	lighting	conditions	in	each	location.	Ultimately,	I	wish	I	had	put	more	time	planning	for	

my	aesthetic	rather	than	making	it	up	as	I	went	along.	That	being	said,	I	have	to	give	myself	

credit	because	I	kept	the	style	somewhat	consistent	across	interviews	and	I	like	the	kind	of	

1990s	video	aesthetic	effect	the	footage	has	altogether.		 
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Production	

Although	I	originally	planned	to	film	in	4K,	I	ended	up	choosing	to	film	in	the	more	

standard	HD	at	1920	by	1080	pixels.	I	initially	wanted	more	noticeable,	flashy	cinematography	

and	the	ability	to	choose	different	framing	for	my	subjects	that	4K	footage	would	allow,	but	

keeping	it	more	simple	and	straightforward	proved	to	be	less	of	a	hassle	and	removed	some	

variables	and	time	in	the	editing	process.	Not	shooting	in	4K	also	proved	to	be	an	asset	because	

the	lower	quality	format	allowed	me	to	film	longer	interviews	on	my	memory	cards	without	

interrupting	the	flow	of	the	interview	conversations	to	transfer	footage.	The	interviews	usually	

took	over	two	hours	and	used	up	space	on	both	of	my	32GB	memory	cards.		

If	I	had	shot	with	a	higher	quality	image,	I	would	have	needed	more	expensive	memory	

cards	and	more	time	in	postproduction	to	prepare	the	4K	footage	to	be	edited	in	a	more	

manageable	format.	In	addition	to	the	benefits	in	storage	capacity,	this	lower	quality	footage	

was	better	for	editing	on	my	home	computer	and	did	not	cause	any	issues	that	come	with	

managing	the	data	from	4K	and	higher	quality	footage.	I	also	think	that	the	film	has	a	softness	

that	makes	it	feel	a	little	nostalgic,	rather	than	a	crispness	that	comes	with	4K	footage.	This	sort	

of	simple,	low-tech	aesthetic	also	goes	well	with	the	educational	goals	for	the	film,	and	pays	

homage	to	the	often	cheesy,	low-budget	educational	and	social	guidance	films	that	came	

before	it.	

Because	I	worked	mostly	with	close	friends	of	mine	throughout	this	process,	I	already	

had	some	of	my	work	cut	out	for	me.	Most	of	the	relationship-	and	trust-building	that	was	

required	with	my	subjects	was	already	there	before	I	went	into	production.	My	casting	choices	

during	preproduction	proved	to	be	especially	important	for	the	success	of	my	film,	and	I	think	

my	subjects’	participation	during	the	interviews	exceeded	my	expectations.	They	were	so	much	
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more	open	in	front	of	the	cameras	than	I	expected	and	their	conversations	unfolded	in	

interesting	directions.	I	appreciated	that	they	all	seemed	to	have	different	points	of	view	and	

travel	down	different	avenues	of	the	conversation,	often	challenging	each	other	and	adding	

depth	to	the	topics	at	hand.		

I	had	a	list	of	questions	prepared	for	the	interviews,	but	I	needed	to	use	them	much	less	

often	than	I	anticipated.	Most	of	the	time,	conversation	between	my	subjects	would	continue	

for	a	while	as	they	exchanged	their	perspectives	or	added	comments	to	support	or	critique	

what	the	other(s)	had	said.	They	naturally	veered	into	the	territory	of	questions	I	had	prepared,	

and	for	some	long	stretches	of	time	I	had	no	need	to	interrupt	their	flow	of	conversation.	

Sometimes	they	strived	toward	consensus	and	understanding	and	other	times	they	accepted	

that	their	opinions	were	different.	Most	of	the	time,	however,	there	were	many	nuances	

acknowledged	naturally	in	the	interviews,	and	most	of	my	guidance	was	to	add	a	question	or	

statement	to	make	the	conversation	more	complex.		

My	production	stage	would	have	been	much	more	successful	if	I	had	more	consistent	

audio	quality	and	maybe	the	same	person	recording	audio	each	time.	I	think	that	my	instruction	

and	supervision	surrounding	the	equipment	use	and	monitoring	was	good	for	my	sound	

recordists,	but	they	each	had	a	different	level	of	attentiveness	when	it	came	to	maintaining	

good	audio	levels	or	proper	proximity.	I	chose	to	record	all	audio	with	the	boom	microphone	as	

a	stylistic	choice	to	capture	more	of	the	room’s	ambiance	and	enhance	the	feeling	of	being	

there.	During	production	and	even	more	in	postproduction,	however,	I	realized	how	much	of	a	

problem	this	would	cause	for	audio	levels	as	everyone	spoke	at	different	volumes,	at	varying	

distances	from	the	boom	mic	and	in	multiple	directions	in	relation	to	the	boom	mic.	I	initially	

steered	away	from	using	the	wireless	lavaliere	microphones	because	I	expected	the	proximity	
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to	sound	unnatural	and	more	like	produced	voiceover	than	intimate,	casual	conversation.	While	

the	natural	ambiance	and	dynamics	are	ultimately	positive	for	the	feel	of	my	film,	I	recognize	

how	I	could	have	had	less	technical	issues	with	audio	if	I	had	used	the	wireless	lavaliere	

microphones	and	added	effects	in	postproduction	to	help	with	the	ambiance.		

My	film’s	sense	of	closeness	and	authenticity	is	something	I	am	very	pleased	with	

because	I	believe	it	reflects	my	ability	to	make	my	subjects	comfortable	enough	to	talk	about	

these	intimate	details	of	their	personal,	sexual	lives.	What	is	maybe	most	important	is	that	my	

interview	subjects	trusted	me	with	their	images	and	stories	and	trusted	that	I	would	represent	

them	fairly.	For	a	topic	that	very	much	touched	upon	issues	of	trust,	decoding	visual	messages	

and	the	vulnerabilities	of	putting	any	parts	of	yourself	into	the	digital	world,	my	subjects	made	

it	clear	that	I	was	trusted	with	using	their	footage	for	a	greater	purpose	that	would	ultimately	

inspire	better	relationships	and	conversations	between	men	and	women.		

	

Postproduction	

Postproduction	was	the	most	difficult	stage	of	the	process	for	many	reasons.	For	one,	it	

was	the	longest	part	of	the	process,	taking	place	over	many	months	in	disjointed	periods	of	

time.	I	would	edit	intensely	for	a	couple	days	at	a	time	and	then	not	touch	the	film	for	a	few	

weeks.	Sometimes	I	would	look	at	the	footage	in	a	whole	different	way	than	the	previous	time	

and	feel	like	I	remembered	aspects	differently,	which	had	both	positive	and	negative	results.	

Ultimately,	splitting	it	up	over	time	was	a	disadvantage	because	it	felt	like	I	was	building	and	

then	rebuilding	something	the	next	time	I	edited.	At	some	points,	however,	I	grew	weary	of	

hearing	the	same	content	over	and	over	again,	and	breaks	from	the	material	proved	valuable	in	

coming	back	with	a	better	attitude	and	new	ideas.		
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That	the	subjects	were	my	friends	proved	to	be	detrimental	at	many	points	in	the	

editing	process	because	it	was	hard	to	reject	some	moments	that	felt	emblematic	of	the	

subjects’	personalities	or	outlooks	that	I	find	so	endearing.	My	closeness	with	them	and	their	

openness	was	something	I	appreciated	so	much	that	it	was	difficult	to	remove	my	emotional	

attachment	from	some	clips	that	were	particularly	insightful.	It	was	also	hard	to	leave	a	lot	of	

really	good	jokes	and	hilarious	content	out	of	the	film	because	it	did	not	fit	within	the	narrative.	

With	this	in	mind,	and	to	make	myself	feel	better	about	it,	I	plan	to	use	some	of	the	rejected	

funny	material	in	teaser	trailers,	blooper	reels	and	other	content	I	can	distribute	to	market	the	

film	in	the	future.	

In	combination	with	this,	postproduction	was	difficult	because	it	has	been	a	while	since	I	

edited	a	documentary	that	primarily	utilized	a	compilation	of	dialogue	and	interviews	to	make	

an	argument	or	to	overtly	educate	the	audience.	Often	times,	postproduction	and	video	editing	

are	my	favorite,	most	creative	parts	of	the	process	because	I	can	mix	visual	and	aural	elements	

in	an	intuitive	way	where	they	overlap	and	support	each	other	more	symbolically.	It	was	

difficult	to	form	my	argument	with	just	their	words,	and	sometimes	fragments	of	their	larger	

stories.		With	this	film,	however,	without	any	visual	materials	besides	the	interviews,	I	struggled	

with	organizing	my	interviews	back	to	back	without	other	expressive	footage	that	might	cover	

up	some	cuts	that	could	condense	or	rearrange	the	stories.		

Often	times,	I	felt	frustrated	because	it	seemed	I	had	endless	possibilities	for	the	

organization	of	the	material.	So	much	of	the	conversation	was	circular,	as	each	topic	could	

bring	up	questions	on	another	topic	or	was	tied	in	with	previous	elements	of	the	conversation.	

While	linear	conversations	are	not	necessarily	natural	or	needed	for	my	film,	I	felt	as	though	my	

argument	had	to	build	in	a	linear	way	that	made	sense	and	did	not	contain	too	many	harsh	
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tonal	shifts.	In	my	early,	longer	cuts	of	the	film,	it	seems	I	tried	so	hard	to	prove	that	each	

statement	or	story	could	be	backed	up	by	another.	As	a	result,	the	overall	structure	was	more	

repetitive,	complex	and	unfocused.	It	was	not	until	later	in	the	process	that	I	was	able	to	realize	

that	my	job	was	to	simplify	things	for	the	viewer	and	break	down	the	material	into	a	few	

manageable	sections,	each	covering	a	different	aspect.	This	could	also	prove	valuable	for	future	

educational	uses	of	the	film,	as	teachers	and	facilitators	can	pause	the	film	at	these	embedded	

breaks	for	discussion	or	questions.		

After	struggling	immensely	in	creating	a	trajectory	for	the	film	because	so	many	of	the	

comments	spoke	to	multiple	aspects	of	the	topic,	I	decided	on	a	few	areas	of	focus	that	helped	

me	structure	the	film	and	provide	breaks	for	the	viewer:	story	sharing	and	what	aesthetics	work	

and	do	not	work	for	dick	pics,	how	unsolicited	dick	pics	happen	and	the	lack	of	consequences,	

different	takes	on	showing	and	sharing	dick	pics	with	others	and	a	final	call	to	action.		

Accordingly,	Shannon’s	long	segments	bookend	the	film	and	start	off	each	section.	Her	

contribution	in	the	beginning	sets	up	her	unique	role	as	a	moderator,	the	state	of	dick	pics	and	

their	prevalence	in	online	dating	spaces.	The	final	segment	in	the	film	with	Shannon	sums	up	

some	of	the	positive	aspects	of	dick	pics	and	online	harassment	in	that	women	have	been	able	

to	document	their	digital	interactions	and	share	them	widely	to	hold	men	accountable,	where	

there	are	otherwise	no	tangible	consequences	for	senders	of	unsolicited	messages.		

This	last	segment	with	Shannon	and	the	previous	section	on	the	ideas	of	privacy	and	

sharing	was	crucial	to	lay	the	groundwork	for	my	call	to	action	that	tells	users	to	share	their	

stories	in	two	online	spaces,	@byefelipe	and	@dickoupageproject.	Ultimately,	I	had	to	set	up	an	

argument	that	explained	why	dick	pics	are	a	problem,	why	context	and	consent	is	important	

and	how	women	legitimize	sharing	dick	pics	with	friends	as	a	way	to	balance	out	years	of	
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mistreatment	by	men.	The	film	begins	with	humor	and	funny	stories,	but	ends	with	a	somewhat	

more	serious	note	and	call	for	an	action	that	some	viewers	may	even	find	unethical	as	it	could	

be	seen	to	align	with	revenge	pornography.		

Despite	how	important	it	is	to	women	that	the	pictures	they	send	stay	private,	the	

gender	dynamics	that	place	men	in	a	position	of	power	over	women	create	a	double-standard	

that	favors	women’s	act	of	sharing	dick	pics	as	one	of	the	only	ways	to	hold	men	accountable	

for	such	infractions	and	make	things	even.	As	much	as	women	have	been	objectified	in	

patriarchal	society,	however,	sharing	dick	pics	with	friends	or	public	online	spaces	allows	

women	to	“‘objectify	back’,	educate,	name	inappropriate	behaviour,	punish	perpetrators	and	

assert	[themselves]”	(Vitus	and	Gilmour	7)	to	fight	for	a	way	to	balance	the	dynamics.	My	film	

takes	a	firmer	stance	on	this	matter	than	I	originally	intended,	but	I	am	finally	comfortable	

accepting	responsibility	for	endorsing	this	way	of	speaking	back.	

	

Discussion	

Ultimately,	I	am	happy	that	I	have	been	able	to	create	an	entertaining,	timely	and	

surprisingly	educational	product	with	Eggplant	Emoji.	More	than	anything,	I	am	grateful	for	the	

diverse	group	of	women	who	allowed	me	to	use	their	voices	to	call	for	better	relationships	

between	men	and	women.	Once	the	film	is	in	its	polished	state,	I	have	plans	for	distributing	it	

to	festivals.	Perhaps	the	most	impactful	options	for	distribution	is	to	work	with	universities	

throughout	the	country	to	make	the	film	a	tool	for	Title	IX	coordinators,	offices	of	Equity	and	

Diversity	and	departments	that	offer	studies	in	sociology,	anthropology,	gender,	sexuality	and	

new	media.	The	film	could	also	have	a	life	in	programming	for	high	school	health	classes	and	

afterschool	environments	for	teens.	Over	the	summer	months,	I	will	begin	marketing	for	the	
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film,	creating	a	web	presence	and	writing	multiple	curriculum	guides	and	other	supporting	

materials	that	render	the	film	a	useful	educational	resource	in	various,	multimedia	capacities.	

My	plans	to	make	a	profit	off	the	film	are	not	driving	distribution,	and	I	hope	to	host	the	film	

online	for	free	so	that	the	film	is	accessible	and	has	greater	possibilities	for	exposure.	

I	expect	that	the	film	will	open	up	dialogue	with	men	and	spark	conversations	about	sex	

and	communication	for	youth	and	adult	populations.	The	film	should	help	sex	education	

acknowledge	the	ways	digital	spaces	open	up	positive	and	negative	options	for	sexual	

relationships	and	fill	in	the	gaps	where	sex	education	neglects	the	aspect	of	communication	and	

consent	altogether.	The	importance	of	communication	and	consent	is	the	driving	idea	behind	

the	film’s	message	where	my	voice	is	clear	that	the	terms	of	sexual	relationships	should	be	a	

negotiation,	dialogue	or	reciprocal	exchange.	When	the	women	talk	about	the	importance	of	

men	asking	for	permission	to	send	dick	pics	or	waiting	for	women	to	request	dick	pics,	their	

insight	is	very	much	about	power,	respect,	boundaries	and	control	in	a	society	were	rape	

culture	is	pervasive.		

This	investigation	into	dick	pics	proved	to	be	especially	valuable	in	highlighting	the	need	

for	women	to	be	active,	equal	agents	in	their	sexual	relationships.	I	think	this	point	is	made	

especially	clear	when	Megan	says	that	unsolicited	dick	pics	“take	away	your	ability	to	choose	

who	you	see	naked	and	who	you	see	intimately,”	proving	that	women	want	respect	and	

agency.	In	some	way	or	another,	my	subjects	all	agreed	that	obtaining	consent	is	necessary	in	

many	aspects	of	sexual	relationships—they	want	their	desires	to	matter	to	male	partners,	they	

want	an	even	exchange	and	they	want	men	to	respect	their	space	and	preferences.	As	such,	the	

sending	of	unsolicited	dick	pics	is	very	much	connected	to	issues	of	catcalling,	rape	and	other	

forms	of	sexual	harassment	or	assault	that	remove	women’s	control	over	their	personal	space	
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and	fulfill	only	the	desires	of	the	men	involved.	Even	women	who	like	dick	pics	want	to	feel	that	

they	have	a	say	in	the	matter	and	that	dick	pics	do	not	drop	into	their	world	uninvited.	Women	

are	not	passive	beings	who	wait	for	men	to	ignite	their	passions,	impose	their	preferences	and	

inject	themselves	into	women’s	spaces.	Instead,	women	want	to	be	seen	as	humans	with	

feelings,	preferences	and	desires	that	matter	to	their	partners.	When	men	go	against	this	and	

use	their	body	to	overpower	women	through	sending	unsolicited	sexual	images	and	violating	

physical	space,	it	furthers	the	idea	that	women	are	seen	to	have	less	value	in	society	and	are	to	

be	objects	of	beauty	and	sexual	gratification	rather	than	voices	to	be	heard.		

	 Until	there	are	greater	consequences,	whether	legal,	social	or	otherwise,	for	men	

disrespecting	women’s	choices	and	personal	space,	the	domain	of	sexting	between	men	and	

women	is	in	a	self-policing	state.	Without	accountability	or	consequences	for	men’s	actions,	

women	are	forced	into	the	position	of	educating	men	about	what	they	did	and	why	it	is	wrong.	

While	my	subjects	found	this	to	set	up	an	unfair	dynamic,	it	does	allow	women	to	respond	to	

unwanted	pictures	or	sexual	attention	by	verbally	chastising	men,	sharing	the	pictures	with	

friends	or	posting	their	stories	to	various	online	spaces	that	curate	materials	that	expose	men	

and	show	women	that	they	are	not	alone.	By	doing	something	and	speaking	back,	rather	than	

passively	ignoring	the	transgressions,	women	have	been	able	to	harness	their	voice	at	

individual	and	collective	levels,	hopefully	changing	men’s	behaviors	so	that	more	women	are	

not	affected	by	such	instances	of	harassment	and	disrespect	in	the	future.	
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ABOVE-THE-LINE	

Pre-Production	and	Development	 #	 	UNIT	 	PRICE	 	TOTAL	$	COST	 	TOTAL	IN	KIND	
RESEARCH	 400	

Books,	research	materials	(multiple)	 200	
Videos,	screenings	(multiple)	 200	

DIRECTORS,	PRODUCERS,	WRITERS	 0	 5,000	

Director/Producer	 1	 flat	 5,000	 5,000	
TOTAL	 	400	 	5,000	

TOTAL	ABOVE	THE	LINE	 400	 5,000	

BELOW-THE-LINE	

Crew	&	Personnel	 #	 	UNIT	 	PRICE	 	TOTAL	$	COST	 	TOTAL	IN	KIND	
PRODUCTION	STAFF	 0	 1,800	

Camera	Operator	 4	 days	 300	 1,200	
Sound	Recordist	 4	 days	 150	 600	

EDITORIAL	STAFF	 0	 17,400	

Editing	 8	 weeks	 1,800	 14,400	
Sound	Editing	 1	 week	 1,800	 1,800	
Color	correction	 1	 week	 1,200	 1,200	
TOTAL	 	-					 	19,200	

Production		Expenses	 #	 	UNIT	 	PRICE	 	TOTAL	$	COST	 	TOTAL	IN	KIND	
CAMERA	 0	 1,740	

Panasonic	DVX200	 4	 day	 200	 800	
Tripod	 4	 day	 75	 300	
RIFAs	+	Stands	 4	 days	 120	 480	
Reflector	Kit	 4	 days	 40	 160	

SOUND	 0	 1,600	

Sound	equipment	rentals	 4	 days	 250	 1,000	
Batteries,	Expendables,	etc.	 4	 allow	 100	 400	
Misc	accessories	 4	 allow	 50	 200	

TRAVEL	+	OTHER	EXPENSES	 2,193	

Gas/Mileage	 3500	 miles	 0.575	 2,013	 0	
Meals	(Dir/Prod,	Cam/Audio)	 12	 meals	 15	 180	 0	
Addt'l	Craft	Services	 1	 	flat	 	200	 200	 	-					
TOTAL	 	2,193	 	3,340	

Postproduction	 #	 	UNIT	 	PRICE	 	TOTAL	$	COST	 	TOTAL	IN	KIND	
EDITORIAL	EQUIPMENT	&	FACILITY	 840	 6,100	

Adobe	Premiere	Pro	System	(CREATIVE	
CLOUD)	

12	 months	 20	 240	 0	

Hard	Drives	 3	 allow	 200	 600	 0	
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SD	Cards	 2	 allow	 50	 100	
Editing	Space	 8	 week	 750	 6,000	

TRANSFERS	&	DUPLICATION	 75	 0	
DVD	(x250)	 1	 pack	 75	 75	 0	
TOTAL	 	915	 	6,100	

Insurance	 #	 	UNIT	 	PRICE	 	TOTAL	$	COST	 	TOTAL	IN	KIND	
INSURANCE	 1,000	 0	
General	Liability	insurance	package	 2	 allow	 450	 900	 0	
Business	Auto	Liability	 2	 months	 50	 100	 0	
TOTAL	 	1,000	 	-					

Office	&	Administration	costs	 #	 	UNIT	 	PRICE	 	TOTAL	$	COST	 	TOTAL	IN	KIND	

PROMOTION	&	PUBLICITY	 6,850	 500	
Graphics	 1	 allow	 500	 0	 500	
Press	Materials	 1	 allow	 350	 350	 0	
Festival	Submission	 1	 allow	 2500	 2,500	
Screening	Travel	 1	 allow	 4000	 4,000	

WEBSITE	 450	 750	
Domain	name	 3	 years	 30	 90	 0	
Hosting	 36	 months	 10	 360	 0	
Design	&	coding	 1	 allow	 500	 500	
Webmaster/maintenance	 1	 alllow	 250	 250	
TOTAL	 	7,300	 	1,250	

TOTAL	BELOW	THE	LINE	 9,615	 31,550	

TOTAL	ABOVE	THE	LINE	 400	 5,000	
TOTAL	BELOW	THE	LINE	 9,615	 31,550	
SUBTOTAL	 10,015	 36,550	
CONTINGENCY	 10.0%	 10015	 1,002	 0	

NEED	TOTAL	 11,017	
IN	KIND	TOTAL	 36,550	
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