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ABSTRACT 

Crisostomo, M. (2010). Bottled Star, Production Thesis, University of the Philippines 

College of Mass Communication. 

 

Bottled Star takes as its subject the concept and practice of escapism in the 

modern age. Escapism is the practice of distancing yourself from the immediate present 

and seeking refuge in something else. Today, it has evolved to take on a multitude of 

forms and methods. We are offered so many ways to seek refuge from our problems 

through television, film, alcohol, and, most notoriously, the Internet. All of these can 

combine to form a more potent blindfold than religion. However, the relief these things 

provide can keep people functional, and in fact fuel today’s capitalist society like a cycle 

of addiction and purchase.  

Indulging in escapism always comes with the possible effect of becoming out of 

touch with reality, and out of touch with other people. This thesis film portrays people 

surrounding themselves with commodified dreams and items that they do not really need, 

and these things blinds them from seeing what the world has to offer. Today’s economic 

system readily provides us with multiple avenues of illusory happiness in a continuous 

stream until we become dependent upon them for what we believe to be our peace of 

mind.  
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CHAPTER I. INTRODUCTION 

A. Background of the Study 

Escapism has become an integral part of contemporary life. Everywhere you look, 

you see advertisements for things to take your mind off your problems; one trip down 

EDSA alone will attempt to convince you that you need new clothes, a faster internet 

connection, or even a new body to be happy. Staying as you are with what you have is 

not enough anymore. People may not realize that what they are doing is a form of 

escapism, but they grow to depend upon it for their peace of mind. They can’t be happy 

unless they have that new car in their garage or the latest outfit in their closet. If you 

don’t watch the latest movies or television shows, you’ll never be able to keep up with 

your friends. 

These mass-produced commodities have become the things we count as 

important. If it does not have a monetary form of value or if it comes for free, we tend to 

value it less because it doesn’t have a price tag. This is a very narrow-minded 

perspective, but it is enforced by the economy that runs our lives. 

Escapism seems to be an entirely harmless act. Some consider it necessary once in 

a while to retreat from their day to day lives, even if it’s just in their imagination. 

However, new forms of this pleasurable past time have cropped up over the past few 

decades that are less benign: narcotics, alcohol, and even self-inflicted pain, to name a 

few. 

These are the more overt dangers of escapism, but even the harmless desire to 

immerse yourself in television shows or throw yourself into work have negative 
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repercussions. Some people do these things to the exclusion of all else, making their 

personal form of escapism their main objective in life.  

Therein lies the danger: while you’re busy avoiding your problems and being 

happy (however illusory), you are detaching yourself from the world and the people 

around you. Hiding from the world can alienate you from everything that makes the 

world worth experiencing, good or bad. 

In Bottled Star, people live in bubbles of their own making. These are filled with 

the things that keep them from reality. “Living in a bubble” is a phrase that is used for 

people who let the world pass them by. It may be simplistic to take the saying literally, 

but it certainly drives the point home.  

 

B. Statement of the Problem and Objectives 

Escapism is so prevalent today in its many forms and guises that people can 

remain unaware that they are fleeing their problems when they make use of it. What are 

the affects of this constant use of escapism? It’s very easy to become addicted to this 

momentary relief, and even easier to lose touch with reality the more it goes on. 

Bottled Star aims to illustrate a world ruled by escapism. This is a world where 

people choose to spend their lives isolated from one another because this is what happens 

when escapism turns into obsession. The film also aims to show how people assign more 

value to things that a capitalist society feeds them than to the things that are truly worth 

treasuring. 
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C. Significance of the Study 

This film is made to function as something like a wake-up call. There are so many 

things that keep us from facing reality head on, and we might not even realize that we’re 

running away. It becomes second nature to spend an entire day cooped up inside the 

house surfing the internet, or to eat copious amounts of food when feeling particularly 

depressed. 

Another hopeful outcome of the film is for people to realize what keeps them 

from connecting with other people. There are so many more important things in life that 

we cannot buy, but we are forever focusing on the costlier things because that is what the 

world tells us is more valuable. 

Bottled Star is an animated film. This medium was chosen for a variety of 

reasons, one of them being my personal desire to test my animation skills. The more 

important reason, however, is that animation itself is a step away from reality. It also 

enables more fantastic stories—filming a world of people trapped in bubbles in live 

action is possible, of course, but at an incredible cost. The danger of that sort of film, 

however, is that the audience may be far too busy admiring the fancy special effects to 

absorb the meaning of the film. 

Simplicity is best, and nothing is simpler and yet more meaningful than a 

children’s story. Just like Antoine de Saint-Exupéry’s The Little Prince (1943) appears to 

be a rather simple, if bizarre, tale of a little boy travelling through the stars and meeting 

adults, Bottled Star may contain more levels of text than the obvious story of a girl and a 

fallen star. 
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D. Scope and Limitations 

Bottled Star chooses to emphasize the more negative effects of escapism, but 

escapism is not entirely an unwise concept. By watching a movie that whisks them away 

from reality or immersing themselves in something that takes their minds off the present, 

escapism can help people to relax from their day to day problems. It can also clear their 

minds and help them exercise their imagination.  

The film acknowledges this quality of escapism, but focuses on the aspects of 

escapism that involve alienation and isolation. It also touches on how these illusions of 

happiness are, more often than not, products of a capitalist society. Capitalism not only 

provides these avenues of distraction and retreat, but encourages people to make these 

their goals. We work so that we can earn enough money to buy the things we think we 

need, like movies, vacations and fancy bits of technology that speedily become outdated 

the minute we turn around. 

The film portrays escapism as addiction, as something we grow to depend upon 

for peace, not realizing that it clouds our judgment and prevents us from truly handling 

and accepting the world as it is. 

 



 
 

CHAPTER II. CONCEPT 

A. Concept and Background 

When a star wakes the comic book-loving Pipay from her imaginary world of 

half-tone hero fantasies, she dons a towel-cape and captures the star in a medicine bottle. 

She ventures out into the spaces beyond her own bedroom to show people her amazing 

discovery, but is rapidly checked by a world that is too wrapped up in itself to admire the 

beauty of a star. 

Though Pipay has become disillusioned by the world, she does not retreat back 

into a bubble, not wanting to be like the people who trap themselves in illusions of 

comfort, if it means losing the ability to appreciate the world around them. In the end, 

Pipay chooses to remain in the world and leaves her fantasies along with the star in a 

bubble that drifts away.  

In Bottled Star, escapism takes upon a physical form, as bubbles that contain 

everything the person uses to avoid reality. For instance, if you were the sort of person to 

resort to an extreme shopping trip to take your mind off your troubles, your bubble would 

be filled with designer clothes and shopping bags. I came upon this idea because of the 

phrase “living in a bubble,” which people use to describe those who are sheltered or 

extremely idealistic. 

This is a very personal film. In many ways, Pipay and I are alike. We both have 

an unhealthy passion for comic books and would like nothing better than to be granted 

superpowers. More importantly, we both are highly unaware and unprepared for what’s 

out there in the real world. This film is, in essence, a coming of age story. For Pipay, it’s 

about growing up; for me, it’s growing outwards. 
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B. Treatment 

Video Audio 

 
SEQ. 1 – INT. - PIPAY’S ROOM  - DAY 

A flash of white fades on a little girl. Her 
name is Pipay. The camera zooms out to 
reveal her floating in a blue space filled 
with comic books and action figures. 
 
Another flash of white reveals Pipay to be 
suspended in a bubble. She is in her pink 
bedroom. Then the bubble pops.  Pipay 
falls to her bed, along with the rest of her 
comic paraphernalia. 
 
Overhead shot of Pipay lying dazed on her 
bed, which is cluttered with toys and comic 
books. She blinks groggily and moves her 
limbs sluggishly. 
 
TITLE 
 
Medium shot. Pipay sits up on her bed and 
stares. 
 
An establishing shot of Pipay’s room 
reveals it to be a curious mix of a princess 
bedroom and a comic book store. Despite 
the classic four-poster bed and the billowy 
curtains, action figures and comic books 
take up every available surface of the room. 
 
A point of view shot shows that Pipay is 
looking at a poster on the opposite wall. 
The poster depicts a heroine posing 
triumphantly, with the words “HERO” 
printed along the bottom. 
 
Medium shot. Frowning, Pipay sits back on 
her bed. She lifts her hand to her face. She 
is blowing a bubble through her fingers 
when a streak of light flashes down across 
her window. Pipay is startled; the bubble 
pops. 
 

Mashed up theme songs from various 
superhero television shows reverberate. 
 
 
 
Popping sound. 
 
 
 
 
 
 
 
The musical score begins sleepily. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Sound of something streaking down from 
the sky and crashing to the ground. The 
background music comes to life. 
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A close up on Pipay’s face as she looks 
over her shoulder at the window in 
confusion. She then turns her head. 
 
Another point of view shot of the poster on 
the opposite wall, but this time, the heroine 
vanishes from the picture. An image of 
Pipay appears in its place, with her name 
spelled out under it. 
 
Cut to Pipay’s mattress, where her hand 
snakes in and grabs a length of blue cloth 
from amidst the clutter. 
 
Her hands give one last tug on the ends of 
her makeshift cape, and the camera pans up 
to see her nod of satisfaction. 
 

Establishing shot of the backyard. Pipay 
peeks out from behind the backyard door. 
In the foreground of the screen, something 
is glowing and emitting smoke in the tall, 
untrimmed grass. 

SEQ. 2A – EXT. – BACKYARD - DAY 

 
A close-up of Pipay’s face. Her mouth 
makes an ‘O’ of surprise and she ducks 
back into the house. 
 

Pipay’s head can barely be seen over the 
counter of a starkly modern kitchen. The 
shot follows her along the counter until she 
reaches a bottle of pills, which she eyes 
meaningfully, before looking around to see 
if anyone will catch her. 

SEQ. 2B – INT. – KITCHEN – DAY 

 

The grass is still smoking and glowing. The 
door to the house swings open, revealing 
Pipay standing in the doorway with an 
empty bottle. 

SEQ. 2C – EXT. – BACKYARD - DAY 

 
The camera pans along the tall grass of the 
backyard, resting on Pipay as she finishes 
collecting the crashlanded object into her 
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bottle. 
 
A closeup reveals that it is a star, glowing 
brightly in the bottle. Pipay gazes at it, her 
face filled with wonder. A sound alerts her 
and she looks up excitedly.  
 

Pipay comes inside just as her parents drift 
into the living room. The living room is 
made of white marble from the floor to the 
walls, with only the odd painting here and 
there to break up the monotony. 

SEQ. 3 – INT. – LIVING ROOM – DAY 

 
 
Pipay steps around the corner with her star, 
a hopeful smile on her face. 
 
Overhead shot. Pipay skips up to the 
bubbles of her parents, looking up eagerly. 
 
She holds out the jar. 
 
Her father, a business man surrounded by 
floating briefcases and stock reports, looks 
up briefly from his laptop then ignores her. 
 
Pipay disappointedly lowers her jar. She 
looks at her father again, but he still 
doesn’t notice her. 
 
She frowns, then turns. 
 
Pipay’s mother, a snappily dressed woman 
surrounded by floating telephones, drifts 
closer to her as she lifts up her star for her 
to see, but Pipay is disappointed when her 
mother pats her absently on the head and 
continues conversing on her phone. Pipay 
lowers the star as the camera zooms on her. 
Behind her is a stiff family portrait. 
 
Pipay, in the foreground, begins to walk 
away from her parents, who blur into the 
background as the screen fades to black. 
 

 
 
 
 
 
 
 
 
A hollow sound like water dripping in the 
cave. The background music becomes more 
hesitant. 
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A pedestrian crossing light turns red as a 
jeepney rattles past in the background. The 
sky is heavily textured and blurred, and the 
objects beneath it are colored in a messy 
and indistinct way. 

SEQ. 4A – EXT. – CITY – EVENING 

 
The camera pans down the view of a 
residential lane littered with sari-sari stores 
and advertisements to reveal Pipay. She is 
standing on the curb, clutching her star and 
waiting for the light to change. She blinks 
and looks to her right. 
 
A closer shot of Pipay looking over her 
shoulder. She blinks and gasps. 
 
A medium shot of Pipay shows her staring 
as people in bubbles drift up to the curb. 
One is TV BOY whose bubble is filled 
with television sets, and the other is a 
MUSIC GIRL who is surrounded by 
musical notes and figures. 
 
Close up, Pipay begins to smile. 
 
Back to the first shot, the crossing light 
turns green. 
 
In a medium shot, Pipay lifts her star up to 
Music Girl as she drifts but, but both the 
star and Pipay go unnoticed. 
 
Closeup of Pipay, looking rather 
disgruntled but still determined as she 
turns. 
 
Another medium shot. Pipay is chasing TV 
Boy, holding up her star as he floats 
onwards, but is easily left behind. The 
camera zooms on her as she lowers her 
arms and frowns. 
 
Medium shot. FAMOUS BOXER is quite 
preoccupied with his right hook. The only 
things that can be seen of Pipay are her 

 
Sounds of the city – engines and the faint 
murmurs of people. 
A faint waltzing score. 
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hands and the jar that she’s raising to him.  
 
Medium shot. Pipay’s hands and the star 
are in the foreground as the bubble people 
move past her. First is SHOWBIZ GAL, 
whose bubble is filled with billboards, 
television shows and movie reels, and the 
odd camera flash or two. 
 
Next is MONEYBAGS, who is swimming 
in money. 
 
Then there is MALL RAT, a girl dressed in 
the latest fashion and craving more. 
 
INTERNET GEEK follows closely behind, 
trapped in a cyber web filled with social 
networks and one lolcat. 
 
BINGER is next, Buddha like in his 
contentment as food flies around his 
bubble. 
 
Last is SLOPPY DRUNK, who probably 
doesn’t even see where he is going. Pipay’s 
arms lower slowly. 
 
The crossing light turns red again. 
 
Closeup. Pipay looks up at it then around 
her. 
 
An establishing shot of the pedestrian 
crossing shows Pipay standing all alone. 
 

An establishing shot of a highway with 
billboards looming all over it. The camera 
pans down to find Pipay going down the 
highway sadly. 

SEQ. 4B – EXT. – HIGHWAY – 
EVENING 

 
Fade to black 
 

Fade in. 
SEQ. 5 – EXT. – HILL – EVENING 
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An establishing shot of a hill that overlooks 
the city. On the hill is a single tree and a 
swing set. Pipay is sitting in the swing set 
among the grasses.  
 
Long shot of Pipay sitting down on the 
swing, staring glumly at the star on her lap. 
Something catches her attention to the left 
and she looks up from the star. 
 
Closeup to medium shot. It’s RACEBOY, 
and he’s zooming up to Pipay in a bubble 
shaped like a car. He waves at her and she 
blinks. 
 
Closeup of Pipay brightening at the sight of 
him. 
 
Medium shot. Pipay holds the star out to 
him, and Raceboy moves closer, giving it a 
better look. 
 
Closeup of Pipay’s face as she closes her 
eyes, smiling happily and tilting her head at 
him. 
 
Medium shot. Pipay opens her eyes to 
discover Raceboy has disappeared. 
 
Closeup of Pipay’s face, crumpling. She 
moves forward. 
 
Long shot of Raceboy as he happily zips 
along, unaware of Pipay running after him. 
 
A closeup of Pipay’s feet as she chases 
Raceboy. She trips on a rock and goes 
flying. 
 
Medium shot of Pipay as she falls, and lets 
go of the bottled star. 
 
A closeup of the bottle as it spins end over 
end in the air. 
 

 
Birds chirping, with sounds of the city in 
the distance. A slight wind. 
 
 
 
 
 
 
 
Lively background music comes on. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Pipay running on the grass. 
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A medium shot of Pipay as she falls to the 
grass. 
 
A closeup of the bottle. Pipay’s dismayed 
face is reflected on the surface of the glass, 
which shatters into a dazzling white. 
 
Medium shot. Pipay lying flat on the grass, 
staring in shock. She sinks further down 
into the turf sadly. 
 
The star’s glow fades and reveals it to be 
nothing more than a stone. Her hand 
reaches out among the glass shards. 
 
Medium shot. Pipay gets up, holding the 
stone in her hands. She looks at Raceboy. 
 
Raceboy is still blissfully zipping around. 
 
Medium shot. Pipay looks back down at 
the stone in her hands. 
 
Closeup of Pipay’s palms as she thumbs 
the stone. 
 
The camera zooms out from a closeup of 
Pipay’s face as she smiles sadly, looking a 
little wiser. 
 
Medium shot. Shutting her eyes, Pipay 
unties her cape and lets it go. The camera 
pans left to follow the cloth as the wind 
takes it gently down to the grass. 
 
Closeup of Pipay as she lifts the stone to 
her face and blows a bubble. When the 
bubble envelops it, it becomes a star again, 
to her surprise. The star begins to float 
upwards, and Pipay watches it go with 
wonder. 
 
Overhead shot. The star is in the 
foreground, zooming up and away as Pipay 
gazes after it, smiling. 
 

 
Shattering glass. The music stops, and the 
sounds of a windy hill come back in full 
force. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The music comes back on, an echo of the 
score from the first scene. 
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Establishing shot of the hill again. Pipay 
walks off into the distance as the camera 
pans up to the star, floating upwards into 
the sky. 
 
 
 



 
 

CHAPTER III. REVIEW OF RELATED LITERATURE 

Bottled Star is the story of a world of escapism as seen through a child’s eyes. 

Escapism, alienation, and the bizarre ways of grownups are among the subjects this film 

explores. 

The source of the greatest influence on Bottled Star is Antoine de Saint- 

Exupéry's famous and beloved novella The Little Prince (1943). This is the story of an 

aviator who crash lands in the Sahara desert. There, he meets a little prince who claims to 

have come from the stars. The little prince tells him about his travels and his encounters 

with the grown-ups who live on little planets, just like he does. There is a Businessman 

who counts stars over and over again because he claims they belong to him, and a 

Drunkard who lives in a constant alcoholic stupor. These adults fill their lives with 

occupations that make no sense to the little prince, but are of extreme importance to the 

adults. He describes their doings with the perplexity and remarkable insight that could 

only come from a child.  

Like the Little Prince, Pipay emerges from her own isolated bubble and discovers 

other people who are just like her. The way they dismiss her star speaks of the way 

people can be so preoccupied with their own lives that they fail to appreciate a thing of 

beauty and wonder. It is a matter of stopping to smell the roses and enjoy the simply 

things in life.  

What I admired about Antoine de Saint-Exupéry’s story is how it appears initially 

to be a story for children, but means quite a lot more when you read it as a grown up. 

This flexibility of meaning and audience is what I strove for when I made Bottled Star. 
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To children, it will be a story of a girl and a world full of bubble people, but to adults 

who see the film, they will perhaps read a little more into it and see the themes of 

alienation and escapism. 

A rather obvious film this thesis relates to is Blair Hayes’s Bubble Boy (2001). 

This is the story of a young man whose health complications as an infant required him to 

spend his entire life in a plastic bubble. His fear of the world beyond his bubble keeps 

him from returning the affections of the first girl who has ever cared for him. Of course, 

in the end, he braves this fear to win her back and it turns out that he never really needed 

to stay in his bubble. Still, this element of the film shows how living apart from reality 

can render one incapable of dealing with it. In the film, Pipay is unaccustomed to the 

outside world, having spent most of her life in her own bubble. The bubble also kept 

Jimmy from being able to truly connect with other people, which is a relevant theme in 

Bottled Star. 

Another story that relates to the protagonist’s world opening up is a children’s 

novel written by Trina Paulus. It’s entitled Hope for the Flowers (1973). Stripe, the main 

character of the story, is a caterpillar who has thus far spent his entire life eating the leaf 

he hatched on. When he decides that there must be more to life than this, he ventures 

forth and meets other caterpillars. Unfortunately, they are all far too preoccupied with 

eating to pay him any attention. The story goes on to tell how he eventually finds a 

column of caterpillars all stepping on each other to reach the sky, and how another 

caterpillar named Yellow helps him to find his wings. 
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This story shares the same loneliness Pipay feels when she breaks from the fold of 

bubble dreamers and discovers that she is alone. However, there is no Yellow to help her 

find her way, and she is alone. 

Kreea (Lim, 2000) is a production thesis from the University of the Philippines 

Film Institute. It tells the story of a girl who is faced with growing up and the subsequent 

destruction of the fantasy world she inhabits. There are fish that swim in the air and 

beautiful and alien flowers in her world, but all of these wondrous things are endangered 

by time and the very harsh reality that she is actually escaping by remaining in the 

fantasy world. This alien world is where she goes to literally hide away from the troubles 

in her life. 

In the end, Kreea leaves her idyllic fantasy world and returns to the stark, 

monochrome reality, just like Pipay eventually decides to handle the world without the 

safety net of fantasy. Still, I want the same aura of innocence and wonder to permeate my 

film during the fantasy moments. It will also have the same theme: the dilemma of 

growing up and leaving fantasy behind to confront the tragedy in Kreea’s life—in 

Emma’s, she will finally go face to face with her illness. Bottled Star also borrows the 

convention of a more drab and blurred coloring to depict the reality the character 

inhabits. 

Two films that inspired my stylistic decisions were Sylvain Chomet’s Les 

triplettes de Belleville (2003) and Kunio Kato’s Tsumiki no ie, or in English, The House 

of Small Cubes (2008). In Tsumiki no ie, I appreciated the impressionistic backgrounds as 

a state of the main character’s mind. Similarly in Bottled Star, once Pipay leaves the 
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familiarity of her own home and goes out into the world, the backgrounds become less 

distinct and a great deal more textured. This illustrates how the world seems to be 

somewhat unreal and unfamiliar to Pipay. 

On the matter of stylistic decisions, I was heavily influenced by the look of many 

Filipino children’s books, especially those published by the Adarna House. Books like 

Araw sa Palengke (Tobias-Papa, 2008), Ang Mabait na Kalabaw (Calma, 2005) display a 

character style that I found uniquely Filipino.  

I made the decision to make Bottled Star resemble a children’s story book for 

several reasons. The first is that I would like my film to be unmistakably Filipino. The 

Philippines does not have much in the way of a national animation style the way, say, 

Japan does, but I think that storybook art is the closest thing we have to it. Another 

reason is that Bottled Star is a story for children as well as adults, and the style would 

appeal to them. 

 



 
 

CHAPTER IV. FRAMEWORK 

Bottled Star is a film about the two sides of escapism and the alienation brought 

about by capitalism in the modern age. 

Several theories link together to form the framework of this film. The first 

belongs to Karl Marx’s set of philosophies. One of them is his theory of Alienation. The 

core of his system is the concept of social relations in production, and this more often 

than not takes the form of human alienation. Due to privatization of economic systems, 

people cannot claim the products of their labor as theirs and thus, with no sense of 

achievement, are alienated from the things that they produce.  

People are alienated from each other as well, as they themselves are rendered into 

labor commodities.  Marx posits that alienation results directly from capitalism and its 

notion of a commodity society where everything is for sale. “Selling is the practice of 

alienation,” (István Mészáros, 1970). This sort of society changes how we view things in 

terms of value. In Bottled Star, the bubbles that keep people from connecting with each 

other are filled with mass-produced commodities from the market. As mentioned above, 

everything that we value usually comes with a price tag—yet the next time something 

better comes along, we transfer our allegiances as easily as we whip out our credit cards. 

The other Marxist theory stems from the popularly paraphrased statement 

“Religion is the opium of the masses.” (Marx, 1843) Religion offers an illusory happiness 

that often clouds the real state of affairs from people’s perceptions, and thus prevents 

them from stirring to mobilization for a new kind of life. It offers them false hopes to 

cling to and, like the drug, induces within them fantasies that take them away from their 



19 
 

immediate problems. In my thesis, however, religion is not alone in sedating the masses 

from those who benefit from their placidity. Our consumerist society has usurped religion 

as the chief tool of escapism. 

From these two Marxian concepts, I link my film’s world, where people cannot 

connect to each other in a physical sense. The bubbles that keep them from contact with 

one another contain their own personalized “opiates.” Modern life has provided a whole 

new array of these escapist commodities that the masses willingly indulge in to provide 

them their escape from the drudgery of everyday life. Media, the Internet, new forms of 

pharmaceutical or alcoholic addiction—all of these combine to form a more potent 

blindfold than religion.  

Escapism of this extreme form can cause people to lose sight of reality and lose 

touch with one another. However, it is what keeps them functional, and in fact fuels the 

capitalist society like a cycle of addiction and purchase because most of these avenues of 

escapism are capitalist commodities. 

The second is J. G. Blumler and Elihu Katz’s Uses and Gratifications Theory, 

which describes how an audience actively chooses the media in order to satisfy their 

needs. These needs cover the wide range of social interaction, identification, information, 

entertainment, and most importantly where this thesis is concerned, escapism. This theory 

has another known branch, which is the Media Dependency Theory, theorized by Sandra 

Ball-Rokeach and Melvin DeFleur, where an individual grows increasingly dependent on 

his choice of media to fulfill his needs. From the Uses and Gratifications Theory, where 
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the audience has control over the media, the Media Dependency illustrates how the media 

can exert its influence over the dependent audience. 

To satisfy their desires, the people in my film all have different escapist 

commodities of their own choice, which today’s capitalist society readily offers them. 

Everyone’s needs are different, but the market can supply whatever they desire, once 

given the appropriate payment, and regardless of the effect on the consumers. More often 

than not, fantasy through media provides many with a seemingly harmless way of coping 

with real life, but addiction is just as real a possibility with the media as it is with 

narcotics or alcohol—it may even be worse, as there are hardly any regulations to how 

much television one is legally permitted to consume. Soon enough, dependency sets in 

and one may begin to consider these opiates necessary to everyday life and cannot go on 

without them. 

Lastly, I would like to take some of the finer points of John Fiske’s essay, The 

Popular Economy, where he discusses escapism and its position as a form of resistance. 

Although escapism is considered by some to be the resort of the weak and those unable to 

cope with reality, it cannot be dismissed as mere fantasy. There is implied in it a 

resistance, however interior. Free will and the mind can never be conquered by an outside 

force. Escapism has as much impact on a person’s life as reality. “Its interiority does not 

disqualify it from political effectivity.” (Mészáros, 1970) 

This is the other side of escapism. However harmful an overindulgence of it can 

be, one still cannot go without it. It can be a way to exercise power. One cannot be stirred 

to outward resistance without first experiencing it in one’s mind, yet one must see what is 
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around in order to envision practical change. There can be no social change without first 

the envisioning of a better future within one’s mind.  

While Pipay, the protagonist of this thesis, learns the necessity of stepping beyond 

her bubble and accepting the world as it is, she also must keep a fragment of her fantasy 

life, however small it may be. Without the fuel of dreams and imagination, nothing will 

ever change. 

 

 



 
 

CHAPTER V. METHODOLOGY 

A. Pre-production 

This film went through several versions of itself over the course of time. Even 

after clearing the hurdle of thesis proposal defense, there was still plenty of room for 

revisions. Considering that I was doing this thesis alone, it was not a wise idea to have an 

excessively complicated plot. I also eventually decided to forgo dialogue, which meant a 

total reworking of the story. The script and the concept itself underwent several 

evolutions until at last I arrived at the present plot of Bottled Star. 

The characters had gone through many design revisions as well as name changes. 

From Noelle to Emma to Pipay, each name had a distinct personality attached to it to 

match the story. 

Once the story was set in stone, I went to work sketching out Pipay’s character 

and began laying out the plot in storyboards. There was initially supposed to be a scene in 

the style of motion comics where we see Pipay’s superhero fantasies in the bubble, but I 

eventually discarded this idea, due to lack of time. 

 

B. Production 

This was the part of the process that I enjoyed the most. In the beginning, I 

wanted to make my thesis a frame by frame animation, but for practical purposes, I 

eventually ended up choosing to animate Bottled Star by motion graphics on After 

Effects. 

I eventually developed a system in order to animate more efficiently. First, I 

would draw each scene on paper, breaking it down to motion and static components. I 



23 
 

would scan and then clean and color them on Photoshop. In After Effects, I would put the 

scene together and proceed to add motion and some effects. It took some doing to learn 

how to do the more advanced effects, especially since the laptop I animated on did not 

have a particularly high-powered processor. It took me roughly two months to finish my 

film. 

 

C. Post Production 

Post-production includes the process of putting sound to my film and rendering 

the After Effects file into video. 

The first part was relatively easy. Caloy Soliongo and I spent three consecutive 

days creating a soundtrack to add to the visuals. I had initially wanted to keep the score to 

a single line of piano melody, but ended up with a guitar score that I was very pleased 

with. 

The biggest problem I encountered in my thesis, endless revisions aside, was with 

the rendering. My laptop could not handle the process of stitching together over a 

hundred layers of images and animation, and required over sixteen hours of rendering for 

a mere four minutes. Eventually, I found a studio that allowed me to use their faster and 

more powerful computers to render my thesis for the final cut. The file, however, was too 

large to transfer out from their computers.  

Luckily, I had asked another person (Cy Bautista) to try rendering for me. After 

thesis defense, I used the file he produced to make adjustments to the film according to 

the panel’s advice. 
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D. Production Schedule 

December – This month consisted mostly of concept revisions, experimental sketches, 

and meetings with my adviser. 

January 20 – My new adviser and I pinned down the film’s concept, though it was not yet 

finalized. I had finished some character sketches for Pipay, and these were approved. 

January 25 – I drew several scenes and colored them in Photoshop for my adviser’s 

approval on the concept design. 

February 3 – This week I focused more on figuring out the film’s theoretical framework, 

as the revisions to the concept required different theories from the ones I had selected 

during Film 199. While doing this, I still continued to draw and color scenes. As the plot 

solidified, I began to work on my storyboard. 

February 17–I showed my initial animation tests to my adviser. They were still very 

choppy and mechanical. I needed to work harder to bring the characters to life. I also 

finished my storyboard. 

March- I spent this whole month drawing, coloring and animating. I didn’t get to meet 

with my adviser much, as she had gone out of the country. 

March 16-18- I met with my sound designer to score my film. 

March 17 – I finished animating Bottled Star. 

March 19 – Submission of final cut for defense. 

March 22 – Thesis defense. 

March 31 – Submission of thesis requirements 
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E. Budget 

Drawing materials       P  2,000.00 

Sound Designer       P     700.00 

Total         P 19,700.00 

Rendering        P 17,000.00 

 

 

Already Owned 

Bamboo Tablet       P  4,000.00 

External Hard Drive (320 GB)     P  4,000.00 

External Hard Drive (1TB)      P  5,000.00 

TOTAL        P 13,500.00 

Adobe After Effects       P      500.00 

 



 
 

CHAPTER VI. SCRIPT 

A bright flash of white reveals a weedy, prepubescent girl with curling hair and shadows beneath 
her eyes. She is floating in blue-tinged space, looking mildly confused. Her name is PIPAY. 
Comic books, action figures, and comic book sound effects float around her to the sound of 
superhero noises and songs. Pipay blinks, and another flash of white obscures the space. 

SEQ. 1 – INT. – BUBBLE – AFTERNOON 

 

Pipay finds herself floating in a bubble above her bed, with her comic book paraphernalia zipping 
around her. There is a loud pop; the bubble disappears and she falls to the bed as her comic books 
and toys rain down on her. She lies on her cluttered bed for a while, blinking as though she had 
just woken up from a long sleep. 

SEQ. 2 – INT. – PIPAY’S BEDROOM – AFTERNOON 

Pipay’s bedroom would have been the kind of bedroom every little girl dreams of, with beautiful 
pink wallpaper, a four-poster bed, and lush curtains, were it not for the comic books and action 
figures scattered messily on every surface. 

Pipay sits up slowly. She gazes across the room at a poster of a strong, victorious female 
superhero. With a little frown of determination, she makes a circle with her thumb and forefinger 
and blows a bubble through the hole. It begins to envelop her.  

At that moment, something bright and noisy streaks past outside her window and crashes down 
with a loud explosion. The bubble she is blowing pops. She stares out the window in surprise and 
then delight. Her gaze returns to the poster, and she discovers that an image of herself in a cape 
has replaced the superhero. She grabs a blue towel from the bed. She ties it around her neck with 
a satisfied smile, and she’s off. 

 

Something has landed in Pipay’s backyard in a smoking heap among the tall, untrimmed grass. 
Pipay peers out from behind the patio door. She leans closer for a better look and her face 
registers surprise. She darts back into the house. 

SEQ. 3 – EXT. – BACKYARD – AFTERNOON 

 

Pipay’s head pops up behind the counter of a spotless and starkly modern kitchen. There is a 
somewhat large bottle of pills on the counter. She eyes it meaningfully. 

SEQ. 4 – INT. – KITCHEN – AFTERNOON 
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Pipay comes back to the backyard, this time opening the door fully. She makes her way over to 
the crash site and kneels down in the grass, scooping the item into the bottle. 

SEQ. 5 – EXT. – BACKYARD – AFTERNOON 

She holds the bottle up to her face. It’s a star, shining brightly despite the smoke and rotating a 
little. Pipay smiles at her bottled star and looks up as something catches her attention. 

 

Pipay excitedly rounds the corner into the living room, carrying her bottled star with her. Looking 
up, she approaches her parents, who are also ensconced in bubbles of their own. 

SEQ. 6 – INT. – LIVING ROOM – AFTERNOON 

Her father’s bubble is full of paperwork and briefcases. He looks up from his laptop when she 
holds up her bottled star for him to see, but only for a second. Pipay goes over to her mother and 
holds up her star, but her mother merely reaches a hand through the bubble and pats her on the 
head rather absent-mindedly. Pipay tries to take her mother’s hand, but she cannot catch it in 
time, and it is withdrawn. Pipay looks forlornly at them, shoulders slumped. She gives them one 
last look and leaves the house. 

 

Pipay is standing at the street curb as a jeepney rattles by. There are ads everywhere in the lane 
she had just come down, billboards and posters tacked to walls and sari-sari stores in bright 
colors.  

SEQ. 7 – EXT. – STREETS – EVENING 

She is contemplating her star and waiting for the traffic light to change to green, when something 
catches her attention. There are people around her, floating in bubbles. Pipay brightens up and 
rushes forward, holding up her glowing star.  

MUSIC GIRL, in her bubble of CDs, MP3 players and musical notes, passes Pipay by 
completely, even though Pipay holds the star up to the girl’s face. Pipay follows TV BOY as he 
goes a long in the hopes that he would admire her star, too, but he cannot see over his many 
television sets. FAMOUS BOXER boxes his way along the path in his imaginary ring.  

At this point, Pipay gives up chasing them and just holds her star up as they pass by. SHOWBIZ 
GAL is too dazzled by her rising star to notice the real one in Pipay’s jar. MONEYBAGS is 
drowning happily in money. INTERNET GEEK’s bubble is swimming with internet logos and 
binary code. BINGER is far too busy stuffing his face to see anything else and SLOPPY DRUNK 
appears to be passed out amongst his bottles. 

None of these people even stop to look at her. Pipay stares at them forlornly and dejectedly 
lowers her bottled star as they pass her by. 
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The sky over the highway is clogged with billboards, just as the street is clogged with cars. Pipay 
walks down the path in a glum stupor. 

SEQ. 7A – EXT. – HIGHWAY – EVENING 

 

On a grassy hill overlooking the city, Pipay is sitting listlessly on a swing, looking at her star. A 
noise catches her attention and she spots RACING BOY, a kid her age, zooming up the hill 
towards her. He stops right in front of her and beeps his imaginary horn. 

SEQ. 8 – EXT. – PLAYGROUND – EVENING 

Pipay’s face lights up at this first hint of acknowledgment and she thrusts the bottled star up for 
him to see. She beams at him happily, then realizes that he has zoomed right back off. Dismayed 
and a little desperate, Pipay begins to run after him, with her star held in front of her. 

She trips on a rock and the bottle goes flying out of her hands. She falls as well, and when she 
looks up, she sees that the bottle has shattered. She reaches in to pick up the star and finds that it’s 
not a star at all—it’s just an ordinary rock. 

Getting up, she looks at it sadly. Racing Boy revs up his imaginary car, perfectly happy in his 
own little bubble. Pipay sees him zoom off and glances back down at her stone. 

Slowly, she reaches up to untie her towel cape and lets it drift down to the grass. She holds the 
stone up and forms a circle with her thumb and forefinger. She blows and the bubble closes itself 
around the stone—she discovers that it has become a star again. 

She watches as it floats up into the sky above her with a sad little smile and walks off. 

 



 
 

CHAPTER VII. STORYBOARD 
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CHAPTER VIII. FACULTY CRITIQUE AND RECOMMENDATION 

Overall, the panel of faculty members agreed that the animation style of Bottled 

Star was good. Styling the characters after those from a children’s storybook was a good 

creative choice, and one commented that the film was historicized in a Filipino context. 

Another positive comment made was that the film could be interpreted in several 

different ways, with different levels of meaning. 

One of the main sticking points of the faculty’s written critique was the sound. 

The comments were that the music was overwhelming the visuals, and that it could get 

irritating after a while. If I were to tone down the score and bring out the sounds of 

Pipay’s world, it would be a much better film. 

There was, however, the question of my film’s intended audience. To be honest, 

during the panel I was rather flustered and agreed immediately when it was suggested 

that Bottled Star was intended mainly for children. I regret that I didn’t clarify the point 

further. It is a children’s film—but it also was made for more mature viewers. I made this 

film with The Little Prince in mind – I enjoyed it as a child, but understood it and fell in 

love with it when I grew older. Bottled Star was made to be enjoyed by both children and 

adults, for different reasons.  
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APPENDICES 

A. THESIS DEFENSE EVALUATION FORMS 
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B. THESIS PROPOSAL 

 I. Introduction 

Thesis Statement 

Fantasy only offers a temporary escape from the troubles of life; ultimately, one 

must learn to deal with life as it is. 

 

Concept 

This is an age of escapism, where a reprieve from reality is just a click of a remote 

or a mouse button or, if you like to do things old school, a turn of a page away. Fantasy 

removes you from yourself and enters you into someone else’s story. It doesn’t matter 

whether what one escapes into is the blatantly fantastic Doctor Who or a more ordinary, 

everyday soap opera. Film itself is a medium that can take one away from the pressing 

matters of everyday life, even if only for a little while. Even watching the news or a 

documentary can displace you from your actual situation. Nowadays, contemporary 

technology and living offer so many avenues of escapism it’s literally very easy to plunge 

in and lose sight of reality. 

In a way, fantasy, particularly in this film, is something like an addiction. The 

protagonist’s problems drive her to escape into a fantasy world. As the protagonist’s life 

becomes harder, her fantasy life begins to look better and better, and so she continues to 

use her imagination to mask and avoid the world around her. 
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Still, in the end, fantasy is nothing more than a coping mechanism one uses to get 

by when real life gets too difficult or perhaps too boring. One can only ignore reality for 

so long, though. When the fantasy ends, real life is still out there, waiting. 

 

II. Concept 

Synopsis 

Emma develops a cancer as an 8-year old child. This illness, along with its 

physical effects, leads to her alienation from her young peers, except for the one girl who 

befriends her. Her name is Pipay. Pipay helps Emma to feel better about herself and her 

illness. The two spend all their time together fantasizing about a world where everyone 

has hair, and Emma has the most hair of them all. When Pipay helps Emma to stand up to 

one bully, he eventually apologizes to her and offers friendship. When Pipay finds out 

about this, she’s angry, and that’s when Emma reveals to her that Pipay is just an 

imaginary friend she created.  

Emma and Pipay have a big fight, where Pipay reminds Emma about all the 

problems she’s been through and that Emma can’t function without Pipay. Emma is 

determined, though, and she leaves Pipay in the grove when she hears Jimmy calling. Just 

as she leaves Pipay, pain wracks her body and she passes out. Some time later, Emma 

returns to class. She now requires the use of a cane to walk. She’s afraid that her 

classmates will alienate her again, but she goes forth anyway. 
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III. THEORETICAL FRAMEWORK 

When distilled to its essence, Hanging by a Hair is a film about a girl who, due to 

circumstances of her health, grew up too fast and couldn’t handle it. A child’s 

development into maturity has been the subject of many developmental psychologists, 

due to its being a vital and most impressionable stage that has impacts on the rest of a 

person’s life. 

One of the most influential studies concerning child thought development is that 

of Jean Piaget. His is the Theory of Cognitive Development (Piaget, J. 1990), wherein he 

posits that children go through four stages of development on their way to a fully mature 

form of intelligence (Huitt, W. & Hummel, J, 2003). 

The first stage is mainly for infants and thus not so relevant to this thesis. The 

second stage (called the Preoperational Period) and the third (the Concrete Operational 

Stage), however, are of greater interest. These stages are when a child learns through 

imitation and adaptation of what he sees around him. The third stage is when he becomes 

capable of understanding perspectives other than his own. Although his mind is not yet 

fully formed and capable of abstract and advanced logical reasoning, one might conclude 

that the child can apply what he observes and create a more complex thought in the form 

of an imaginary companion, which is a form of imitation. 

A large part of my film’s theoretical foundation will also depend on what is 

known about children and why they create imaginary companions, as well as the 

dynamics of their relationships with them.  
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One of the most cited researchers in the subject of children and imaginary 

companions is Professor Marjorie Taylor, who is currently a professor of psychology in 

the University of Oregon. Her book, entitled “Imaginary Companions and the Children 

Who Create Them” (1999), delves into the various issues related to imaginary 

companions, such as the characteristics and mindsets of children who create these 

fictional friends, the idea of fantasy worlds (called “paracosms”) and whether or not 

people in their adulthood can have imaginary companions as well.  

It is a very comprehensive and accessible book, with many intriguing concepts 

and insights into the fantasy world of children, and even into that of adults. It is also a 

veritable wellspring of other resources on the same subject. “Imaginary Companions” 

revolves mainly around the fact that children develop imaginary companions for an 

assortment of reasons, and not necessarily simply because they have mental afflictions. In 

fact, having an imaginary companion isn’t necessarily an indicator of anything wrong, 

much less a mental illness. Having an imaginary friend could also indicate advanced 

levels of social tendencies and creative thinking in a child (Taylor, 1999). 

Robert Stuart Reifel, in his book titled “Theory in Context and Out,” studies how 

having an imaginary friend might be linked to the Theory of Mind development. This 

theory refers to how children begin to understand other mental states separately from 

their own. Children initially believe that their point of view is shared by everyone else 

and cannot understand that of another person’s. 

Interactions with an imaginary companion are interactions nonetheless, especially 

when a child sees to the companion’s imaginary needs, indicating a consciousness of 
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beings other than itself. Thus, this sort of fantasy play may contribute to belief that the 

creation of an imaginary companion is evidence of a more advanced development of their 

social understanding (Reifel, 2001). 

This is important in the fleshing out of Emma’s character. Her imaginary 

construct is very complex and real to her, and her relationship with Pipay is almost like 

one with a real person. Despite her isolation, she has a very keen understanding of 

people. However, the looming knowledge of her illness and her almost solitary lifestyle 

prevents her from reaching out to others, but she still wants to interact with them. This 

gives her an edge of frustration, and she expresses it through her video game and through 

Pipay, someone with whom she can play and share her thoughts with because. 

Marjorie Taylor’s book also states that a child may develop an imaginary friend to 

respond to certain events in life; this is especially true in the case of abused children or 

children who have undergone traumatic events. Imaginary companions can help children 

to better understand things or events that are strange to them. Taylor describes a child 

creating an imaginary companion with a broken arm to understand when a member of the 

family had the same injury. Sometimes, a child is just lonely and in need of someone to 

talk to.  They may retain these companions even as they grow older. In her book, Taylor 

equates the creative muse of starving artists everywhere to the imaginary companion.  

Thus, the creation of Emma’s imaginary friend, Pipay. Emma’s sickness prevents 

her from fully experiencing the normal life of a child, and the bullying at school becomes 

too much for her to handle on top of everything else, in addition to a steadily worsening 

illness. Emma retreats into the virtual world of gaming, and when that is not enough and 
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still proves to be lonely, she creates a person with whom she can share things. Through 

Pipay, she vicariously lives the experiences of close friendship denied her due to her poor 

health and isolation from other children her age.  

One conflict in my film will have something to do with Emma stifling herself 

because of her social isolation and loneliness. This is an issue that will be aided through 

her relationship with her imaginary friend, who functions both as a friend to fulfill her 

need for companionship and possibly as the embodiment of Emma’s natural outgoing 

personality. Emma will learn express this by imitating Pipay. 

One other key element in this film will be the idea of identity and its formation. In 

Jacques Lacan’s psychoanalytic theory of the Mirror Stage (Lacan, 1977), he describes 

the formation of identity beginning when an infant first sees himself in a mirror. The 

infant identifies with his reflection, but it also becomes conflicted at the same time. This 

is because the image he sees in the mirror is whole and unified, whereas the reality of the 

infant is his underdeveloped motor skills and physical weakness. This image of 

wholeness in the mirror becomes the ideal towards which the infant shall strive for the 

rest of his life. 

This is but one part of his theory. The important point for this thesis film is that 

how a person sees himself and his Lack depends on the presence of an “Other” as basis 

for comparison. In a way, this is the exact same thought process that goes into Emma’s 

mind, not to mention her relationship with Pipay.  

She is longing for a sense of completeness, since her illness has left her 

vulnerable, and with a noticeable lack of hair. Because she cannot find this completion in 
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her schoolmates, she turns to her video game. When that is not enough, she creates the 

imaginary companion, Pipay, and this reflects Lacan’s theory that any identification with 

an image is always an illusion. Pipay is a bold and vibrant girl, with a full head of hair—

in other words, the very embodiment of whom Emma herself wishes she could be. That 

such a girl accepts Emma for who she is gives her a sense of satisfaction with herself, 

though this is merely an illusion, often easily shattered when bad things happen to her. 

Among other reasons, Emma has created Pipay to be the ideal she strives towards. 

Because she is not the same as Pipay, it shapes the way she sees herself; she sees her 

Lack all too clearly. The fantasy backfires and she begins to use it to hide away from the 

world, instead of confronting it.  

 

IV. REVIEW OF RELATED LITERATURE AND FILMS 

Imaginary companions are often used as subjects in the realms of fiction, and not 

just in children’s literature. Some examples in popular fiction are Helen Oyeyemi’s “The 

Icarus Girl” and James Patterson and Gabrielle Charbonnet’s “Sundays at Tiffany’s.” 

This incredible utility imaginary companions possess as literary foils is largely due to the 

fact that “imaginary companion” is something of a blanket term and can be used to 

describe anything from the imaginary cricket whispering in your ear to the guardian angel 

you believe saved your unworthy self from eternal damnation. 

The concept of imaginary companions is used particularly well in Nick 

Harkaway’s The Gone-Away World (2008), which contained the very idea that had 

inspired Hanging by a Hair. The protagonist is the best friend of the hero, Gonzo, and a 
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large part of the book details how they grew up together. They enlist in war and witness 

the development of a new weapon that can make things literally Go Away. This, 

however, unleashes a catastrophic series of events, resulting in a post-apocalyptic sort of 

world where “Stuff” can split a person in two and bring physical form to the things in 

your head. 

What is particularly engaging about this story, other than its hyper-intelligent 

treatment of absurdity and humor, is the idea of the splitting of Gonzo’s personality. This 

story introduces the literal aspect of “making friends,” as well, which occurs in the story. 

However, in the end, both halves of Gonzo take physical forms, whereas in my film 

Pipay shall remain intangible and invisible to everyone but Emma. The friendship that 

forms between my characters is not just a division of the Emma’s personality, or the 

separation of whom she is and whom she wants to become. 

Although there is some dispute among experts as to whether or not imaginary 

companions embodied by toys and stuffed animals can truly be considered as such, these 

kinds of imaginary friends do function as some of the closest companions one can have 

during childhood. 

The first that comes to mind is A. A. Milne’s silly old bear in Winnie-the-Pooh 

(1926). Although it has become increased in popularity as a television show produced by 

Disney, it is still first and foremost based on A. A. Milne’s books. Pooh is one of the 

many imaginary companions of the boy Christopher Robin. Deep in the Hundred Acre 

Wood, he, along with Rabbit, Eyore, Piglet and the irrepressible Tigger, plunges into 

various adventures in his never ending quest for hunny. 



62 
 

What I love best about A.A. Milne’s stories is the spirit of sweet childhood 

innocence and imagination present in everything Pooh and his companions do. It is an 

atmosphere I hope to recreate in my film as Pipay and Emma go around creating worlds 

and adventures where everyone loves them. 

Another one of the most famous and beloved imaginary companions in literary 

history is that of Bill Watterson’s Calvin and Hobbes (1985-1995). The comic strip is 

about a little boy and his imaginary tiger friend, with questions about life and many 

hijinks. Though it Bill Watterson had written these comics for children, there are 

surprisingly deep concepts that emerge from conversations between Calvin and Hobbes, 

as the two of them are particularly intelligent characters.  

My character will have the same wildly imaginative childhood that Calvin has, 

filled with fantastic adventures with her imaginary friend. The characters in my story will 

both be human beings instead of stuffed animals, though I hope to recreate the same 

fluidity of reality, where at a moment’s notice, a room may become the surface of the 

moon, and the same close companionship, where it is just Calvin and Hobbes against the 

rest of the world. Also interesting to retain is Calvin’s belief that Hobbes is a real tiger, 

although Calvin is a smart boy. Unlike Calvin, Emma is not as intelligent or ornery, but 

she is perfectly aware that Pipay is not real from the beginning. 

Another useful source on the subject of imaginary companions is Tracy Gleason’s 

study, entitled Social Provisions of Real and Imaginary Friendships in Early Childhood 

(2002). This study focuses on children’s cognition of the different relationships they 

form, and how they modify their behavior depending on the different relationships. It 
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posits that imaginary companions are “based on some of the expectations about 

relationships that children develop through early social experience” (Gleason, 2002). It 

also states that regardless of how thoroughly children pretend that their imaginary friends 

are real, they are always aware that their fictional companions are just that—fiction. 

This can be interpreted to mean that imaginary companions exhibit the 

characteristics a child strives to have for himself. In my film, Pipay represents everything 

that Emma wants to experience for herself and a refuge from the bullies who plague her 

every day. However, the article also concludes that “Children are aware of and can 

specify the social provisions associated with different relationships in their social 

networks—real or imaginary—and they demonstrate individual differences in their 

abilities to do so” (Gleason, 2002). In Hanging by a Hair, Emma becomes aware early on 

that Pipay is just a figment of her imagination. It is Pipay who does not realize this. 

Just as they serve as fruitful topics in literary fiction, so do imaginary companions 

work as inspired subjects in film. Imaginary companions can take different forms and are 

used in different narrative aspects.  

In some films, they are the result of the main character’s psychosis. A Beautiful 

Mind (Howard, 2001) is the story of a real life mathematician named John Nash who 

develops paranoid schizophrenia. He begins to doubt what is real and what isn’t when he 

discovers that his closest friend in the university is not real, and that he is not actually 

employed by the government to ferret out secret Soviet plots. This film uses his 

imaginary creations in an interesting way; it is only when he believes that they are real 

that his mind and genius manifest. When he ignores them and suppresses them with 
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prescribed medication, his ability to unravel the concepts in his mind clouds. Emma, in 

Hanging by a Hair, also believes initially that Pipay is a real person, but only for a short 

while. Pipay helps her to appreciate herself, though, and to even stand up to the children 

who try to bully her. Unlike John Nash, who is only inspired when his delusionary 

companions manifest, Emma has to learn not to rely on Pipay and hide behind Pipay’s 

imaginary world.  

In Fight Club (Fincher, 1999), the narrator leads a dreary, trapped life he cannot 

stand. He then meets Tyler Durden and the two of them start an underground “fight 

club.” As the club grows in members and power, everything begins to spiral out of 

control as the club begins to enact revolutionary plots of vandalism and violence. The 

narrator eventually learns that he and Durden are two aspects of the same person, which 

is just like Nick Harkaway’s treatment of imaginary companions in The Gone-Away 

World. Durden represents everything that the narrator wants to become. 

Hanging by a Hair will most decidedly not be quite as violent, there will be the 

same element of a person who creates an imaginary person with all the qualities that they 

want for themselves. However, this will not be due to a Dissociative Personality 

Disorder, the way it is in Fight Club, but more of a result of the protagonist’s loneliness 

and status in school as something of a pariah. Just like in the film, the two characters will 

start out as friends, but towards the ending, the imaginary friend takes on a more ominous 

personality and the protagonist must learn to break free from the fantasy. 

Who’s Afraid of Virginia Woolf? (Nichols, 1966) and Drop Dead Fred (de Jong, 

1991) illustrate two functions of imaginary companions. 
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In Who’s Afraid of Virginia Woolf? (1966), George and Martha are a married 

couple that simply can’t get along with each other. They invite a younger couple over to 

dinner and end up using their guests to attack and bait each other. They often mention a 

son during the course of the evening, but in the end, the young couple will eventually 

realize that the son is not real at all.  In my film, fantasy is used as a coping mechanism as 

well. Just like George and Martha use the fantasy of a son to cope with their 

dysfunctional marriage, so will Emma use her imaginary friend Pipay to hide from her 

illness and her loneliness. In the end, she will understand that coping is not necessarily 

tackling the problem and solving it, and that this is actually inhibiting her ability to grow. 

She will learn to do this on her own. 

Drop Dead Fred tells the story of Elizabeth, fresh from a separation from her 

husband, who returns to her childhood home because she does not have the backbone to 

refuse her overbearing mother. Back in the place of her childhood, Elizabeth opens up a 

box and accidentally releases the imaginary friend of her younger years. His name is 

Drop Dead Fred, and he’s determined to liven up Elizabeth’s dreary life and give her self-

respect, but things get a little out of hand due to his outrageous nature. In this story, Fred 

represents the part of herself that she has repressed due to the influences of her mother. 

He attempts to help her recapture her spirit and love of life. 

While Drop Dead Fred’s film’s imaginary companion saves his friend through 

havoc and mayhem, the imaginary friend in my film will be somewhat detrimental to the 

protagonist’s growth as a person, despite her good intentions and the ways she fortifies 

and helps Emma accept herself. Certainly, Pipay does teach Emma how to be happy and 

that she has her own worth as a person, but this has the inadvertent result of Emma hiding 
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behind the fantasies Pipay creates and thus avoids learning how to develop a thicker skin 

to handle the harshness of her illness. Just like Elizabeth and Fred part ways at the end of 

the film, Emma and Pipay must separate if Emma is to learn grow properly as a person, 

though their parting is not quite so amicable.  

Lastly, there is Harvey (Koster, 1950), a film with a somewhat unique take on 

imaginary friendship.  Elwood Dowd has an imaginary companion in the form of a large, 

bow-tied rabbit named Harvey. He is also a fully-grown man, and everyone is unnerved 

by his continued belief in Harvey’s existence. Hijinks ensue when his relatives attempt to 

get him committed, but it all ends well, in part due to Harvey’s efforts; in this film, the 

imaginary friend is actually a real creature. Elwood tells people that Harvey is a pooka, 

which is a fairy figure from Irish folk lore. This is an optimistic film; a comedy of errors, 

really, but it does portray a fairly accurate depiction of how people respond to eccentric 

grown-ups and how insanity is defined by social conventions.  

While people are more lenient towards children who have imaginary companions, 

children tend to be more brutal and direct; unlike Emma, Elwood was never on the 

receiving end of bullying the way Emma is. 

There will be many differences in Hanging by a Hair, but the key similarity is the 

social world the protagonist thrives in the way Harvey places Elwood Dodd in a stark and 

logical world. Granted, the students who judge and criticize Emma do not do it because 

they know that she talks to imaginary creatures in her head, but because, just like the 

fundamental quality of Elwood, she is different. It will also show a more personal 

relationship between the protagonist and the imaginary character. The main difference is 
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that by the end of the film, Emma will learn that Pipay is not real and let go of her 

imaginary friend to face the world without the comforting veneer of fantasy. 

Kreea (Lim, 2000) is a production thesis from the University of the Philippines 

Film Institute. It tells the story of a girl who is faced with growing up and the subsequent 

destruction of the fantasy world she inhabits. There are fish that swim in the air and 

beautiful and alien flowers in her world, but all of this is endangered by time and the very 

harsh reality that she is actually escaping by remaining in the fantasy world. This is 

where she goes to literally hide away from the troubles in her life. 

In the end, Kreea leaves her idyllic fantasy world and returns to the stark, 

monochrome reality, just like Emma eventually decides to handle the world without the 

safety net of fantasy. Still, I want the same aura of innocence and wonder to permeate my 

film during the fantasy moments. It will also have the same theme: the dilemma of 

growing up and leaving fantasy behind to confront the tragedy in Kreea’s life—in 

Emma’s, she will finally go face to face with her illness. I may also possibly borrow the 

convention of a more drab coloring to depict the character’s reality. 

To summarize, a great deal has already been done with the subject of imaginary 

companionship. While a more common phenomenon in childhood, it has also been 

tackled as something that can occur to older children and even adults who are not 

necessarily insane. Due to the fluid nature of imaginary friends, they can also take the 

form of muses, consciences, ghosts, actual fey creatures, or even imaginary worlds, 

which Marjorie Taylor calls paracosms (Taylor, 1999). Emma and Pipay will have one 
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such paracosm, where the world is made of hair and headscarves can become flying 

carpets. 

For many of these sources, growing up comes part and parcel with imaginary 

companionships. Having an imaginary is generally considered a sign of childhood or 

immaturity (if not madness). Despite the possibility that this imaginary creation may 

serve some other helpful function, such as a creative outlet or a coping mechanism, this 

friend and all other fantasy outlets must be done away with in order to grow up properly. 
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C. SAMPLE PRODUCTION MATERIALS 

     

     

    

 

Stills from Bottled Star. 
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