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PROSPECTUS 

This section is the complete, approved thesis proposal, which was written prior to 
the production of the film.  As such, it is written in the future tense while the 
subsequent sections were written during and after the production of the film and 
are thus in the present and past tense. Additionally, the original title of the film 
was Unfit, Uncomfortable, and Uninsured, which is how the film is referred to 
during this first section.  During production, the film title was changed to 
Overcapacity. 
 

Project Description 

Unfit, Uncomfortable, and Uninsured is a self-reflexive journey exploring my history 

with obesity, my current struggle with my weight, and my new determination to lose weight and 

begin living healthily.  The film will combine elements of the personal journey film, 

autobiographical film, and visual essay.   

 I’ve been overweight almost as long as I can remember.  I was always the “fat kid” in 

school.  For a long time this was a crutch for me, but gradually, as I got older, I learned to deal 

with it and even use it to my advantage.  I am now 26 years old, I weigh almost 400 pounds and 

my obesity is really beginning to have an overtly negative effect on my life.  I am constantly 

growing out of clothes, even clothes bought just months before from a store that caters to large 

people.  I seem to be injuring myself more as my ankles begin to weaken from my weight.  My 

blood pressure has been fluctuating between normal and high for about two years and recently, 

my employer’s health insurance provider declined to cover me because of my weight. 

 Both from a health standpoint and from a quality of life standpoint, I am really feeling the 

effects of my obesity.  I weigh now more than I ever have and as a result I have begun to feel 

unwelcome in my own body.  I want to start eating healthy and begin working out.  I want to 

move on from this lifestyle I have grown into.  But something keeps stopping me.  I have been 
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trying to start the film for months now, and in reality, have been trying to make this lifestyle 

change for years.  But every time I start, something holds me back.  Why?    

There is another aspect of this problem that I am dealing with that will act as a subplot to 

the film.  My girlfriend Justine and I recently moved in together and plan to get married in the 

next couple years.  Recently Justine has begun to gain weight and is now finding it difficult to 

stay on a diet and work out regularly.  I am hoping that together, we can both begin to live 

healthily.  Unfit, Uncomfortable, and Uninsured will explore these issues and document my 

lifestyle change as I begin to work out and eat right.  

Characters 

Ryan Ferguson 

 I am the filmmaker and also the subject of the documentary.  As stated above, I am ready 

to go through a dramatic lifestyle change.  This change will not be easy for me as I deal with 

ingrained habits, a busy school and teaching schedule and also the physical demands of working 

out. 

Justine Guzman 

 Justine is my girlfriend.  Justine and I have both struggled with our weight throughout our 

lives.  Justine once had an eating disorder when she was in her early teen years.  She has gotten 

over that, but lately has been gaining weight.  She wants to work alongside me to get herself into 

shape and adopt good habits. 

Dr. Forrer 

 Dr. Forrer is my doctor at the UNT Health and Wellness Center.  Dr. Forrer will be 

helping me analyze my current health status and my health along the way. 
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Dr. Hipple 

 Dr. Hipple is one of the counselors at the UNT Counseling and Testing Center.  He will 

be helping me to deal with the emotional side of this journey. 

Personal Trainer 

 TBD-The personal trainer will give me an evaluation of my current physical state and 

help me determine a workout program. 

Dietician 

 TBD-The dietician will evaluate my current diet and help me to form a more healthy 

eating schedule. 

Other Characters 

Various other characters will populate the film from my parents and brother, to old and 

current friends.  All will be there to comment on my health and weight both now and when I was 

younger.   

Locations 

Unfit, Uncomfortable, and Uninsured will take place in three main locations.  My 

apartment where Justine and I live will be one of the major locations in the film.  This is where 

we spend a majority of our time and where we will be cooking our new meals.  Unfortunately, 

our apartment is not ideal for filming, so consideration will have to be made both for space and 

lighting.  When possible, things that would normally happen inside the apartment (i.e., 

conversations between Justine and I) will be done elsewhere.  The UNT Health and Wellness 

Center will also be a major location as this is where I will have his meetings with Dr. Forrer and 

the dietician.  Permission to film in this location has been granted, but will be limited to inside 

examination rooms as well as Dr. Forrer and the dietician’s office.  Because of HIPAA, no 
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filming will be allowed in hallways or waiting room areas.  The other location is the UNT Pohl 

Recreation Center.  This is where I will meet my personal trainer and conduct work outs.  

Permission has also been granted to film in this location, but only in the very late evening or very 

early morning.  As this coincides with my school schedule, this should not be a problem. 

 As with the minor characters in the film, there may be some minor locations such as my 

parent’s house, my car, as well as restaurants or bars where I may meet with friends. 

Treatment 

Prologue: Mid February 2008 

The film will begin with an introduction to me and who I am.  Through voice-over 

narration, I will talk about who I am and why I am making this film.  

Act 1: Late February-Mid March 2009 

I will meet with my doctor, dietician, personal trainer and counselor for the first time 

during this period.  The film will focus on the rigors of getting started and the breaking of old 

habits.  I will also take a trip to San Antonio during this period to talk with my parents and some 

old friends.  Through these discussions we will focus on my past history with my weight and 

how it affected my life.   

Act 2: Late March-July 2009 

 Justine and I will be working out together on a regular basis.  We will also have begun 

buying more healthy foods and started cooking together.  I will continue to visit my personal 

trainer.  This part of the film will document successes and failures as well as how we feel this 

new exercise program is affecting us.  I will also talk with Justine about her past in this section.  

We will explore her past eating disorder, what effect that has had on her life and what she hopes 
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to accomplish now.  I will further reflect on my past and how it pertains to what I am doing now.  

I may also visit the experts again for progress reports. 

Act 3: Mid-August 2009 

 I will visit my doctor, counselor, dietician and personal trainer for a final re-evaluation of 

my health.  While this will be a continuing effort on my part to be healthier, this will be the final 

of these visits for the film.  The experts and I will talk about what I need to keep doing and what 

more I can do to continue getting healthier.   

Epilogue: Late August 2009 

 I will reflect on the last six months, the changes this time has brought and how I feel on 

the road to success in my battle with obesity.  I will also talk to Justine to see how she feels about 

her own struggle.     

Style and Approach 

As stated above, Unfit, Uncomfortable, and Uninsured will combine elements of the 

personal journey film, autobiographical film and visual essay.  The film will be shot in a few 

different ways.  As the director, I will shoot some of the material myself in the style of Ross 

McElwee (Sherman’s March, Bright Leaves).  This will include personal interactions with 

Justine or other characters who will be relating anecdotes.  Justine will also shoot some of these 

interactions when appropriate.  The film will also utilize a small crew when I am doing things 

that necessitate me being on camera, such as meeting with Dr. Forrer or working out.  The crew 

will also film my daily routine as I embark on this new journey to be healthy.   

 Home movies, old photos and repurposed archival footage will also be used to help tell 

the story of my history with obesity.  These sections will most represent the visual essay aspect 

of the film.  My family was not one that did a lot of documentation through photographs and 
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home movies (although some do exist) so archival footage will be used to help tell the story 

along with discussions from my family and friends.    

Stylistic footage will also be shot to represent my personal reflections.  This footage will consist 

of things like school playgrounds and cafeterias, and also the neighborhood I grew up in.  These 

images will be representations of things from my past that have significance now.  

Intended Audience 

This film will appeal primarily to people who are overweight, specifically, young 

American men and women.  Obesity is an ever growing problem in American society and my 

struggle with my weight is not unique.  My struggle with obesity from a young age and my 

current struggle, in my mid-twenties, will hopefully connect with people across age barriers as 

well. 

   The secondary audience of the film will be people who do not struggle with their weight.  

There are a lot of misconceptions about obesity and those who are overweight.  Ideally, this film 

will serve to educate people about the realities of obesity.  Obesity’s cause, it’s perpetuation in 

the people that have it and what it takes to deal with it will all be explored.   

Integration of Theory and Production 

 Personal documentaries are very near and dear to my heart.  In some ways, I think the 

personal documentary, be it a journey film or a personal essay film, can attain a higher level of 

truth than a more traditional film.  In documentary this is something we struggle with, the pursuit 

of truth.  In point of fact, it is impossible to reproduce an exact literal truth from any situation 

that a filmmaker puts him or herself into.  Just by showing up and pointing the camera in one 

direction rather than another, the filmmaker is altering the reality of the situation they are 

presenting.  The filmmaker then struggles to approximate the spirit of the situation.  By giving 



7 

the audience an idea of the tone and rhythm of the actual place, filmmakers can often times attain 

something close to that ideal of truth. 

 There are many different ways for a filmmaker to make a personal documentary.  Some 

filmmakers make films about their family history or about something that is going on in their 

lives.  Others try to document a period of time that is important to them (dealing with AIDS, 

cancer, a divorce, etc…).  Some filmmakers go on a journey to learn something about 

themselves, someone they care about or even some place or event that is personal to them.  

Filmmakers like Ross McElwee, Alan Berliner, Mark Moskowitz and Christopher Wilcha come 

to mind.  These filmmakers take something from their own lives and make a film about it. 

 On the other hand, some filmmakers make films about themselves exploring an issue that 

may not necessarily have anything to do with them personally.  They may be interested in the 

subject matter, but they are not necessarily a part of the story until they get involved as a 

filmmaker.    These films tend to be issue driven and persuasive.  Filmmakers like Michael 

Moore, Alexandra Pelosi and Morgan Spurlock make these types of films.  What makes these 

films work, and why they are so persuasive is that they give the audience someone to root for, 

someone to identify with.  The little guy. 

 What I plan to do in Unfit, Uncomfortable and Uninsured is combine both styles of 

filmmaking.  In essence I will be operating in what Bill Nichols labels as the performative mode 

of documentary.  While not engaging in a performance, what I will be doing is sharing my view 

of the world with my audience.  I will not necessarily be presenting cold hard facts, but my past 

and my experiences as I see them.  Nichols writes, “Meaning is clearly a subjective, affect-laden 

phenomenon…Experience and memory, emotional involvement, questions of value and belief, 

commitment and principle all enter into our understanding of those aspects of the world most 
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often addressed by documentary” (Nichols 131).  He goes on to say that, “Performative 

documentary underscores the complexity of our knowledge of the world by emphasizing its 

subjective and affective dimensions” (Nichols 131).     

T his film is very personal to me.  It is not only about my current situation, but also about 

the one thing I have truly had to struggle with my entire life.   I want to portray that struggle both 

in terms of trying to lose weight and also how I have dealt with it during different stages of my 

life.  But this is more than just my struggle.  A lot of people go through this.  A lot of people also 

suffer from the misconceptions that others have about the causes of obesity and the struggle 

people have to lose weight.  By turning the camera on myself and opening myself up to my 

audience on a very personal level, I hope to paint a portrait of someone who has been dealing 

with this their whole life.  I want my story to be a window into this type of life and how difficult 

it can be to change.   

While the details of my story may be different than the details of others, my hope is that 

people will be able to identify with my struggle on a more thematic level, and through that 

identification, come to a better understanding of what it is like to live with obesity.  As Nichols 

puts it, “The filmmaker’s responsiveness seeks to animate our own.  We engage with their 

representation of the historical world but do so obliquely, via the affective charge they apply to it 

and seek to make our own” (Nichols 132). 

Films of Reference 

While not exhaustive, this is an accurate representation of the films I have been viewing: 
 
Bright Leaves 

United States, 2003, 107 min 

Directed by Ross McElwee 

Synopsis 



9 

Filmmaker Ross McElwee explores his family’s past in the tobacco industry and 

their rivalry with the Duke family.  He also explores the social and economic impact 

smoking has made on North Carolina.       

 

Fat: What No One is Telling You 

United States, 2007, 120 Minutes 

Directed by Andrew Fredricks 

Synopsis 

A PBS documentary about the struggles of people who suffer from obesity.  The 

film explores the social stigma attached with obesity as well as the physical limitations 

and the difficulty of making a drastic change. 

 

More Shoes 

France, 2009, 75 min 

Directed by Lee Kazmir 

Synopsis 

Filmmaker Lee Kazmir embarks on a journey from Madrid to Kiev on the advice 

of Werner Herzog, who once said that walking 5,000 miles on foot is more beneficial 

than film school.  The film details Kazmir’s long walk and the people he meets along the 

way. 

 

Nobody’s Business 

United States, 1996, 60 min 

Directed by Alan Berliner 

Synopsis 

Filmmaker Alan Berliner conducts an extended interview with his father in an 

effort to explore their relationship, his parents’ divorce and what effect that had on his 

family. 

 

Sherman’s March 
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United States, 1986, 157 min 

Directed by Ross McElwee 

Synopsis 

Filmmaker Ross McElwee traces General William T. Sherman’s path of 

destruction through the Deep South while also chronicling his love life, the new south 

and nuclear weapons proliferation. 

 

Stone Reader 

United States, 2002, 127 min 

Directed by Mark Moskowitz 

Synopsis 

Mark Moskowitz bought a book in the late 1970’s called The Stones of Summer, 

he tried to read it, but couldn’t get through it.  20 years later he discovered it in a box and 

decided to give it another try.  He found it to be one of the best books he had ever read 

and wanted to find more books by the author, Dow Mossman.  Discovering that 

Mossman had never written another book, Moskowitz decides to embark on a journey to 

find Mossman and find out why he stopped writing.  The film also explores the nature of 

reading, what it means to us, and the phenomenon of one-book writers.   

 

Super Size Me 

United States, 2004, 100 min 

Director by Morgan Spurlock   

Synopsis 

Filmmaker Morgan Spurlock goes on an all McDonald’s diet for 30 days in an 

effort to prove that McDonald’s food is unhealthy.  Along the way, he explores the way 

we eat as a society and the way we feed our children. 

 

Where in the World is Osama Bin Laden? 

United States, 2008, 93 min 

Directed by Morgan Spurlock 
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Synopsis 

Filmmaker Morgan Spurlock goes on a multi-nation journey to seek the true 

whereabouts of Osama Bin Laden.  As he encounters everyday people in places like 

Egypt and Israel, Spurlock begins to explore the impact that American foreign policy has 

had on other countries and the way those countries view the United States.  

 

Wide Awake 

United States, 2006, 79 min 

Directed by Alan Berliner 

Synopsis 

Filmmaker Alan Berliner explores his history with insomnia.  He talks with 

family and friends about what effect his insomnia has had on his relationships with them.  

He also talks with doctors about the causes and cures of insomnia. 

 
Schedule and Equipment 

Schedule 

 Production will occur over an extended period of time beginning in the middle of 

February 2009 to be completed by late August of 2009 and will be split up into three different 

sections.  The first section of the film will be shot from the middle of February to the middle of 

March, 2009.  This section will include footage dealing with my past, as well as beginning my 

new work out and diet regiment.  The second section will be from the middle of March through 

July of 2009, shooting as needed to document successes and failures in my weight loss, the 

struggle with the process as well as any other trips I may take to visit family and friends.  The 

final section of filming will occur in August of 2009 as I visit my doctor, personal trainer and 

dietician all for the last time to re-evaluate my health and see what progress I have made. 

 Post-production will officially begin at the end of August to be completed by the end of 

September 2009.  However, given the length of time between shoots, post-production will have 
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already begun as I edit pieces of the film together throughout the production phase.  Thesis 

defense will occur in October for a December 2009 graduation.   

 Distribution scheduling will be an ongoing process throughout production and 

postproduction of the film.  As a tool both for myself and as an advertising mechanism I will 

begin recording short video blogs that will be uploaded to YouTube.com, Vimeo.com and my 

production company website as a way to chart my progress.  These video blogs will not 

necessarily be used in the final cut of the film, but rather, will be a way to keep an on-going 

record of what is happening (even when I am not filming) and also will help spread the word 

about the film.  Depending on the reaction I receive to these video blogs, they may be 

incorporated into the film as a kind of dialogue between me and my audience. 

Equipment 

 The film will be shot on a Panasonic HVX-200A HD camera which will be supplied by 

the University of North Texas, radio, television and film department to use.  I will also be using a 

shotgun microphone, a wired lavaliere and a wireless microphone.  The film will be edited on my 

own Final Cut Pro system in my home.       
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PRE-PRODUCTION RESEARCH 

Subject Matter and People, Location Research 

Overcapacity is a self-reflexive, personal journey film that chronicles my struggle with 

weight and the health choices I have made and sometimes continue to make. The film explores 

my past, my current attempts to lose weight and the physical, mental and emotional struggle that 

comes with that. My thesis documentary was produced and directed by myself, a Master of Fine 

Arts candidate in radio, television, and film at the University of North Texas. The original title of 

the film, Unfit, Uncomfortable and Uninsured was dropped during the production of the film and 

changed to Overcapacity. 

Overcapacity is a self-reflexive, personal journey film that explores my effort to fight my 

life long problem with obesity and health. The film is self-reflexive and a personal journey in 

that it is about me, the filmmaker, as I try to effect a lifestyle change while also confronting the 

issues that have led to and perpetuate my health predicament.  I work with a personal trainer and 

doctor as well as have conversations with my parents and partner.  The film is also performative, 

which, in this case, means that it contains moments that are meant to convey state of mind and 

feeling, but are not entirely literal. A significant portion of the film is spent addressing my state 

of mind as I struggle with my weight, self-consciousness and feelings of inadequacy.  In a very 

personal way, the film explores issues related to obesity, health, dieting, exercise and 

relationships. 

As the film begins, I am in my late twenties and beginning to question the current state of 

my life. When I turned 25 I was diagnosed with high blood pressure and then denied health 

insurance because of my weight. This news coincided with the start of my third year of graduate 

school, the year when I was to begin work on a thesis film. I decided that I wanted to make a 
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film that would explore my past relationship with food and weight, an attempt to lose weight and 

whatever result that would bring about, hopefully a positive change.  

The film opens with a brief exchange between myself and my parents, Ray and Shirley. 

They are going through some pictures together when Ray comes across a picture of me as a 

small child, performing a hula dance. In this picture, I am shirtless and smiling. This picture is 

the audience's visual introduction to me, a happy, healthy seven year old.  What follows is home 

video taken at the same time as the picture, video of my seven year old self performing a hula 

routine. This video is accompanied by hula music and voice over narration, introducing the 

audience to my struggle with my weight. This is the first of the reflective pieces in the film, the 

purpose of which is to introduce the audience to my struggle, state of mind and, in a practical 

sense, my voice and the style of the film. Next, the audience is presented with a montage of 

pictures from my life beginning with infancy and concluding with present day. This montage 

shows a happy, healthy child growing into a progressively more overweight adolescent, teenager, 

and adult.  

As stated in my original prospectus, I have been overweight almost as long as I can 

remember. As an adolescent and teenager I was teased regularly about my weight. I have tried 

many times in my life to eat better and exercise more, but never with much success. Being 

overweight became one of the dominating features of my self-identity. As I moved into my mid 

to late twenties I found myself gaining even more weight. I began to outgrow even recently 

purchased clothes. My pant size shot up five sizes; my shirt size increased three sizes. Walking 

up and down stairs started to become even more taxing than it was before. As my ankles began 

to weaken under the weight of my body, injuries became more frequent. I began to feel 
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uncomfortable in my own skin. My weight had reached a point that felt completely unnatural. It 

was at this point that I decided to make a change and start filming my journey.  

My first instinct was to talk to my parents about my history with weight gain. In this 

section of the film, my parents reveal that I was a very active, healthy child for the first 7 years 

of my life, in particular during the five years we lived in Hawaii. It was at the end of this period, 

when we moved to Texas and the heat of the Texas summer, that I became much less active and 

began to gain weight.  

My next move in this journey was to seek out a personal trainer, Michael. In my first 

meeting with Michael, I am shown going through a typical health screening. My body is 

measured for girth along my legs, neck, chest and stomach. Along my stomach, the tape measure 

will not meet ends. Michael attempts to check my blood pressure and weight. Both attempts are 

thwarted by machinery that cannot handle my body size. Michael suggests that my weight may 

be around 400 lbs, but the only way to know for sure will be to lose weight to the point that my 

weight is readable on the scale. We also discuss my past with working out and my goals for my 

current attempt to lose weight. I express that I want to get down to my "ideal weight." 

In the next section, I go to my doctor's office to meet with Dr. Yeatts. I am weighed, and 

again, the scale cannot measure my weight. For a moment, I shake my head in frustration. Dr. 

Yeatts then quizzes me on my past attempts to lose weight as well as my future goals. Again, I 

state that my goal is to get down to my ideal weight.  

The next section of the film explores my relationship with food.  In voice over narration I 

explain the relationship between food and comfort in my life.  This voice over is juxtaposed with 

both a montage of family videos of the island of Oahu and Hawaiian music.  There are several 

shots of the beaches and waves crashing against the rocks.  The inclusion of these images of 
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Hawaii is meant as a continuation of the previous section of home videos and pictures. It was 

established in that section that I was an active child until my family moved to Texas.  In this 

section, I talk about food and how comforting it became in the years after we moved.  As I got 

older, and heavier, I needed food more and more, but the more food I ate, the heavier I got.  It 

became a vicious cycle that I could not break.  This led me to believe that I would always be this 

way and that I would be alone in life.  That feeling of loneliness permeated my life until I met 

Justine. 

Justine was seen briefly in the picture montage at the beginning of the film, but the next 

section is her real introduction as a character.  She addresses the camera, which I am operating. 

We talk about how we met, her first impressions of me and how she felt about my weight.  She 

ends this section by expressing how important it is that I am trying to do better.  This section 

gives the audience a good introduction to our relationship as well as to Justine as a character in 

the film. 

The next section of the film takes place in Dr. Yeatts’ office as Dr. Yeatts and I discuss 

the diet I will be starting.  On this diet I will eliminate as many sources of sugar as possible, 

including sweet fruits and carbohydrates.  The scene ends as Dr. Yeatts and I agree to meet again 

in two weeks.  Following this appointment, I show Justine all the new vitamins, supplements and 

groceries I have bought. I also try to consume some psyllium husk powder, but struggle to drink 

it without gagging. 

The next sequence of the film begins with me on my way to the recreation center to meet 

with Michael.  As I drive I mention that I have been doing nothing but cardio workouts for the 

previous two weeks and will now be moving up to weight lifting.  The following montage begins 

with a time lapse shot of the sun rising over and continues with several shots of Michael and I 
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working out.  Michael explains how the different exercises I have been doing are affecting the 

inside of my body and how I must take care not to put too much stress on myself. 

The workout montage ends on a shot of me on the treadmill, cooling down from the 

intense weight lifting we have been doing.  I begin speaking in voice over about all the progress I 

am making as I combine Michael’s workout routine with Dr. Yeatts’ diet.  I talk about how much 

better I feel and that over a period of two or three months, I actually lost almost 40 pounds.  As 

Michael and I begin to walk away from the camera, finished with the cool down and workout, I 

begin to talk about how I began to have troubles, despite my success in losing weight. My 

workout pace and feelings of self-consciousness began to come together into a perfect storm of 

anxiety that made me feel very uncomfortable at the gym.  This transitions the film to a short 

montage of shots that I took of myself , video diary style, parked outside of the recreation center 

after a failed workout.  In this moment of crisis, I confide to the camera about my feelings of 

self-doubt and anxiety related to my body.  In this moment of intense self-doubt and anxiety, 

images of my shirtless torso and back flash briefly on screen as well as an image of me, shirtless, 

head in hands.  This sequence serves to illustrate to the audience to the deep sense of shame and 

anxiety that I am feeling in this moment.   

The film then transitions back to a shot of me addressing the camera in my familiar 

narration location, my apartment.  I tell the audience about how my significant progress and 

momentum began to break down.  How the presence of a camera and the pressure of making a 

documentary exacerbated the situation.  I speak passionately about this anxiety and shame and 

how these things drove me to seek comfort in food. 

The camera then jumps into a point of view shot walking through my apartment, now 

dark and empty. The camera walks through the living room and kitchen, into the pantry.  I set the 
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camera down and begin to eat. And eat. And eat.  In voice over, I talk about the seductive, 

comforting nature of food.  I talk of how it calls to me and makes me feel better.  But then the 

voice over begins to transition into nastier expressions of self-hate and punishment.  As the voice 

over transitions, so does the image.  I am now shirtless, in a black void, stuffing myself with 

fried chicken, a hamburger and ice cream.  The more punishing the voice over, the more I eat. 

The section ends on an empty chair and empty table as I say, to myself, “I hate you…I really 

hate you.” The film fades to black for a moment. 

The next image is that of a time-lapse sunrise.  In voice over, I express my 

disappointment in myself and my feeling that I have been selfish.  I cut off the world and left 

unexplored resources around me.  Specifically, I have failed to talk to people in my life that 

could help me with my problems.   

The following sequence in the film is a montage of my mother and Justine as they talk 

about their own battle with their weight.  My mother speaks of the immense pressure her parents 

put on her to be skinny.  Justine talks about the pressure of being a ballerina as a child and how 

that led her to an eating disorder.  Shirley and Justine both become very emotional as they share 

their stories.  This montage is an acknowledgment that my problem does not exist in a vacuum.  

My problems are shared by others around me and those people can be sources of support and 

help.  For the audience, this too should be the case. The montage will also shed more light onto 

Shirley's background and what kind of life experience she brought into parenthood. In the same 

way, the montage will shed light onto Justine's feelings and attitude towards weight problems 

and how that may inform her actions as a supportive partner to me. 

The next image is of me washing my hands in preparation to bake bread from scratch.  

The camera lingers on this moment of me washing my hands; a symbolic image that it is time to 
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move on.  Over the montage of me making and kneading the dough, I begin to talk, in voice 

over, about the emotional realization I have had.  I talk about the amount of time I have spent 

making this film, my time in therapy (something we have not seen in the film, but is introduced 

via voice over in this section) and what I have learned about myself.  I also talks about my new, 

positive steps forward and that these positive steps have begun to show results in the form of 

weight loss. 

The montage then changes to images of me walking outdoors and swimming.  I talk 

about the importance of addressing the root of my weight problem, food for comfort and its 

relationship to my penchant for self-doubt and criticism.  In the final moments of the film, the 

image of me, in my apartment, returns and I address the audience directly.  I talk about how 

much progress I have made physically and emotionally and I also express hope about what will 

come next as I really start to live my life. 

In terms of locations, the film was shot almost entirely in locations around Denton, TX. 

Scenes with Michael were shot at the Pohl Recreation Center on the campus of the University of 

North Texas. Scenes with Dr. Yeatts were shot in her office, Family Medicine. My apartment 

was used extensively during the shoot for discussions with Justine, shots of eating and cooking, 

and voice over. Footage was also shot atop one of UNT's parking garages for the sunrise and 

sunset time lapses. The interviews with my parents were shot at their house in San Antonio, TX.  

Funding 

The film was paid for entirely by myself, using funds from wages, personal savings and 

student loans. Equipment was included as part of my tuition and fees as a graduate student in the 

department of radio, television and film. The total amount of money I have committed to the 

project is $2,365.  Most of that money is dedicated to incidental expenses, travel, and expenses 
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related to film festival submissions and distribution.  A complete budget can be found in 

Appendix C. 

Distribution Possibilities and Audience 

The primary audience for my film is young Americans, aged 18-35, specifically those 

that are overweight or have struggled with their weight in some way.  People who have struggled 

with their weight will find my film of interest because my film depicts a struggle that is at once 

personal and relatable.   

As the film has progressed, I have considered other potential audiences to pursue.  For 

example, because of my interactions with my personal trainer and physician, the film will be of 

interest to medical and other health professionals.  The idea that therapy ended up being a vital 

part of my experience may be of interest to people in the medical field, in particular those that 

work with people who are obese or struggling with their weight. 

Additionally, a significant portion of my film deals with my relationships with my 

parents and my partner, Justine.  Because of this, those that are interested in families, family 

dynamics and the impact of family on life choices may be interested in my film.   

With these audiences in mind, the festival submission strategy for Overcapacity will take 

a multi-pronged approach.  First, I will make a concerted effort to reach medical and health 

professionals through film festivals and series that are focused health, health promotion and 

education.  In particular, the American Public Health Association Film Festival and the Reel 

Health International Health Short Film Festival have stated goals and audiences that I think align 

well with my film.  Also, the National Public Health Week Film Series hosted by the School of 

Public Health at the University of Minnesota is a venue that I look forward to pursuing both 

because of its focus on health as well as its educational setting.     
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In terms of the appeal of my film to those that are interested in families, I would also like 

to submit Overcapacity to the International Family Film Festival and the North Carolina Family 

Film Festival.  Both of these festivals are focused on the importance and impact of family on life. 

I also feel like there is a large potential for my film internationally, in particular in 

Western Europe, New Zealand, Australia and Brazil.  Obesity trends in these areas are similar to 

the United States in that they are rising, particularly with young people. (Want and Lobstein 13)   

Because of this potential audience, I am also looking at submitting my film to the Costa Rica 

International Documentary Film Festival (more for its audience and focus than its location), the 

London International Documentary Film Festival, the Melbourne International Film Festival and 

the International Film Festival for Environment, Health and Culture.  

Finally, because of the universality of the themes of my film and the experiences depicted 

in it, I would also like to approach some more general, documentary focused film festivals as 

well as some more local or regional festivals.  Festivals including Next Frame Film Festival, 

Thin Line Film Festival, Hot Springs Documentary Film Festival, the Dallas Video Fest and the 

Austin Film Festival are all festivals I will be submitting to. A full list of film festivals that I will 

be pursuing can be found in Appendix A. 

In terms of broadcast distribution, I am very interested in approaching PBS about 

including Overcapacity in their series Independent Lens, POV and Next Avenue. Independent 

Lens and POV are both series devoted to documentary that air frequently on PBS.  Next Avenue 

is also a documentary series, but is focused on health related matters for Baby Boomers. My film 

skews younger than their target demographic, but the inclusion of my parents (themselves Baby 

Boomers who have a son who is overweight) and the universality of the themes of my film may 

be of interest to the producers of Next Avenue as well as their audience.   
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One other aspect of the distribution of Overcapacity that will help raise awareness for the 

film is a social media campaign.  I plan to utilize both Facebook and Twitter in my efforts to 

spread the word about the film.  My Facebook presence will be through a fan page 

(http://www.facebook.com/overcapacitydoc) and my Twitter presence will be through a 

dedicated Twitter account (http://www.twitter.com/overcapacitydoc). 

My own personal Twitter account has over 400 followers, a lot of whom are other 

documentary filmmakers or film bloggers. This is not a large amount of followers, but an 

audience that could be crucial to helping me get the word out about my film.  By harnessing this 

Twitter audience I will be able to attract followers to the Overcapacity Twitter and Facebook 

accounts.  In addition to spreading the word through my own personal accounts, I have included 

links to the Facebook page, Twitter account and a hashtag (#overcapacity) in the credits of my 

film.  Ideally, people will see this information and seek out the film via social media. 

In terms of content for these outlets, I will use them to announce screenings, film festival 

acceptances, broadcast dates and other news related to the film.  Additionally, these outlets will 

be a useful way to share news with my audience that relates to weight loss and health as well as 

the continuation of my journey. 

Goals of the Production 

When I set out to make this documentary, my main goal was to make a self-reflexive, 

personal journey film that would explore my history with weight gain and document the process 

by which I would effect a lifestyle change that would result in weight loss.  The lifestyle change 

I was looking for was one in which I would adopt healthy eating and exercise habits.  My hope 

was that I would lose a dramatic amount of weight in a way that was healthy and would be 

sustainable over time. 

http://www.facebook.com/overcapacity
http://www.twitter.com/overcapacitydoc
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The part of this process that I did not anticipate was the emotional toll this would all take 

on me.  As I tried and failed, several times, to make this lifestyle change, it became clear to me 

that determination and the willingness to make good choices were not going to be enough.  I 

needed to find a way to cope with setbacks in a way that was healthy.   

I discovered that my main coping mechanism is to eat.  Food comforts me, but as a 

coping mechanism, it is not very healthy.  Another unhealthy urge I have when faced with a 

setback is isolation.  I withdraw from the problem and isolate myself from those who might 

question me about it.  These urges to eat for comfort and isolate became a major problem.  

Eventually, I recognized this pattern for what it was and decided that I needed to address it 

within the film.  Indeed, this was the very struggle I needed to relate to the audience.  I then 

refocused the film on my history with my weight, depicting my attempt to lose weight through 

diet and exercise, the resultant struggle that I faced and, finally, how I now deal with that 

struggle in a way that is much healthier than what I was doing before. 
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RECONCEPTUALIZATION BEFORE PRODUCTION 

As stated previously, the production of the film deviated greatly from the original 

prospectus. The original conception of the film was that of a personal journey that would follow 

my efforts to lose weight and be healthy. As I struggled with this, the film then began to 

document my physical and emotional journey. 

There were times during the pre-production of Overcapacity that I was asked the 

question, "What if you don't lose any weight?" This question was always met with the answer, 

"The film will be about not losing weight." In essence, the plan was that a film in which I failed 

to meet my health goals would be just as compelling as a film in which I was able to lose weight.  

However, the emotional reality of this eventuality was not something I fully considered and is an 

area that should have been focused on and planned for more.  In short, there was very little 

reconceptualization during pre-production and this turned out to be a problem. 
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INTEGRATION OF THEORY AND PRODUCTION 

Overcapacity is a self-reflexive, personal journey film that explores my history with my 

weight, my attempt to effect a lifestyle change and the way I have come to cope with the 

resultant emotional stress.  As such, there are various theoretical aspects to consider when 

looking at the film from a scholarly perspective. In this section I will explore the following 

theoretical areas: 1) Self-reflexivity and the performative mode, 2) ethical considerations of the 

autobiographical documentary, 3) functions of the autobiographical documentary, 4) the film's 

relationship to a textual cousin, The Biggest Loser, and 5) how my film incorporates the  female 

experience in health and weight loss. 

Documentary Style 

Bill Nichols has theorized six modes documentaries can work within. The modes are 

poetic, expository, observational, interactive, reflexive, and performative. Overcapacity is 

primarily a reflexive film that also makes use of the performative mode.   

What does it mean to be reflexive? Reflexivity can be incidental, such as the inclusion of 

a glimpse of the camera crew in a mirror, or can be an integral part of the production of the film.  

For a film to be truly reflexive, Jay Ruby writes that it needs to, "structure a product in such a 

way that the audience assumes that the producer, the process of making, and the product are a 

coherent whole.  Not only is an audience made aware of these relationships but they are made to 

realize the necessity of that knowledge" (4). 

One of the first truly reflexive documentaries to be made was Dziga Vertov's Man With a 

Movie Camera (1929).  Vertov's film depicts a cameraman going about his day, filming various 

aspects of life in the Soviet Union.  That the film is about the process of making movies is, in 

and of itself, reflexive because it is indeed about the process by which films are made.  In 
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particular, the film also includes a moment that depicts the editor of Man With a Movie Camera, 

Yelizaveta Svilova, on camera, editing the very film the audience is watching.  This moment is 

essential to the film's reflexivity because Vertov is giving the audience an idea of the producers, 

process and product.  Vertov's goal with the film was to force the audience to question the ideas 

they were being presented with.  "Vertov argued that the role of film in a revolutionary society 

should be to raise the consciousness of the audience by creating a film form which caused them 

to see the world in terms of a dialectical materialism" (Ruby 7).  He wanted the audience to 

question the meaning being made by films and to think critically about the stories they were 

being told, which, for me, is one of the essential reasons to include at least some reflexive 

elements in a documentary film.  By calling attention to the filmmaking process and expressing 

some of the consequences of that process, a filmmaker can include the audience in the process of 

decoding meaning in the film.   

A more recent example of a film that is reflexive and also personal is Alan Berliner's film 

Wide Awake (2006).  Berliner is a documentary filmmaker and artist who suffers from insomnia.  

His film is about his history with insomnia, the impact it has had on his family and his efforts to 

find a cure or solution to his sleeping problem. The film is deeply personal.  Berliner goes to 

great lengths to introduce the various facets of himself to the audience.  We are introduced to 

him as a filmmaker when he takes us on a tour of his studio and vast collection of archival film 

footage, which he uses in the film.  He also introduces us to his wife, mother, sister and son.  In 

the film, Berliner includes all of these people so he can illustrate for the audience how his 

insomnia effects everyone in his life.  But these moments play another important role as well.  

By including all of this personal information, Berliner is giving us a better understanding of who 

he is and thus, how he sees the world.  Jay Ruby writes, "Some filmmakers, like other symbol 
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producers in our culture, are beginning to feel the need to inform their audiences about who they 

are and how their identities may affect their films" (Ruby 5).  In these instances then, reflexivity 

is important because it gives the audience some insight into the process by which they are being 

told stories and, in the case of a personal film, gives the audience an idea of who the producer is 

and how he or she sees the world. 

Overcapacity is reflexive in several ways, in particular, the construction of the journey as 

a film, the mention of the consequences of the filmmaking process on my journey, and also the 

particular way in which I employ the performative mode.   

In one of the first moments in the film my father looks at a childhood picture of me 

performing a hula dance and laughs.  In our exchange about the picture, he realizes that the 

camera is turned on and I am recording.  He asks me, "Are you recording?" I respond, "I have 

been." My mother, surprised, says, "Oh! You're kidding!" This is the first moment of the film 

and immediately I am drawing attention to the filmmaking process.  Not only are my parents and 

I discussing it, but my voice is coming from behind the camera as I speak to them, an indication 

to the audience that I am operating the camera.  They are looking straight into the camera, at me.  

The film then transitions to my opening narration in which I discuss my weight problem and then 

say, "So I decided, let's do something about this, let's make a change."  In these moments I am 

deliberately constructing this film as a journey, by the filmmaker, to lose weight.  The inclusion 

of home videos, childhood pictures and interviews with my parents and partner, Justine, are all 

included as a way of letting the audience get to know me and who I am.   

As I got deeper into production of the film and began to really have problems, I found 

that my sense of struggle and failure were magnified by the idea of the film itself.  This was not 

just a journey I was going on for myself, to seek personal growth and improvement, but it was 
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also a journey I was filming for the purpose of making public.  These magnified feelings 

ultimately exacerbated the entire situation and how I reacted to it.  I make this explicit to the 

audience when I talk about my sense of failure and say, "I'm the one that started this, I'm the one 

that said that this is what I wanted to do.  You know, a lifestyle change for anybody would be 

difficult...but I chose to film mine, I chose to make it a very public thing that I was going to do.  

And the moment I started to not do well at that, stress and anxiety built on top of stress and 

anxiety."  

This moment is a part of the "Fallout" section of the film.  Fallout is a term my editor and 

I started using to describe the section of the film in which I display my use of food for comfort 

by binge eating on camera and then employ a self-punishing voice over to depict how bad my 

feelings of self-hatred can get.  This is also a moment in the film when I employ the performative 

mode of documentary. The film steps out of the literal and into something more subjective. Bill 

Nichols writes of the performative mode,  

Meaning is clearly a subjective, affect-laden phenomenon...Experience and memory, 
emotional involvement, questions of value and belief, commitment and principle all enter 
into our understanding of those aspects of the world...Performative documentary 
underscores the complexity of our knowledge of the world by emphasizing its subjective 
and affective dimensions. (131) 
 
In this section I first talk to the audience about how I began to really struggle with eating 

well and working out and how that struggle spiraled out of control.  I film myself binge eating in 

my pantry and, in voice over, tell the audience how much food comforts me.  The footage then 

transitions to me, in a black void, eating a hamburger, fried chicken and ice cream.  As the 

footage transitions, so too does the narration.  It gets nastier and nastier the more I eat, eventually 

ending with me saying, to myself, "I hate you. I really hate you." This is the only time in the 
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narration of the film that I stop addressing the audience and instead address myself.  These 

moments are both performative and reflexive. 

There is a moment when the camera is being walked through my empty, dark apartment.  

It travels through the living room, into the kitchen and then into the pantry where it is set down 

and auto-focusses on a potato.  It is a shot like nothing else in the film.  The binge eating in my 

pantry is followed by the shots of me eating in a black void.  In a film that has presented footage 

that is exclusively observational, archival or interview based, this section calls into question the 

filmmaking process. Why is the camera here?  How has any of this come to be filmed?  

Obviously, the answer is that I constructed these moments in an effort to represent the subjective 

experience of my state of mind.  While not meant to be a recreation of actual events, this section 

is a representation of what has happened in real life as well as in my head.   

This is all a part of what Stella Bruzzi calls the "constructedness of all documentary 

films" (164).  What sets performative and reflexive documentary films apart from those that 

eschew the consequences of the filmmaking process is that acknowledgement and how it 

contributes to the way the audience interprets meaning.  Bruzzi writes, "What author-performer-

based documentaries reiterate are the twin notions that a documentary is its own document and 

that the interventionist documentary filmmaker is a fluid entity defined and redefined by every 

context in which he or she appears.  The author-performer is thereby one constituent of a film's 

ongoing dialectical analysis" (164).  In Overcapacity I am the "author-performer" and my story 

and I are being defined by the various contexts I present.  I felt the only way to truly give the 

audience an idea of the emotional turmoil I was feeling was to create these moments for the film.  

They were not something I felt I could adequately capture in the moment with a film crew 

present.   
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Ethical Implications of the Autobiographical Documentary 

The idea of using documentary film as an autobiographical exercise is one that can be 

explored from many different perspectives.  In particular for this discussion, I would like to 

examine the inclusion of my family in Overcapacity and the ethical questions this raises.  In 

particular, the involvement family dynamics play in the process of gaining consent and the role I 

must play, as the family member filmmaker, in determining if I have acted in an ethical way. 

Autobiographical documentary film is nothing new.  One of the first films ever made, 

Baby's Meal (1895) consists of one shot of Andree Lumiere and his wife as they feed their baby 

a meal.  The film was shot by the other Lumiere brother, Luis.  The rise of the type of 

autobiographical discussion that is germane to this discussion came about 60 years later.  The 

social upheaval and questioning of values that began in the 1960s combined with the availability 

of lightweight cameras and sound synch technology led to the growth of family documentaries in 

the 1960s and 1970s (Katz 328). 

Films like Nana, Mom, and Me (1974) by Amalie Rothschild and Sherman's March 

(1985) by Ross McElwee are prime examples.  In Nana, Mom, and Me, Rothschild, as director 

and participant, films her mother and grandmother in an effort to better understand her family 

and her identity as a woman. Sherman's March is a bit different because, aside from his inclusion 

of family members, McElwee also includes friends and potential lovers in his film which is, 

among other things, a quest to find love in the south.  Both Rothschild and McElwee use the 

filmmaking process and experience as a way to explore themselves and their past as well as learn 

something new and develop as human beings. 
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What consideration, then, do documentary filmmakers owe to their friends and family 

members when making the decision to film them?  John Stuart Katz offers up four characteristics 

of family films to consider. 

(1) an emotional involvement of the filmmaker with the subject of the film; (2) the 
subject's willingness to talk openly, intimately, and unselfconsciously with the 
filmmaker; (3) the unlikelihood that the subject would have consented to the making of 
the film had the filmmaker not been a family member; and, of course, (4) family 
membership on the part of the filmmaker. (328) 
 
In Overcapacity I talk with my mother and father as well as my partner, Justine.  Taking 

Katz's four characteristics one by one, an emotional involvement on the part of the filmmaker 

with the subject of the film is a given.  I am the subject of the film, but so too are my parents and 

Justine.  In this film they function as supporting players.   

Justine, in particular, was very willing to be a part of the film.  My parents were willing, 

but with reservations.  They expressed to me concerns that I would make a film that, in essence, 

blamed them for my obesity.  I assured them that this was not the case.  I believe my family 

history plays a role in my weight, but that role is dwarfed by personal responsibility and life 

choices.  I expressed this feeling to them and they consented to participate in the film.  We also 

discussed the very likely eventuality that regardless of my representation of them in the film, 

people would see that they are obese and that I am obese and make the conclusion for themselves 

that my parents are at fault.  They were very aware that this was a possibility, were comfortable 

with it and did not necessarily disagree with the sentiment.  Their main concern was that I would 

adequately represent the role of my own choices in my obesity. 

Katz's third consideration, the role of family dynamics in consent, is the consideration 

most fraught with ethical complications.  In his landmark essay on documentary ethics Calvin 

Pryluck uses the scientific tradition to define informed consent as requiring three criteria, "1) It 
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was made under conditions that were free of coercion and deception, 2) with full knowledge of 

the procedure and anticipated effects, 3) by someone competent to consent" (25). 

I feel that I am on solid ethical ground with both the first and second criteria.  I was very 

honest with my parents and Justine about what my film was about and what I anticipated their 

role to be in the film.  Furthermore, I have been making films and in particular documentaries, 

for some time now and, as a result, both my parents and Justine have become very familiar with 

the process of making these films.  They have witnessed me spend weeks or months gathering 

footage to then spend weeks or months culling through that footage to create a completed film.  

We have even had discussions about footage I did not include in the final versions of my films, 

but that I showed to them, because I thought it was interesting.   

While I believe I have acted ethically, the third criterion of informed consent is one I 

believe warrants more discussion.  While my parents and Justine are inarguably competent to 

grant consent, to what degree does my status as a son or partner compel them to give consent?  

As my parents' son, do they feel compelled to say yes because they wish for me to succeed or 

because they feel they owe me this favor?  Does Justine feel the need to share intimate details 

about her past because she feels to not do so would damage our relationship?  As Katz puts it, 

"The subjects, in order to comply with the family member filmmaker's wishes will likely grant 

him or her more leeway than they would a stranger" (335-336).  Because of our relationship, 

they are at a diminished power position than if they were dealing with a stranger requesting their 

cooperation in a film.  Margaret Mead once said that, "The more powerless the subject is, per se, 

the more the question of ethics-and power-is raised" (quoted in Pryluck 25). 

What is a family member filmmaker to do when they want to include family members in 

their film?  This question relates to Katz's fourth characteristic, the fact that the filmmaker is also 
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a family member and how that family membership affects their decision making.  Because I 

know the power dynamic is at an imbalance in this situation, but I have also deemed it necessary 

to involve my family in the film, I must take extra steps to ensure that I am acting honestly and 

representing my family fairly.  I am consciously avoiding the use of the word "protect" here 

because I feel that protection is inherently different than being honest or creating a fair 

representation. Protection could potentially include misrepresentation in an effort to shield 

family members from the negative feelings of the audience.   

"A family film documentarian has ethical responsibilities to four masters: him-or-herself, 

his or her audience, his or her profession, and his or her subjects" (Katz 339). When the subjects 

of the film are family members, which of these masters is most important? This is an impossible 

question for me to answer.  Instead, I choose to see them as competing interests that I must do 

my best to satisfy in the making of the film; a scale that must be balanced in order for the film to 

be a valid exercise.  The film must satisfy myself (it does) as well as the audience, the subjects of 

the film and the profession at large.  I have tried my best to include these various stakeholders in 

my ethical decision making.  Justine was able to see the film in its various versions as it 

progressed.  My parents have also seen a cut of the film and have expressed their approval of 

their representation.  While helpful, this after-the-fact approval is not full proof as the subjects of 

documentaries may not be the best judge of how they have been represented.  As Pryluck points 

out, documentary subjects asked to evaluate their own representation may "become so entranced 

with their images that they are unable to consider the implications of the persona on the screen.  

The filmmaker's best guess on the potential effects of the film and particular scenes must be part 

of truly informed consent" (28).  Finally, I have also included the input and advice of a third 

party in the making of my film.  My editor, Libia, does not know my family and is only an 



37 

acquaintance of Justine.  In some ways, in addition to her status as a member of the documentary 

profession, my editor also functioned as a proxy for how the audience would feel about my 

family as characters in the film.  Libia was able to view all of the footage I shot and then help me 

select the moments that best represented my family, their story and how I feel about them.  

Ultimately, it will be up to the documentary community and the audiences of my film to make 

the final evaluation as to whether I have acted in an ethical manner.   

Functions of the Autobiographical Documentary 

As discussed earlier, autobiographical documentaries can be used as a way to explore 

family history as well as explore one's self.  In this section I discuss my use of my film as a form 

of self-therapy, and as a part of that exercise, my use of home movies and pictures as archival 

material.   

As mentioned previously, films like Nana, Mom, and Me (1974) and Wide Awake (2006) 

act as a way for the filmmakers making the film to seek some kind of emotional understanding 

about their family and their history.  Amalie Rothschild is trying to understand what it means for 

her to be a woman within the context of her familial relationships with her mother and 

grandmother.  Alan Berliner is grappling with the physical and psychological implications of his 

insomnia, trying to understand why it happens as well as how to fix it.  One could argue that the 

making of the film in these instances is paramount to the greater understanding the filmmakers 

reach by the end of the film.  The film itself is the process by which they heal or at least try to 

heal. 

Films of this nature have become more and more prevalent.  Comparing the rise of self-

therapy documentaries to the advent of reality TV, web blogs and social networking, Paul Arthur 

writes, "Without belaboring analogies to a spectrum of confessional discourses that saturate our 
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cultural landscape, self-therapy documentaries have blossomed in a climate in which agonizing 

first-person revelations are valorized as hip, normative entertainment" (873). 

Arthur goes on to outline the structure these films take.  I would like to take each part of 

his outlined structure, one at a time, and explore how my film operates in relationship to his 

outline.  First there is "an initial statement regarding the director's unhappiness..." (874). 

Certainly, my film begins with my presentation of my obesity as a problem I would like to 

resolve. 

Next, "Biographical information in the form of childhood pictures or spoken memories 

specifies the origins of dysfunction" (Arthur 874). Home movies and family photos are a kind of 

staple of personal, autobiographical films and I use them extensively in my film.  Efren Cuevas 

discusses four strategies for using home movies as archive.  For this discussion, I highlight two, 

naturalization and contradiction. 

In Overcapacity I present home movies and family photos as a way of illustrating my 

personal and family history.  This use is what Cuevas would call naturalization, "home movies 

shot by some relative one or two generations older, with the contemporary filmmaker serving as 

intermediary between the family footage and the viewing public" (Cuevas 20). This is precisely 

how I have used some of the home videos in my film.  The footage of me doing a hula dance and 

pictures of me growing up were shot by other members of my family and exist in the film 

because I, as the filmmaker, have decided to use them to tell the story of a child who was at one 

time healthy and then grew into an overweight adolescent and eventually an obese adult.  I have 

neither changed the meaning nor the context of these videos and pictures, other than to 

incorporate them into the story.   
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Next in Arthur’s outline is the second act, in which the filmmaker “undertakes a journey 

in which the (ostensible) subject is confronted and a succession of strained interactions takes 

place” (874). Indeed, in the second act of my film I begin to visit Michael, my personal trainer 

and Dr. Yeatts, my physician.  It is also in this section of the film that I employ the use of a 

montage to depict my efforts to work out.   

This is also the section of the film Justine and my mother share their painful stories of 

struggling with their weight and in which my use of archival material shifts into what Cuevas 

refers to as contradiction.  Contradiction happens when "the main text destabilizes the meaning 

of the original archive incorporated, exposing its supposed truth claim or adding new context that 

fills it out with supplementary meanings" (Cuevas 23).  The pictures of Justine in her ballet 

outfits and my mother as a child and then at her wedding illustrate the time period being 

addressed and also act as a kind of counterpoint.  These images of a young Justine engaged in 

ballet, an activity she loved, were captured with the intent of solidifying a happy memory for her 

and her family.  In the same way also, the images of my mother's childhood and marriage were 

captured as a means of preserving memory of the occasion.  These are happy images, but I have 

recontextualized them.  By juxtaposing images of Justine in her ballerina outfits with her story of 

an eating disorder as a direct result of pressure she felt from her involvement in ballet, I have 

used the images to illustrate something they were not intended to illustrate.  Rather than a purely 

happy memory of a time now past, they are a reminder of the harm this period in her life caused.  

The same could be said of the images of my mother, particularly the pictures of her at her 

wedding to my father.  At one point my mother begins to cry as she recalls the pressure she felt 

from her mother to be thin.  In this moment, I cut from the image of my mother crying to an 

image of my mother in her wedding dress, then an image of her with my father, in his suit and 
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finally to an image of her with my grandmother, my mother smiling and looking sideways at her.  

Again, pictures taken a wedding are to preserve happy memories.  Here, I have used them to 

illustrate the complicated relationship my mother had with my grandmother.   

The final phase of Paul Arthur’s outline of a self-therapy documentary is a closing 

chapter which is “highlighted by assertions of greater understanding and, frequently, affirmations 

that the dramatized “breakthrough” is salutary for both filmmaker and viewer” (874-875). My 

film definitely concludes with statements about what I have learned and how I plan to move 

forward on my journey.  While I do not claim within the text of the film that my “breakthrough” 

will be meaningful for the audience, it is inherent in the existence of the film production that I 

think so.   

Self-therapy documentaries are surely not immune to claims of narcissism, something 

Arthur clearly believes.  Engaging in a self-therapy documentary is a risky proposition, fraught 

with numerous ethical concerns and the potential to do great harm to one’s self, family and 

friends.  On the other hand, I have found the experience to be both painful and cathartic.  I ended 

up having to seek actual therapy to find some kind of emotional realization, a fact I make clear in 

the closing narration of the film.  That I did not include or even shoot footage of this therapy was 

a decision I felt I must make to aid my personal development.  As much as the exercise of the 

film itself was not enough to bring about the change in my life I needed, it was an integral part of 

the process.        

Overcapacity and The Biggest Loser 

In 2004, NBC began airing a reality TV show called The Biggest Loser (2004-).  On the 

show, seven obese men and seven obese women are split into two teams and begin a competition 

that consists of working with dietitians, doctors and personal trainers while living on a ranch, 
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isolated from their friends, family and daily routine. The contestants face various challenges, 

including physical, exercise related challenges and mental, willpower related challenges in which 

they are offered high calorie food options.  Each week the contestants vote one of their own off 

the show.  The winner of the competition, generally the contestant who has lost the most weight, 

wins a $250,000 prize. 

The Biggest Loser sits at a kind of crossroads between makeover reality TV shows like 

What Not To Wear (2003-) and Queer Eye for the Straight Guy (2003-2007) and other 

competition based reality shows like Survivor (2000-) and Big Brother (2000-) in that it is about 

the improvement of one's self while also functioning as a competition based show that cuts 

people off from their daily lives for a prescribed period of time.  In both regards the show is quite 

problematic in its depiction of obese people as well as diet, exercise and weight loss.   

In terms of its depiction of obese people, there is a heavy correlation on the show 

between obesity and laziness as well as weight loss and willpower.  "The association between 

fat, laziness and the need to develop willpower is constantly repeated through The Biggest Loser.  

The opening montage's text challenges, 'Do you have the willpower?' and each episode tests 

constants' wills through the show's challenges (competitions of physical endurance) and its 

temptations (trials of psychological commitment)" (Sender and Sullivan 580).  This is not lost on 

the audience.  In 2008, Katherine Sender and Margaret Sullivan conducted a reception study on 

the U.S. version of The Biggest Loser. They found that many of their respondents reacted 

positively to the show's focus on obesity, laziness and willpower, expressing agreement and 

approval of the message that the obese need to work hard to change (Sullivan and Sender 580). 

While the idea that one must work hard to change is not incorrect this attitude also 

unfortunately reinforces the idea that obese people are just lazy individuals who need only to 
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work hard in order to find weight loss success.  "Most audience members left intact assumptions 

that the obese body represents the failure of will in a culture in which self-direction and choice 

are paramount, and a failure of self-esteem where confidence is fundamental to that self-direction 

and choice" (Sender and Sullivan 582). 

What the show fails to represent is the extended emotional struggle that comes along with 

weight loss.  While Overcapacity certainly shows me working hard and sweating with my 

personal trainer in an effort to lose weight, I also acknowledge and even make explicit the idea 

that this is not just a physical battle, but an emotional one as well.  I tried, very hard, to utilize 

my strength of character and willpower to make all the right decisions.  What I found out and 

have conveyed in my film, is that willpower is not enough.  One also has to address the root 

causes of weight gain as well as find a healthy way to deal with inevitable setbacks, which will 

continue, even after one's desired weight goal is reached.  At one point, towards the end of the 

film, I express the realities of trying to make healthy decisions every day.  I say, "I'm not always 

going to succeed at that.  There are going to be days when I'm going to over eat, when I'm going 

to eat to feel better. And I've found that for me, my biggest challenge, is to make a mistake like 

that and just move on."  The Biggest Loser presents weight loss as a finite problem that can be 

solved in one fell swoop, not the ongoing struggle that it is. 

Contestants on The Biggest Loser spend many hours per day engaged in exercise.  There 

are numerous montages of the contestants working out, being pushed to their limits by their 

personal trainers.  A large portion of the show also takes place while the contestants are living on 

a ranch, far away from their daily responsibilities and normal life.  This large amount of exercise 

combined with a diet prescribed to them by a doctor results in contestants shedding large, 

seemingly unhealthy amounts of weight per week, especially given that the CDC's website 
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recommends that no more than 1-2 pounds of weight be lost per week.  This depiction of 

isolation as a means to lose weight in concert with the many hours per day spent in the gym are 

not realistic depictions of the realities of trying to lose weight.  Both Sender and Sullivan's 

reception study respondents as well as respondents of a similar reception study conducted on the 

Australian version of The Biggest Loser agreed that the depiction of weight loss methods on 

display were not realistic or healthy (Sender and Sullivan 579) (Thomas, Hyde, and 

Kommesaroff 212-213).  Indeed, "The Biggest Loser's emphasis on the value of losing weight for 

health reasons is thus contradicted by its televised methods, in which the political and visual 

economics of television production demand quick and simplistic solutions to complex problems 

of the self" (Sender and Sullivan 579). 

One of the things I attempted to do differently in my film was depict an average person, 

myself, trying to do this in 'real life.'  I did not go to a ranch for three months, nor did I have a 

camera crew, personal trainer, dietician and doctor monitoring me 24 hours per day.  Rather, I 

attempted to integrate my weight loss efforts (exercise, healthy eating, and eventually therapy) 

into my daily life.  This is the real challenge to effecting a lifestyle change.   

While a show like The Biggest Loser may provide some motivation to those looking to 

lose weight or insight into the world of the obese for those who have not had this particular 

struggle, it ultimately does more harm than good.  The show sets up an unrealistic situation and 

then depicts unhealthy exercise behaviors which in turn result in an unhealthy amount of weight 

loss given the time frame.  What I have tried to do is show a more realistic version of what a 

person has to do to effect a lifestyle change and make long lasting progress towards their health 

goals. 
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Overcapacity and the Female Experience 

The female experience as it relates to weight loss is a huge area of study, one that many 

films and academic papers have and could be devoted to.  What I present in Overcapacity is the 

parental and societal pressure to be thin that many young women are subjected to as well as the 

effect that can have on a person.   

Eating disorders have been the subject, or at least included, in a myriad of TV shows and 

movies, both fiction and documentary.  One of the more well-known documentaries on the 

subject, Thin (2006) was directed by Lauren Greenfield and was originally aired on HBO.  The 

film depicts women who live in a residential treatment facility and are dealing with eating 

disorders.  The film focuses on their personal stories, the dynamics of the group living in the 

facility, and how those group dynamics affect the treatment they all receive.  The women in the 

film cite familial pressure as well as pressure from others in their lives as sources of their 

disordered eating.  

Eating disorders, specifically anorexia nervosa and bulimia nervosa, are most common 

among young women in their mid to late teens, although incidences among young men are well 

documented (Hoek and Van Hoeken 388).  Both disorders are “united by a distinctive core 

psychopathology, which is essentially the same in female and male individuals; patients over 

evaluate their shape and weight…patients with anorexia nervosa or bulimia nervosa judge their 

self-worth largely, or even exclusively, in terms of their shape and weight and their ability to 

control them” (Fairburn and Harrison 407).   

In my film, both my mother and Justine speak about the immense pressure they felt to 

look a certain way, to be thin.  The pressure my mother felt came from my grandmother and 

grandfather.  They constantly commented on her weight, urged her to exercise more and put her 
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on numerous diets.  For Justine, the pressure she felt came from her experiences as a ballerina.  

Justine began participating in ballet at the age of three and was displaying disordered eating 

patterns by the age of nine.  They both express the pressure they felt over the way others 

perceived their shape and weight.  For my mother, this never manifested itself in an eating 

disorder; at least not that she has shared with me.  For Justine, it did.   

Both of their experiences speak in part to the larger experiences of women in this area.  

Parental modeling of the importance of thinness as well as comments by parents about their 

children’s weight has been shown to increase the risk of eating disorders among young women 

(Mussel, Binford, and Fulkerson 770).  Similarly, organized activities like sports and ballet that 

place an importance on being thin have also been shown to increase this risk among young 

women (Mussel, Binford, and Fulkerson 769). 

The role my mother and Justine play in the film is that of potential support system.  For 

most of the time depicted in the film I internalized my struggle and made it a very solitary 

experience.  As I have mentioned, one of my main coping mechanisms for dealing with stress 

and anxiety is to isolate myself from the problem and from those who will challenge me.  It was 

only late into the production of the film that I realized the great resource I had in my mother and 

Justine.  As people who have struggled their entire lives with their weight, they are in a position 

to offer support and advice to me, and vice versa.   

Review of Additional Texts Reviewed for Research 

Documentary Films 

Several documentaries served as inspiration to Overcapacity. I have already written at 

length about some of these films, such as Wide Awake (2006), Nana, Mom, and Me (1974) and 

Sherman’s March (1985).  Another film that I drew a lot of inspiration from was Mark 
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Moskowitz’s film, Stone Reader (2002).  In the film, Mark Moskowitz, goes on a journey to find 

Dow Mossman, the author of a book Moskowitz dearly loves called The Stones of Summer. 

Mark Moskowtiz is primarily a commercial filmmaker who makes political commercials.  

In the 1970s he purchased a book called The Stones of Summer by Dow Mossman.  He did not 

end up reading the book until the late 1990s.  He immediately fell in love with the book and 

wanted to read more by the author.  He tried to find more books by Mossman, only to find out 

that there are none.  It turns out that Dow Mossman is part of a trend of authors who write one 

culturally significant book and then never write again.  Mark Moskowitz ended up making this 

film about his search for Dow Mossman and also the reason for this trend of one-book writers.  

Moskowitz interviews people who knew Mossman in the 1970s when the book was written as 

well as book reviewers and scholars.  He also uses the film to explore his love of books and 

reflect on what books have meant to him in his life. 

It was Moskowitz’s quiet, reflective narration that served as inspiration for my own 

reflective moments in Overcapacity.  Moskowitz’s film at times abandons the narrative to pause 

and ponder the relationship between himself and his books.  He is a voracious reader who looks 

fondly at his time spent reading, but he also questions whether his reading gets in the way of his 

familial relationships.  The reflections do not advance the narrative of finding Dow Mossman or 

understanding why some authors only write one book, but they develop Moskovitz as a character 

in a way that is vitally important to the film.  Without his point of view and passion for books, 

the film would be a standard private eye story.  His reflections elevate the film to something 

more.  The reflective moments in Overcapacity do not abandon the narrative, but they do serve 

to develop me as a character and illustrate my worldview.   



47 

Literature 

When I entered therapy, one of the first things my therapist did was recommend to me a 

book called Fat is a Family Affair by Judi Hollis.  The book is a self-help type book that goes 

into Dr. Hollis’ philosophy and personal experiences with weight gain and loss, both personally 

and professionally as a psychologist who works with obese individuals.  This booked helped me 

come to grips with some of the psychological aspects of my struggle with weight.  In particular, 

two moments at the beginning of the book helped inform how I refocused the film on my use of 

food for comfort as well as the relationship between that use and my feelings of anxiety, 

helplessness and self-doubt.  In the book, Hollis writes of her own struggle, “It was a roller 

coaster: gaining, losing, bingeing, abstaining, examining, ignoring, and ultimately, eating” (3).  

Just a page later, she writes, “The stronger the façade I projected, the more I kept falling apart.  

Only one thing kept me strong enough to keep up the front-food” (Hollis 4).  These two moments 

were almost exact articulations of the experiences I had been going through before entering 

therapy, and they were expressed not by someone I knew or who was familiar with my story, but 

by a complete stranger.  It was then that I realized just how common my story was.  The 

commonality of my struggle with obesity had, until this point, been abstract and academic.  This 

book brought that commonality into stark relief for me.  The rest of the book goes into people’s 

relationship to food and others, and how those relationships can become co-mingled.  The book 

also makes the argument for treating eating as an addiction and using the tools of recovery to 

cope.   
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PRODUCTION 

Overview 

The production of Overcapacity was definitely what one would call challenging and 

unconventional.  The production of the film, in particular the observational style footage of 

working with a personal trainer and doctor, was supposed to have taken place over a nine to 

twelve month time span. The idea was that this would be enough time for me to adapt to a new 

lifestyle and routine while also allowing enough time for that lifestyle to show some results.  In 

short, I wanted to film for just long enough to document the lifestyle change and show what 

would hopefully be dramatic weight loss. This is not what happened. 

Instead, the production of the film became tied to my success or failure.  When I was 

doing well with working out and eating right, the film made lots of progress, when I was 

suffering and struggling, so too was the film. Eventually, I became acutely aware of this 

phenomenon and that it had become a cycle. Rather than try to ignore this or work against it, I 

realized that the film would have to acknowledge this on at least some level. This 

acknowledgement could potentially have spiraled the film into a rabbit hole of self-reflexivity, 

but instead it allowed me to find a true narrative arc for the film and thus concentrate production 

towards that arc. 

On the other hand, the other portion of the film that dealt with interviews with my parents 

and partner, Justine, as well as the gathering of home videos and pictures went basically as 

planned.  I ended up using two different interviews for both my parents and Justine.  Overall, I 

assembled over 20 hours of observational footage, interviews and archival material. 

Schedule 

As stated, the original intent was to shoot for nine to twelve months beginning in the 
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spring of 2009.  Final production of the film did not finish until the summer of 2012.  Over that 

time span, I engaged in several different shoots and phases of production, with post-production 

overlapping significantly. 

The first interview with my parents happened in March of 2009. I travelled to their house 

in San Antonio to shoot the interview. This first interview consisted mainly of my parents going 

through and talking about photos of me as a child.  They also talked about my family's time in 

Hawaii, the move to Texas and how that impacted my weight. 

  A few days later, back in Denton, my camera operator and I shot the first meeting 

between Michael and myself at the Pohl Recreation Center at the University of North Texas.  

This first meeting was a health checkup in which my weight, blood pressure and girth 

measurements were taken.  Michael also had me walk a mile on the treadmill and asked me lots 

of questions about my history with my weight.  Over the next three months, Michael and I would 

meet several times, many of them filmed.  These visits were primarily opportunities for Michael 

to teach me how to work out and to explain what these workouts would do to my body.  

Production with Michael continued through June of 2009. 

In July of 2009 I secured permission to shoot doctor visits with Dr. Yeatts at her practice, 

Family Medicine.  These visits typically consisted of weigh-ins, discussions about progress and 

ideas for how I could begin to eat better, including the diet I tried out.  Those visits continued 

through December of 2009.  

It was during this period that I also filmed my first interview with Justine. This interview 

took place in the living room of our apartment. The interview covered how we first met, her 

thoughts upon meeting me and the impact of my health on Justine and our relationship overall. 
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In early 2010 I shot an additional interview with my parents in their home in San 

Antonio. It was in this interview that my mother shared her story of her struggle with weight and 

the way her parents pressured her.  Soon after this interview, I shot an additional interview with 

Justine in which she shared her history with eating disorders and her continued struggle to keep 

her weight under control.   

Throughout this period, I gathered a significant amount of archival footage including 

home videos and pictures.  All of the home videos were on VHS tapes and needed to be 

converted to digital files.  The pictures were also all physical prints and needed to be scanned 

into a computer so they could be manipulated digitally.   

I also spent some time during this period shooting video diaries. Only one of these ended 

up in the film. It is the footage of me breaking down emotionally in my car after a failed 

workout.  Only one of these video diaries was used, but several were shot. 

Throughout 2011 and into the beginning of 2012, I made several attempts to shoot the 

type of material I knew I needed to capture the essence of the struggle I was facing.  Trying to 

convey to the audience the level of self-doubt and even hatred one feels when struggling with 

their weight proved to be quite challenging for me. I experimented with more video diary style 

shoots, footage of me cooking different types of food, and time lapse footage of me in my living 

room.  This experimentation culminated in the footage that ended up in the film directly after I 

break down in my car.  The footage of me binge eating in my apartment, binge eating in the 

"black void" as well as the shots of my body were all shot in the winter of 2011 and spring of 

2012.  It was also in this period that I shot the time lapse shots of the sun rising and setting over 

Denton.  These were shot on one day at the top of the parking garage located at the University of 

North Texas.     
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The footage that marks the end of the film and the sense of emotional realization that I 

have attained was shot in the Spring of 2012.  This is the footage of me making bread in my 

apartment, walking outdoors and swimming.  The walking footage was shot on the track at 

Strickland Middle School in Denton. The swimming footage was shot at the Natatorium, also in 

Denton.   

Finally, several different types, styles and versions of the film's narration were recorded.  

Throughout the production, I kept an ongoing written account of my thought process for use later 

in the writing of the narration.  The final narration was a product of these writings and also the 

therapy that I engaged in. The final version of the narration, that of me directly addressing the 

camera and thus the audience, was filmed during the last stages of post-production in the summer 

of 2013. An outline of the production schedule can be found in Appendix B.  

Crew 

All of the interviews were shot be me.  I also made myself responsible for the sound that 

was captured.  It was my feeling that these interviews needed to be as conversational, personal 

and intimate as possible.  For this reason, I elected to eschew a traditional crew.  

The meetings with Michael and Dr. Yeatts were shot at various times by Fadi Wahbeh, 

Brad Holt and Libia Lazcano Aguirre. During these shoots the camera operator also took on the 

role of the sound recordist as to minimize the impact of the shoot on the locations.   

Justine Guzman also shot a good deal of footage including some video diary moments, 

footage of me cooking, swimming, binge eating in the black void as well as the shots of my 

body.  Justine proved integral to making some of the more personal moments of the film happen 

when I could not physically operate the camera myself but also needed absolute privacy. Finally, 

the footage of me walking on the track at Strickland Middle School was shot by Richard Stevens. 
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Equipment 

The film was shot primarily on a Panasonic HVX-200A.  All the footage from this 

camera was captured at 720p 24pa.  This refers to the resolution, aspect ratio and frame rate of 

the image captured.  The image consisted of 720 horizontal lines with an aspect ratio of 16:9.  

The frame rate captured was 30 frames per second, but through a combination of a frame 

conversion in camera and certain post-production settings, the film would have a 24 fps look, 

which is the traditional standard for American film. 

The other two camera that were used in the film were a Flip Mino HD camera and a Sony 

HDR-CX220/B High Definition Camcorder.  These cameras were used for video diary shoots, 

the second interview with Justine, swimming (with a waterproof pouch) and when I binge-ate in 

my pantry. In other words, these cameras were used when the larger, more obtrusive camera 

would not have been possible or appropriate.   

For lighting, I relied on a standard 3 light kit.  Lighting was used during the shooting of 

narration as well as the footage captured in front of a black background.  Everything else was 

shot using available or natural light. The small size of the crew, the nature of the locations and 

the intimacy needed in the interviews were all factors that contributed to the decision to use 

natural or available light.   

The sound recorded for the film was captured almost entirely through Sony Wireless 

Microphones.  The small size of the crew and the nature of the locations being shot in were again 

the main factors in deciding on this sound set up.  Further, no sound mixer was used during the 

film as the camera operators were responsible for sound levels. 

Releases, Copyright and License Agreements 

All participants in the film gave on-camera permission to capture their likeness for use in 
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the film.  All archival footage was home video created by my family. All pictures were a part of 

my family's collection of photos.  Home videos and photos were given to me by my parents. In 

terms of location, my parents granted me permission to shoot in their house.  Representatives 

from Family Medicine, Pohl Recreation Center, the UNT Parking Garage, Strickland Middle 

School and the Denton Natatorium all granted permission for filming on their premises.  The rest 

of the footage was shot inside my own apartment.     

In terms of music, the majority of the music used in the film was obtained through the 

artist Moby's website http://www.mobygratis.com.  This is a website that allows non-commerical 

filmmakers and students to obtain permission to use selected Moby tracks in their films. No 

specific license is granted, permission is given via a download link to the song.  Should 

filmmakers wish to use this music in a commercial way they must work with Moby's staff to 

make a donation to one of Moby's charities. The songs “I Dreamt I Dwelt in Marble Halls” by 

Sam Moore and “Aloha Oe (Farewell to Thee)” by Kalmas Quartet were both secured through 

http://www.archive.org and are Public Domain.  Finally, the song “Animal Boy” by Matt The 

Electrician was used with permission from the artist. 

Budget 

The majority of the budget for Overcapacity was covered through in-kind donations, 

based on resources available to graduate students at the University of North Texas.  All 

equipment and post-production facilities were included in the tuition and fees I paid. Real costs 

included travel, incidental purchases like batteries and other expenses incurred as a part of film 

festival submissions and distribution.  The budget for the film can be seen in Appendix C. 

http://www.mobygratis.com/
http://www.archive.org/
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POST-PRODUCTION 

Schedule 

Post-production of Overcapacity overlapped heavily with production.  Post-production 

began in the late summer of 2009.  As the film went through various versions and changes, post-

production continued through the summer of 2013. In December of 2011, my thesis chair and I 

decided it would be a good idea that another editor be brought on board.  Once we made that 

decision, there was really only one person I could think of that I trusted enough to re-edit my 

film.  Libia Lazcano Aguirre was a student with me in my MFA program.  We worked on several 

films together and I also was able to watch her work with other students in the program.  She is a 

fantastic editor with a real sense of how to tell a good story.  All of the footage was shipped to 

Libia in Mexico, where she was living at the time.  She worked on the film from January 2012 

through November 2012.  I completed final post-production in September 2013.  An outline of 

the post-production schedule can be found in Appendix D. 

Equipment 

Overcapacity was initially edited on an Apple computer (Apple Inc., Cupertino, CA) 

running Final Cut Pro 6 (Apple Inc., Cupertino, CA). The decision to use this software was made 

because it is my editing software of choice; the one I am the most familiar and comfortable with.  

When the decision was made to bring in a new editor, the project was transitioned to a Windows 

computer running Windows XP (Microsoft Corp., Redmond, WA) and Adobe Premiere Pro 6 

(Adobe Systems Incorporated., San Jose, CA).  Adobe Premiere Pro 6 was chosen because of its 

availability both to Libia and myself. 

Reconceptualization on Documentary Post-Production 

Overcapacity went through several versions and iterations before it became the film it is 
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now.  Initially, the film was told chronologically through time with a first-person, but off camera 

voice over that I recorded.  The film attempted to show two iterations of the progress-failure-

progress cycle that I was experiencing in that it showed progress with Michael, my personal 

trainer, then failure and struggle with working out.  The film then transitioned into progress and 

even some marked success as I worked with Dr. Yeatts.  This was followed by more struggle and 

failure.  Initially, this is where the film would end, a second failure followed by a statement from 

me that I would soldier on, continuing to fight towards health. 

It was felt by myself, my thesis chair and Libia, my editor, that the film was still not 

delving deep enough into my emotional state.  The film felt rather hollow because the audience 

still had not gotten to know me or been given an idea of why this struggle continues for me.  

After Libia received and watched all the footage I sent her, she and I made three very important 

decisions that would drastically alter the structure and content of the film.   

First, the sequences of me working with Michael and Dr. Yeatts needed to be cut together 

as if they were happening at the same time.  The film would combine my progress and success 

with them as well as the resultant struggle and failure. Structurally, the first act of the film would 

be a setup of the situation, followed by the first half of the second act, which would be made up 

of my work with Michael and Dr. Yeatts leading right up to the failure section. 

The second decision involved this failure section of the film, which came to be known by 

Libia and me as "Fallout."  It was decided that it would need to be developed much further.  I 

would need to find a way to represent the true fallout of what this process was doing to me and 

my state of mind.  Fallout would come to be the second half of the second act, with my binge 

eating and self-punishing monologue representing rock bottom. 



56 

Third, it was clear at this point that the film would not end with me having lost a 

significant amount of weight. In fact, as time went on, this quest for a significant weight loss had 

actually perverted the entire exercise and had become the only thing I was able to focus on.  This 

perversion of intent would need to be addressed within the film to be followed by some moment 

of emotional realization from me. Emotional Realization would come to be the third act. 

The challenge, then, was to find that emotional realization.  By February of 2012, I had 

not had it. I knew that what I was doing was not working, but I was drawing a blank on where to 

go next.  It was at this point that Libia suggested therapy.  Libia had watched all the footage and 

talked with me extensively about my thoughts and feelings on what I was going through.  She 

knew that the film was building towards a realization of some kind that we did not have yet, 

therapy seemed to be the best shot we would have in finding it.  Beginning almost immediately, I 

entered into weekly therapy sessions.  I decided that these therapy sessions would not be a part of 

the film (i.e., not be filmed or represented beyond their contribution to the content and a brief 

mention in narration). At the time, I was feeling an enormous amount of stress and anxiety, not 

only about this project, but also about my health and the direction my life was taking.  The idea 

of talking openly and honestly about all of this with a stranger was intimidating enough without 

adding a camera into the equation.  Libia and I decided that the therapy itself did not necessarily 

need to be represented in the film, just the result of the therapy and a statement in the film that I 

had utilized it.  Fortunately, my work with my therapist was a resounding success. It allowed me 

to delve very deep into my personal struggles and finally come to grips with several things from 

my past that had contributed to my weight gain, in particular, my use of food for comfort.  The 

knowledge and understanding gained during therapy was able to inform the narration in the rest 
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of the film.  The result was a narrative much more focused on the idea of food as comfort and the 

endless cycle that would create with the self-consciousness and anxiety I felt towards my weight. 

Obviously, this version of the film deviates wildly from the original vision for the film 

presented in the prospectus.  That film would have been a much more straightforward film that 

depicted me confronting my weight and then conquering it.  More akin to a Morgan Spurlock 

film rather than the Alan Berliner-esque film that exists now.  But that film would have been a 

fiction.  It is clear to me now that there is no weight loss or any kind of progress without 

confronting the emotional and psychological reasons for weight gain.  In the proposal stage of 

this film, one of my thesis members suggested I seek therapy.  I made an attempt at this, but my 

lack of health insurance prevented me from starting.  At that time, it probably would have been 

possible to seek counseling, for free, at the university.  This option was not considered, probably 

out of fear.  Had I begun therapy immediately upon beginning the film, things may have turned 

out differently.  
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EVALUATION OF COMPLETED WORK 

Pre-Production 

Not enough pre-production work was done.  In hindsight, I really did not adequately 

prepare myself for what I was about to go through.  I assumed that through hard work and 

determination, I would be able to persevere through whatever challenges I would face on this 

journey.  I also believed that any desire within myself to eat the wrong things or exercise less 

would be met with counter pressure from the film itself, that the film would hold me accountable 

and force me to make the right decisions.  This was a severe miscalculation.   

Had I done more research into the psychology of weight gain and loss, I would have been 

more prepared for the eventualities of attempting something like this.   

On the positive side, I was able to secure a great location in the Pohl Recreation Center at 

the University of North Texas.  Both Michael and Dr. Yeatts proved to be invaluable resources 

both on and off camera.  Both taught me a lot about my body and what I needed to do to lose 

weight.  I was also able to assemble a great deal of archival material from my family. 

On the technical side of things, I should have done more to ensure that he would have a 

camera setup with me at all times.  There were many times when emotions or frustrations would 

crop up that could have been filmed had equipment been on hand.  These kinds of unplanned 

events are crucial to personal films.  More should have been done ahead of time to ensure that 

these moments could be captured.  

Production 

In terms of evaluating the production side of Overcapacity some things went very well, 

others were a struggle.  The interviews with my parents, the shoots at the Pohl Recreation Center 
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and the shoots that made up the "Fallout" section of the film went very well.  These shoots were 

well thought out and planned for and made for great footage in the film. 

On the other hand, the audio set up used in the shoots with Dr. Yeatts were less than 

adequate.  In order to accommodate her schedule and be as unobtrusive as possible, I relied on a 

single wireless microphone attached to myself as well as the microphone on the camera to record 

all dialogue within these scenes.  This led to some uneven sound quality which in turn made for 

tricky editing.  The addition of another wireless microphone for Dr. Yeatts or an additional crew 

member with a shotgun microphone would have been very helpful. In these instances, quality 

was sacrificed for speed of entry and access.   

Capturing the narration also proved to be very tricky.  The final style of narration that 

was settled upon consisted of me directly addressing the camera.  Some of this footage would 

only be used as audio, but some would also be used in moments when I chose to directly address 

the audience.  Because of the personal and intense nature of the narration, I chose to do all the 

crew work myself in these scenes.  Additionally, because the narration was being recorded in my 

apartment, recording the narration in different sessions proved to be impossible because of the 

differences in sound quality and lighting.  Because all of the narration needed to be recorded in 

one sitting, I had to deal with the unreliable environment of my apartment (off camera noises, 

interruptions, inconsistent sunlight, etc...).  In the end it took many attempts to get the narration 

right in terms of lighting, sound quality and performance. The addition of a crew member or two 

to help with the camera set up, lighting and sound would have greatly aided the process. 

Post-Production 

As stated earlier in this text, the editing of Overcapacity was a long and complicated 

process.  The initial decision to edit my own film turned out to be problematic.  In a personal 
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film of this nature, oftentimes a filmmaker can become too close to his own work to make 

accurate, objective decisions in post-production.  The addition of an editor proved very helpful.  

This decision should have been made sooner. 

In terms of structuring the film and getting towards the final edit, Libia and I were able to 

work very well together as Editor and Director.  Libia's ideas and feedback were invaluable to 

the process.  In turn, I was able to use Libia's feedback to produce the type of footage necessary 

to convey my state of mind. Because of our previous relationship working with each other on 

films in our graduate program, and in particular, seeing the work she had done as an editor on her 

other projects, I really trusted her judgment.  Libia was able to take a fresh look at the footage 

and evaluate it in a much more objective way than I had.  There was footage that I had dismissed 

as not good enough or relevant that she re-incorporated back into the film.  In particular, the first 

interview with Justine, on the couch in our apartment, was footage that I had abandoned because 

of some perceived technical issues.  Libia saw it for how valuable it was and brought it back into 

the film in a way that really developed Justine as a character.  Libia also did an excellent job 

compressing the timeline of the film by weaving the sessions with Michael and Dr. Yeatts 

together.  This was something I tried to do while I was editing the film myself, but did not have 

success with.  Libia's fresh perspective and judgment really made that section work.  

As stated previously, the narration was constructed from my written diaries as well as 

realizations I had while in therapy.  The narration went through several drafts and iterations 

before the final version was completed.  The style of the narration is mostly conversational, with 

the one break in that style occurring during the Fallout section of the film.  
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APPENDIX A  

DISTRIBUTION OUTLETS
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Film Festivals and Series by Niche 

Medical 

American Public Health Film Festival 

Fast Forward Health Film Series 

International Film Festival for Environment, Health and Culture 

National Public Health Week Film Series, School of Public Health, University of 
Minnesota 

Reel Health International Short Film Festival 

Arts and Health Film Festival 

Family Oriented 

International Family Film Festival 

North Carolina Family Film Festival 

International Focused 

Costa Rica International Documentary Film Festival 

London International Documentary Film Festival 

Melbourne International Film Festival 

Documentary 

Full Frame 

Hot Docs 

Hot Springs Documentary Film Festival 

Real to Reel  

Next Frame 

Local Film Festivals 

Austin Film Festival 
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Dallas Video Festival 

SXSW Film Festival 

Thin Line Film Festival 
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APPENDIX B  

PRODUCTION SCHEDULE
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March 2009 Initial interview with Shirley and Ray, first shoot with 
Michael 

March 2009-June 2009 Continued shoots with Michael, video diary shoots 

July 2009-December 2009 Continued shooting with Dr. Yeatts, first interview 
with Justine 

February 2010-March 2010 Second interview with Shirley and Ray, second 
interview with Justine 

Summer-Fall 2010, Early 2011 Attempts at shooting “subjective” state of mind 
footage. Time lapse of living room, cooking. 
Various forms of narration. 

Winter 2011-Spring 2012 Fallout & Emotional Realization shoots. Binge eating, 
time lapse footage, body footage. Swimming, 
walking, baking bread. 

September 2013 Final Narration shoot 
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APPENDIX C  

PRODUCTION BUDGET
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APPENDIX D  

POST PRODUCTION SCHEDULE
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January 2010-February 2010 Review and transcribe footage 

February 2010-June 2010 Edit Rough Cut 

Late 2010-Summer 2011 Various attempts at revisions based on feedback 
from thesis chair and others 

December 2011-December 2012 New Version of film edited by Libia Lazcano 
Aguirre 

Spring 2013-September 2013 Fine cut, final revisions 
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