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The case file before you, is my own fragmented 
collection of archival evidence that is stored in the 
internet archive of the Bibliotheque Nationale de 
France (BnF) - the National Library of France. The 
library has preserved the literature aspects of French 
Heritage, with scans of original publications, letters 
etc and stored this in their digital repository service. 
This thesis will focus on the fictional worlds that, one 
of the fore founders of science fiction, Jules Verne, 
created in his late 19th century novels.  

I have reprinted a selection of the internet archive 
as facsimiles, to analyse the materiality of original 
publications as well as taking the reader on a journey 
through Verne’s literature in a tangible format. It is 
also an ironic play on preservation of materials, as 
I have accessed these physical attributes digitally, 
to reprint them and make them physical again, to 
appreciate the experience that original readers would 
have had in the 1800’s.  

Through this journey of the past, the material will be 
analysed against modern theorists such as Lubomír 
Doležel and his theory of possible world building in 
fictional realms. Along with literature critics, such 
as Arthur B Evans, who specialises in Scientific 
Fiction Studies, together this will investigate the 
role of fiction in the construction of possible worlds. 
Questioning what we can learn from Verne in our 
present day and how we can pre-empt the future. 

Prologue
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Introducing Jules Verne

Jules Verne was born on the 8th February 1828, 
France.  

Died on the 24th of March 1905. 

He went on to become a playwriter, poet and a 
novelist within which he became one of the fore 
founding authors of the ‘science fiction’ genre 
in literature. Having written adventures from the 
centre of the earth to the depths of space. Verne’s 
literature career ascended in 1863 with the help of 
publisher Pierre-Jules Hetzel, together they worked 
on amazing publications of Magasin d’éducation et 
de récréation (Journal of Education and Recreation) 
between 1864 till Hetzels death in 1886 and later 
Verne’s death 1905, with the Magasin officially 
closed in 1916.  As well as Voyage Extraordinaires, 
solo editorial publications of stories that were pre-
published in the magasin, this began in 1866 and 
together they released 62 novels and 18 short stories.  

They revolutionised the genre of not only SF but also 
children’s literature. His stories have resonated with 
many readers across, nearly two centuries, opening 
imaginative escapes of what speculative possibilities 
lie in our real world. 

Fig.01 Photograph of Jules Verne



Introducing Pierre-Jules Hetzel

Pierre-Jules Hetzel was born on the 15th of January 
1814, France. 

Died on the 17th of March 1886. 

Hetzel was a well celebrated editor and publisher, he 
believed in publishing literature for the whole family 
and founded Bibliothèque illustrée des Familles 
(The Familly Illustrated Library) later renamed to 
Magasin d’éducation et de récréation in 1864. Along 
with the publication of Voyage Extraordinaires, the 
editorial publications were released at the end of 
each year for the special publications to become 
New Year’s gifts to children and families. 

Hetzels ambitions for the Magasin was to collaborate 
with intellectuals, scientists, authors and illustrators 
to produce high quality literature that not only 
educated the reader but also entertained. The 
collaboration with Verne was highly beneficial for 
both parties and it pushed their work to success. 

Fig.02 Photograph of Pierre-Jules Hetzel
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Introduction

In this thesis I will explore the use and application of fiction, 
in constructing alternative worlds through the literature works 
of Jules Verne. This will be investigated alongside the theory 
of world building in the fictional worlds, in which Verne wrote 
about themes of the ‘future’. Venturing through the power of 
science, in its usage and fictional qualities within the narratives. 

For my methodology, I have delved in to the archives of 
Bibliotheque Nationale de France (BnF) they preserve the 
literature heritage of France. Within which I have uncovered 
the original Verne material from handwritten manuscripts, letter 
correspondences, first publications of journals and novels. This 
will allow me to discuss the impact of material culture as well as 
the craft behind the making of Verne’s Twenty Thousand Leagues 
Under the Sea 1869-1871 (20TLUTS), the unexplored ideas 
of (published posthumously) Paris in the Twentieth Century 
1994 (Paris) and briefly analyse against the 1879 novel of The 
Begum’s Fortune. 

The contents within this thesis are aimed to take you on a journey 
back to Verne’s era of literature, to place our minds into the 19th 

century to explore the genre of SF as a form of wonder and new 
knowledge. Through this exercise of fictionally travelling back 
in time, it will help focus on isolating the knowledge we have 
of everything that has happened since the 1800’s. To define 
where Verne utilised the minimal knowledge many readers 
would have had on the then modern technology, which may 
seem obvious to us in the present. Additionally, the fragmented 
display of facsimiles is a reminder of the tangible format, and 
the experiences of reading on paper. Furthermore, commenting 
on preserving stories through the observations in the facsimiles, 
to showcase the visual quality of the graphics paired with the 
withering of the pages, that will remind us of the time that has 
passed.  

As a reader in 2025, the key things I am hyper aware of is firstly, 
we are living in Verne’s ‘possible future’, and he is in our actual 
past. This is important in considering different perceptions of 
Verne’s writings, have they changed over time? What ideas 
have lived out to be a reality or remained fictional? Our position 
allows us to evaluate the successes of creating fictions of the 
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future by living in the said future. Secondly, through the analyses 
of 20TLUTS, I will comment on the process of constructing 
a fictional world and writing a novel. Following the journey 
of an idea from a manuscript to journal to solo publication. 
Closely using 20TLUTS as a precedent, I will be looking at the 
collaboration between the author, publishers and illustrators to 
produce a successful story, and how their contributions helped 
define the fictional world that we know of today. 

I am examining Verne’s text against modern literature theorists, 
such as Lubomír Doležel, who is considered to have found 
the theory of fictional worlds within possible worlds, his work 
is centred around his specialisation of philology, theorising 
literature and narrative logic. In identifying the themes of 
possible worlds and if Verne’s narratives are within these realms. 
Verne’s work implemented the truths of everyday life and the 
knowledge of the technological advances of the 19th century 
to explore possibilities of what the future could look like. He 
controlled the narrative for the readers, balancing their knowns 
of the real world, to enable them to explore the unknowns within 
their imaginations. Along with the balance of modern critics, it 
will allow us to see if these possibilities could be our future too, 
and if they are, how do we design around these ideas? 

In addition, using literature critics, to explore Verne’s medium; 
the fictional narrative. The text plays a vital role within the 
research of this thesis, considering the portrayals of the characters, 
technology and impacts on society. As they become typologies 
that create the fictional paradox. Amongst the literature critics, 
two stand out, firstly Edmund J. Smyth, critic and editor that 
collated the Narratives of Modernity in 2000, cultivating a series 
of likeminded Verne critics, to comment on the impact Verne has 
made on SF, through his modern narrative, and themes of the 
future. Likewise, professor of Modern Languages at DePauw 
University, specialising in Science Fiction Studies, and an 
enthusiast of Verne works, Arthur B Evans. Who has contributed 
to many essays in studying and analysing the works of Verne’s 
work across his career. 

The following folios will uncover different methods within 
fiction making from the principles of forming the narratives, 
power of imagination and the role of fiction in how we can pre-
empt the future, by using Verne as a precedent, from fiction 
to further speculation. Questioning what there is to learn 

about envisioning the future and what can we do as designers 
to implement solutions to evolve our real world from paper 
projects. Through the concept comparison of the novels, we can 
uncover their different visions of what the future could be and 
what we can derive from these findings to understand the future 
that is upcoming. 
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Folio One: 
Constructing Fictional and Possible Worlds

This folio is centred around the aspects that are required in making 
a fictional and possible world, specifically within the fictional 
world of 20TLUTS. Firstly, in understanding the core philosophy 
behind world building theory and how it is used in fiction and 
literature works. Secondly, defining the basic parameters that one 
would need to build a possible world, through understanding the 
story’s environment, locations, technologies and the characters. 
This aspect will be looked at through Verne’s handwritten letter, 
to uncover Verne’s own thoughts on the making of the story. 
This will help evaluate the construction of worldbuilding, the 
application of science and utopias within fiction. Lastly, how 
Verne controls the narrative to allow us to explore our realm of 
imagination and conceptualising anything beyond. 
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The theory of possible worlds was created by Gottfried Leibniz, 
who argued that the current world was created by the mind of 
God, and in result “the best of all possible worlds” in his Theodicy 
1710 work. Leibniz broke down the theory to simple pragmatics; 
the boundaries of the possible in the impossible and vice versa. 
Since then, the theory has been further developed into branches 
of thought, many theorists have applied this theory to literature 
and fictional theories. One of which, is literary theorist, Lubomír 
Doležel, whose research was focused on narratology, his theory 
questions the boundaries between fiction, constructing possible 
worlds and to what extent can they hold truth or not.  

The important and distinctive factor of creating a possible world 
is within the aspects that can ground the readers perceptions of 
reality, from this the reader can further explore the realms of 
alternatives within their own perceived imagination. Doležel 
explains this in his 1998 Possible Worlds of Fiction and History: 
New Literary History, “Fictional worlds are possible worlds in 
that they are ensembles of nonactualized possible particulars – 
persons, states, events, and so on”  comparing to Shakespeare’s 
Hamlet, “not a man to be found in the actual world; he is a 
possible person inhabiting an alternative world, the fictional 
world of Shakespeare’s play” (Doležel, L. 1998 p787-788). In 
relation to Verne, his aspects of the ‘truth’ are intertwined with 
aspects of science, technology and reflected in the characters, like 
Captain Nemo within 20TLUTS. Verne controls the perceptions 
of possibilities through the characters role of being a possible 
person in an alternative world. As that power remains in the 
hands of the writer, Verne has achieved this by revealing the 
story as the novel goes along, making the reader feel welcomed 
and gradually eased into the narrative. This is revealed through 
the narration of character ‘Professor Pierre Aronnax’, where 
he reveals his experiences and firsthand accounts which entail 
guides the reader to follow along. Through this technique Verne 
welcomes the truths and the possibilities, to stable the readers 
mind to explore more of the fictional world he has created. 

Additionally, to the literary theory of possible worlds, Doležel 
touches upon concepts that lay within as sub-theories “poiesis” 
and “noesis”; referring to the one, making and creation of 
possible worlds and the other, understanding the possible world. 

Understanding the principles of Possible Worlds

Through these definitions we can explore and differentiate a 
deeper understanding of the created fictional possible world. 
This also reveals the relationship between author and reader; the 
author creates the fictional world, of 20TLUTS, (poiesis) and the 
reader enters and makes sense of the alternatives (noesis). It is 
interesting in consideration of the analysis and comprehension of 
possibles worlds, where the poiesis is a fixed state, representing 
Verne’s mind and his views of technology of the time against 
his imagination of what they could become. The role of noesis 
however, is not fixed, it continues to evolve throughout time, 
as perceptions of technology and knowledge naturally evolve, 
so do the readers comprehension. Especially, the difference 
between the original and present-day readers, as our knowledge 
and access to it is far greater than it was in the 19th century, 
naturally, could this mean our imagination (in the present day) 
is not as open to fictional possibilities or vise versa. This will be 
investigated throughout the thesis. 

It is also worth noting the interdisciplinary aspects of the theory 
of possible worlds, as Professor of Philosophy, Ruth Ronen, 
outlines in her 1994 Possible Worlds in Literary Theory  “Possible 
worlds have not only been used across philosophical domains 
but also across disciplines and have, above all, permeated the 
field of literary theory (but also linguistics, art theory, and the 
natural sciences).” (Ronen, R 1994 p5). Possible worlds and the 
construction of them, is being used across many disciplines as it 
allows the writer of one, to delve into the problems they hope to 
solve by applying alternatives, and that’s what we can see Verne 
doing within  20TLUTS. 
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Fig.03 Manuscript of Twenty Thousand 
Leagues Under the Sea by Jules Verne

appendix 01 

To start analysing the Verne’s fictional world, we begin by 
looking at Verne’s manuscript of 20TLUTS, which he began 
writing in 1869. We know this from a series of letter exchanges 
between Verne and Hetzel towards the beginning of the year and 
soon after the stories first few chapters were seen in the March 
edition, same year, of the Magasin. Finally, in 1871 after the 
series was published in the Magasin, it was released as a solo 
novel within the Collection Hetzel, Voyage Extraordinaires. 
This novel went on to become Verne’s most famous story. From 
looking at the theory of possible world building, we can begin 
to understand the aspects Verne used to construct the possible 
world we know of in 20TLUTS. 

Before unpicking the techniques used, from the archive we 
can see the natural process a writer like Verne would have 
taken when making 20TLUTS, where we see the redaction and 
constant iterations. We can only speculate of the alternative 
adventures or outcomes that Captain Nemo could have had 
within those iterations. Verne wrote his manuscripts by hand and 
would redact as he wrote, as he mentioned in his 1894 interview 
with R.H Sherard for McClure’s Magazine; “I work very slowly 
and with greatest care, writing and rewriting until each sentence 
takes the form that I desire.” (Verne, J. 1894) In the facsimile 
of the original manuscript, we can see these exercises played 
out. “But it is over my proofs that I spend most time. I am never 
satisfied with less than seven or eight proofs, and correct and 
correct again, until it may be safely said the last proof bears 
hardly any traces of the original manuscript.”(Verne, J. 1894). 

Although, this is a very natural process of writing a novel, the 
concept of the story had to reflect the ethos of the Magasin, in 
presenting the combination of entertainment and education. 
Within the interview, Verne goes on to say he “had a good 
fortune to enter the world at a time when there were dictionaries 
on every possible subject. I had just to turn my dictionary the 
subject I wanted information upon” (Verne, J. 1894), it is through 
the knowledge that Verne had of his present that enriched the 
world of imagination that he invited the reader to explore, and 
the ‘final-say’ that Hetzel as the publisher would have to ensure 
the ethos was met. 

Creation of Verne’s Utopia: 
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Fig.04 The Real Nautilus, inspiration for the 
fictional submarine

Using the location and geographical aspects to construct a 
“possible world”, this world lies beneath the ocean. Verne 
utilises the small knowledge we hold of the ocean to experiment 
with the realms one could find within.  

Incorporating aspects of the truth, the knowns or the minimal 
knowledge we have, grounds the reader as a form of comfort of 
something that exists in the present. For example, Verne utilised 
the Greek myth of the lost city of Atlantis, in turn to be one of 
Captain Nemo’s discoveries, mixing the truth: the myth and the 
fictional: discovery within the naive 19th century understanding 
of depth of the ocean. This allows the writer to experiment with 
concepts by implementing speculative thinking on top of the 
truth, which make up a fictional world. As literature researcher 
Daniel Compère explains in the analysis of the Limitations of 
Literature that (Verne’s) “aim is, in fact, to bring together all the 
geographical, geological, physical and astronomical elements 
known to modern science, and to retell, in his own attractive 
and picturesque form, the history of the universe.” (Compère, D 
2000 p40). From this, we gather that science also becomes part 
of the narrative, that Verne navigates playfully speculate on the 
real, that creates possibilities. 

Indeed, Compère indulges on the role of science to be in favour 
of maintaining the readers attention as “Science is therefore used 
in a ‘game’ between the known and the unknown, the likely and 
the unlikely.” becomes a common fiction attribute. He goes on 
to add “On one hand, science refers to reality with which we are 
familiar and gives us a guarantee of truth. Scientific knowledge 
is, in this case, playing a traditional role as an ‘element of 
reality’. On the other hand, science is used to justify the bizarre.” 
(Compère, D 2000 p41-42). This is interesting, when considering 
how Verne built the idea of the Nautilus submarine, based on 
an existing man powered (by paddle) submarine, designed by 
Robert Fulton and tested in 1800 in France, under the same 
name. Here we see the collected truth that Verne collected, 
the real-life submarine, and speculated an alternative method 
of how it could be powered, by electricity (through sodium 
batteries that Captain Nemo discoveries) making the submarines 
vehicle fictional, an example of how Verne experimented with 
speculation and “defamiliarizing the ‘real’” (Smyth, E.J. (2000) 
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p8). Defamiliarizing, is used throughout the novel by Verne to 
partly ground and explore tangible ideas, to also expand the 
readers perception of the real. 

The Nautilus’s power may not be plausible in real life, but it 
does allow readers to imagine a possibility, however many 
critics disagree, as Unwin states that the Nautilus “a vehicle 
literally ‘built’ from current and available knowledge. And there 
are, of course, inevitable mistakes, such as the electricity supply 
which powers the Nautilus” (Unwin, T 2000 p48). Unwin 
gives credibility to the role of ‘mistakes’ as it gives substance 
to how science is portrayed within the novel, much like French 
Historian Michel Foucault’s views, on Verne in L’Arrière-fable 
1966, of the ‘mistakes’ as it “challenges the story, highlights 
its implausibilities, shows everything that is impossible.” as 
Smyth reflects in his essay Verne, SF and Modernity, plays with 
the perception of known and unknowns. However, the idea of 
mistakes is only by today’s standards of technology, with the 
greater knowledge of testing these concepts out, Verne here 
has stated a possible source of power, in today’s submarine 
technology, many have already implemented part electrical 
power proving that the mistake of this implausibility is very 
much possible. 

But it leads us to question what is possible world building if 
not exploring possible and impossible alternatives of the real? 
Clearly defining the magical qualities of constructing through 
fiction. 

As Meakin explains in Future Past: Myth, Inversion and 
Regression in Verne’s Underground Utopia  “If Verne does 
not - as is now well know and fully acknowledged by critics - 
substantially anticipate the future, his ‘inventions’, and machines 
being based on existing and sometimes even already outdated 
technology, his real relationship to what we know today as SF 
lies in the peculiar ability of his imagination to project a personal 
cosmos, an alternative universe, often exploiting that limited 
technology but to poetic rather than scientific or even didactic 
effect” (Meakin, D 2000 p94). This reflects on the acclaim by 
many SF critic, that authors like Verne, amongst Poe and Shelley, 
are authors of ‘Scientific Romance’ instead, where they explore Fig.05 “The Nautilus” Original illustrations of 

Twenty Thousand Leagues Under the Sea 1871
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Verne’s Letter:

This investigation of the archival material is of a letter response 
from Verne to Hetzel, regarding the portrayal of Nemo. It is clear 
they do not agree completely. This letter is one of the many in 
exchange between Verne and Hetzel that the BnF has stored, 
and one that was translated by Arthur B. Evans in 2001. It was 
important to find critics that had translated the letters, to have an 
authentic translation of the conversation. 

One of Verne’s techniques in constructing his possible world, as 
mentioned earlier, is using characters, especially Captain Nemo, 
to represent themes of isolation and mystery yet push the norms 
of what is known. In the portrayal of Professor Aronnax, we see 
man’s relationship with the drive for curiosity, but through Ned 
the fear and scepticism of what it may entail. These are aspects 
that defamiliarizing the readers perceptions of the fictional 
world, this is seen through the characteristics of Captain Nemo, 
which is discussed between Verne and Hetzel. 

This letter also represents the natural correspondence between 
author and publisher, the following extracts will be reflected 
against critics and theorist’s views: 

Fig.06 Letters from Verne to Hetzel, 1869

Translated by Evans. A.B 2001                          >

the beauty and awe of our world, under a poetic translation of 
ideas, expressing more optimistic possibilities because of his 
imagination. 

The Nautilus not only is a representation of new technology but 
also an embodiment of a microcosm, ‘ruled’ by the character of 
Captain Nemo. This structure allowed Verne to comment on the 
social constructs of society, reflected on themes of captivity and 
freedom, through the capture of Professor Aronnax, Conseil and 
Ned Land. Verne has created a separate possible world within 
the submarine that questions the parameters of the real world’s 
society. This reflects on Doležel’s construction of possible 
worlds, as they “are not haphazard assemblies of constituents, 
but macrostructures formed by specific global restrictions. 
These restrictions determine the ‘general order’ of the world, the 
conditions of existing and acting in that world.” (Doležel, L 1998 
p32) Verne defamiliarizes the structure of the world within the 
Nautilus to suit the mysterious character of Captain Nemo, and 
in turn make the reader question the character of Nemo. Through 
this, Verne enriches the story to be more than a utopian world, 
there are imperfect reflections of this new oceanic society, that 
leads to dystopian themes. 



30 31

“My dear Hetzel,
Your letter greatly 
disturbed me for 
two days, and I 
wanted to reflect 
much on it before 
responding.”

“I see now that you 
are imagining a 
fellow very different 
from my own. And 
this is very serious 
because I am 
totally incapable 
of depicting 
what I don’t feel. 
Obviously, I don’t 
see Captain Nemo 
as you do.”

Evans explores 
the relationship 
between Verne 
and Hetzel and 
the shift in power 
over the years of 
collaboration in 
publishing stories 
for both the journal 
as well as the 
individual novels. 
The epistolary 

The “censorship” as Evans describes it, helped 
define the genre of SF to what we know it as today, 
for Verne it can be seen as a limiting aspect to his 
writing and with the constant redacting and editing 
from Hetzels side. Or did this restrict the exploration 
of perhaps a more dystopian alternative to what we 
know it as today.  

This portrayal reflects to the representation of 
mystery of the complex character. Can be argued that 
the ideas of poetic approach to Nemo is through the 
complexity of his emotions, Verne here uses Nemo 
to represent resentment of society but not always act 
upon his hatred and show his acceptance of people.  

It is interesting, as reading this far into the letter, 
the language and content feels quite timeless, there 
is nothing that gives away the century gap between 
us. However, the mention of the abolition of slavery 
brings the reader back to the present day, as this took 
place in 1833, which to us is so distant, but to Verne 
that remains as one of the present contexts of where 
humanity stood. The ambiguity of Nemo remains a 
key factor to further distance him from the reader. 

“Nowhere, despite 
what your letter says, 
have I portrayed a 
man who kills for the 
sake of killing. He is 
a man of generous 
nature whose 
emotions sometimes 
become incensed by 
the mileu in which 
he is living. His 
hatred of humanity is 
sufficiently explained 
by what he and his 
loved ones have 
suffered...”

“You have said to me 
that abolition of slavery 
is the greatest economic 
fact of our time. I agree, 
but it is totally irrelevant 
here. I liked the incident 
of John Brown because 
of its concision, but, 
in my opinion, it 
weakens the Captain. 
We must keep vague his 
nationality, his person, 
and the events that threw 
him into this strange 
existence.”

aspect of their collaboration showcases 
the natural correspondence between 
author and editor but also the growth of 
Verne becoming more confident in his 
style of writing and no longer wanting 
Hetzel to further edit his manuscripts 
to oversee his ideas.  Although, Hetzel 
always had the final word.  
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“You are right about 
Aronnax’s reaction, 
and I’ll change that. 
But for Captain 
Nemo, that’s 
something else. In 
explaining him in a 
different manner, you 
change him to 
such an extent that 
I can no longer 
recognise.”

“Make your 
observations and 
I will take into 
account all that are 
possible”

The ending of the letter reflects on Evan’s comments 
of how Verne’s confidence as a writer has evolved, 
it shows the power balance between them. Taking 
ownership of the characterisation of Captain Nemo. 
The letter shows the conflict in representation, as 
Verne, had to stay within the ethos of the magasin 
to relate the story for a child reader, which Hetzel 
campaigned for. 

Naturally, the different characters serve different 
purposes in the narration of the story, here Verne 
references the importance of correct representation. 
As Timothy Unwin has also established in his 
Fiction of Science or Science of Fiction essay “The 
introduction of quixotic or extravagant characters, 
counter-balancing the judicious or the rational, is 
itself a frequent tactic in Verne.” (Unwin, T 2000 p49) 
This relates to the characters of Ned and Conseil who 
counterbalance the aspect of fear of the unknown, 
whereas Nemo and Aronnax push for the discovery 
of it. This reflects the natural characteristics of 
society. 
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Through worldbuilding, writers have been able to explore the 
vastness of fictional worlds, we can see this across Verne’s 
literary universe, he balances his stories against the knowns and 
unknowns of our world. The use of science builds the richness 
of the technical unknowns. Through SF the world building 
escalates to new realms, it questions the authenticity of the 
current world as well as the world that the author has ventured. 
Under the findings of Doležel and his ideas of possible worlds, 
he showcases how fiction can construct meaning, adding depth 
to the narrative which allow for a more enjoyable read.  

After analysing the 20TLUTS through the lens of the possible 
world theory, we can see the combination of both the wonder 
and fear of the knowns and unknowns that lay within our 
world. Verne uses the different parameters of the narrative to 
successfully lay the basis of the story through the truths and 
speculate what the alternatives can be. The story of Nemo, travels 
through utopian themes with aspects of dystopia, which elevate 
the story to feel more realistic by not conforming to perfect 
ideals. It is through these themes that make Verne’s possible 
world, possible, this reflects the nature of humans, through the 
mistakes and problems of society, from which we can learn more 
from. The collaboration with Hetzel, proves the success of the 
portrayal of adventure, however, it also questions, what were 
Verne’s real views of the future, if Hetzel had not overseen the 
making of 20TLUTS? 

Verne’s textual poiesis showcases the intricacy of his mind, 
however, does it leave a gap in the readers noesis?  
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Folio Two: 
Methods of aiding our imagination
The story through illustrations

Following on from the understanding and distinction of possible 
worlds, this folio focuses on the noesis of 20TLUTS within the 
gaps created in the imagination of Verne’s textual poiesis. This is 
not to say the text Verne has written, is to purposely misguide the 
reader, he does this to allow the reader to venture into their own 
realms of their imagination. Which leads us to question, what is 
the imagination? How do we define it? Imagination is a cognitive 
response to visualising new ideas and forming images from the 
real world. Imagination bridges the real world and possible 
worlds together, as it implores the mind to speculate beyond the 
actual. Along with applying Doležel’s views on worldbuilding 
and the role of imagination within fiction, I will also look at 
Actual Minds, Possible Worlds 1986 findings of psychologist 
Jerome Bruner, in relation to human cognitive psychology, 
cognitive learning theory to evaluate the pedagogical values that 
are within the illustrations. This folio explores the illustrations 
from the original publication of 20TLUTS and how they help 
form the readers imagination. 
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Although the serialised issues were black and white print, the advertisement newspaper clippings of Collection Hetzel showcased colourful graphics promoting 
what the latest issues or novels were currently in publication.  

Fig.07 Collection Hetzel advertisement 1882

appendix 02

Hetzel advocated for children’s literature to progress in France 
and pushed for the Magasin to be published. The Magasin was 
first published in 1864 and was in production till 1915, it was a 
collaborated effort between Hetzel, with childhood friend Jean 
Macé and Verne to produce literature for the young bourgeois 
readers and families. It was a subscription-based issue, a new 
publication was released every two weeks, the series sales did 
not go beyond 10,000 subscriptions till 1875. The magasin’s 
production was deemed as high technology during this period, 
with the mass production and the incorporation of wood engraved 
illustrations within each issue. The magasin aimed to include 
forms of education as well as entertainment within the literature, 
as Esther S. Kanipe summarises in Hetzel and the Bibliotheque 
d’ éducation et de Recreation, by presenting “the reader with a 
specifically committed view of the problems and possibilities of 
French society” (Kanipe, E.S .1969. p76) this was to help the 
child grow up to be an independent individual. 	  

As Kanipe further explains, the bourgeois child was confronted 
with a reflection of “his own society in which some nostalgia 
for a simpler time was mixed with hope for the future through 
science.” (Kanipe, E.S 1969. p79). SF allows us to envision a 
brighter future, within 20TLUTS, Verne shows us the wonder 
through the adventure, how technology can take us to the realms 
of the unknowns, perhaps we should still question how realistic 
is this possible world? It is not only reliant on existing factors, it 
can be represented through the poetry of characters complexities, 
that hone into the romantic side of literature. As Bruner reflects 
on philosopher’s Nelson Goodman’s view on the existence of 
“real world”, “no one ‘world’ is more ‘real’ than all the others, 
none is ontologically privileged as the unique real world. In 
consequence, the physical raw stuff of the physical monist is no 
more ‘real’ than any other version” (Bruner, J 1986. p96). Stating 
no matter if the world is actual or fictional, no world is less real 
than the other, which reveals the magic of worldbuilding, that 
we all can stem into our imagination and interpret the world 
around us to be more than it is. 

The medium is not only the magasin, but the language within, 
it welcomes readers to enter a universe of possible worlds at the 
turn of a page, as Burner reflects “language not only transmits, it 

Magasin d’éducation et de récréation 
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creates or constitutes knowledge or ‘reality’. Part of that reality 
is the stance that the language implies toward knowledge and 
reflection” (Bruner, J 1986. p132). Further proving the power 
of fiction in world building, the act of writing that paints the 
possibilities. Verne and Hetzel utilised the power of language and 
how it could blur the lines between education and entertainment, 
which successfully transcended the evolution of the genre to 
what it is today.  

However, it is worth noting the difference between the reader 
in the 21st century and the reader in the 19th century, and to 
keep in mind the impact of these strategically placed images 
to the original readers. As the 19th century, saw the rise of 
technology through the Belle Époque (The Beautiful Era), 
however, simultaneously technology was evolving to new 
dimensions amongst the scientific community, for example, 
electricity, underground and underwater transportation. The 
illustrations invited the readers to understand new technologies, 
of which they had not encountered yet, conveying illustrations 
of the future. The reflection on psychology will address the 
pedagogical values within the illustrations and when they were 
used within the text. Part of the Magasin’s ethos, to educate, 
was in reference to making the story accessible to all, through 
the fictional attributes to literature and the use of images to aid 
the less advanced readers to still enjoy the story and make the 
material of the story more tangible. 

With the transition over time, readers today will have more 
knowledge of technology and concepts of futuristic ideas, that 
change the impact of the text to the reader in comparison to the 
original readers. More knowledge leads to more creations, and 
as Doležel has explains “The universe of possible worlds is 
constantly expanding and diversifying thanks to the incessant 
world-constructing activity of human minds and hands.” 
(Doležel, L, 2000) world building in the 21st century has evidently 
evolved from what it was like in the 19th century. This is due 
to many factors, mainly with more access to information and 
educational sources, this has pushed for more reading as a result. 
This refers back to the Magasin ethos and as Evans recollects, 
during the 1860’s the Guizot Law 1833 was still under way, this 
was a driving force for the improvement of literacy in France, 
as French philosopher Marc Soriano points out “any well-
advised editor must aid his readers who have not yet achieved 
a good reading proficiency” (Soriano, M. 1978 p130-131). The 
illustrations were strategic educational elements to fill the gap in 
readers imaginations but also include the enchanting experience 
of the story for those who were less able to read. 

Fig.08 Original publication of 1870 series of 
Magasin D’Education et de Recreation

appendix 03
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Where fiction leaves us to speculate in our minds of what the 
alternative endings could be, the supporting illustrations guide 
the reader on specific moments to make sure they do not stray 
from the authors intended story. Doležel comments that “since 
fictional gaps are created in the act of world construction, they 
are ontological in nature” (Doležel, L, 1998 p795) highlighting, 
how an author can control the gaps created, with the aid of 
illustrations, it maintains the aspect of readers noesis and to not 
stray from the intended poiesis. 

Verne’s communication lies within his texts as well as his 
imagination, in which he invites us to explore, with the aid of 
the illustrations, the reader can process the themes before them 
much easier. As Smyth states “It is in the defamiliarization of 
reality that Jules Verne enjoys a profound relationship with 
twentieth-century science fiction, by providing a ‘literature of 
cognitive estrangement’, as science fiction has been described, 
which ‘not only facilitates an imaginative “escape’” from or 
transcendence of the given social environment, but sows the seed 
of dissatisfaction with that environment, and of the determination 
and ability to change it’.” (Smyth, E.J 2000 p8). Fiction allows 
the reader to escape the real world, into their own imagination, 
the power of it also evolves the readers cognitive perception 
of the world as “the literary text becomes part of the reader’s 
lived world, it begins to function as a material extension of that 
world.” (Sumara, D.J. 1996, p21). Extending their imagination 
to reality, and in turn, readers can curate their own alternative 
worlds. 

Interpretations of the Imagination

Fig.09 Original illustrations of Twenty 
Thousand Leagues Under the Sea 1871
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As Arthur B Evan’s explores in The Illustrators of Jules Verne’s 
Voyages Extraordinaires what the visual representation of the 
novel entailed. Throughout the entirety of the publication 
running, there were over four thousand illustrations, Evans 
breaks down the statistic to be an average of 60 plus illustrations 
per novel. However, 20TLUTS, included 111 illustrations, 
from artists Alphonse de Neuville, Édourd Riou and Henri 
Hildibrand. We can see in the inscribed corners of each 
illustration, who it is done by, in many, they are collaborations 
between the three. These are the original illustrations for 
20TLUTS, which are still being used in present day publications 
as they capture the “feel of Verne’s socio-historical milieu and 
evoking that sense of faraway exoticism and futuristic awe 
which the original readers once experienced from these texts.” 
(Evan, A, B. 1998 p241) it is interesting to consider the role of 
the original illustrations in relation to fully envisioning Verne’s 
imagination, and the depiction of representation of the time it 
was created, highlighting the success of the artists craft within. 

As writer Georges Borgeaud, discusses in The Illustrators of 
Jules Verne, “It is not the text which defines the illustration, but 
the illustration which defines the text, and which transports the 
reader beyond...it is a catalyst to dream.” (Borgeaud, G. 1949 
p72) this is significant when considering how the illustrations 
created a visual identity over time, from the etching style and 
black and white print. The imagery is a very important aspect 
to representing the possible fictional worlds as Ronen discusses 
they “are also widely employed in aesthetic discussions of 
representation, mimesis and artistic reference.” (Ronen, R 1994 
p5). The contents of the illustrations, Evan’s has categorised 
into four typologies, represents the illustrators poiesis that 
help the readers noesis of the text, delving further into their 
imagination. Tying the text with the illustrations, define 
Verne’s possible oceanic world that is 20TLUTS. The imagery 
becomes part of the language to communicate the adventure 
within the oceanic possible world, discovering the unknowns. 
The typologies are universal in the illustrated novels of Verne: 

Illustration Typology: 

Fig.10 Original illustrations of Twenty 
Thousand Leagues Under the Sea 1871
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Fig.11 Original illustrations of Twenty 
Thousand Leagues Under the Sea 1871

Firstly, depiction of the protagonist. 

The illustrators would help paint the imagery of the characters 
with portraits of them to help depict their personas to the reader. 
We see in the representation of Nemo, that he is a confident 
explorer of the seas, standing on top of the nautilus that is in the 
middle of the sea. 

“Captain Nemo taking the altitude of the sun” 
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Secondly, visualisations of places. 

Ushers the reader into understanding the exploration of the 
‘unknowns’, an example of this is the scene on the seabed, the 
illustrators depict an underwater world filled with various water 
vegetations and the roaming jellyfish. Compère has observed: 
“This commentary via illustration establishes a dialectic 
between the real and the imagined...” the imagined landscape 
acts as the possible, taking the real factors of the nature of water 
habitats to speculate how we could venture within. He continues 
in justifying the role of the illustrations as they “...strengthen 
the verisimilitude of the Vernian text and their realism acts as a 
kind of guarantor of veracity. But they also add a dimension...
of illusion” (Compère, D. 1983. P70) indeed, this typology 
represents the surrealism of the fiction, which is insightful under 
the pedagogical lens, as for the 19th century reader it broadens 
their mind to realms of science fiction.

“A walk under the waters” 

Fig.12 Original illustrations of Twenty 
Thousand Leagues Under the Sea 1871
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Fig.13 Original illustrations of Twenty 
Thousand Leagues Under the Sea 1871

Thirdly, documentational information.  

Acting as a playful rendition of a scientific identification 
image, in some copies, there are annotations of the depicted 
species, all though not beneficial to the story line, it helps set 
the scene when Verne investigates scenes beneath the water, 
allowing the reader to envision the water creatures that inhabit 
them. Breaking the boundary between the educational and 
entertainment values by presenting pedagogical information 
as part of the narrative. Unwin considers the successes of the 
images as “classifications and taxonomical precision of the 
scientific style end up not by appropriating the aquatic world 
and reducing it to comprehensible proportions, but by doing the 
opposite: highlighting its strangeness and its mystery” (Unwin, 
T 2000 p50), within this, Verne controls the distinction between 
knowns and unknowns. 

“Life in the Black River” 
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Fig.14 Original illustrations of Twenty 
Thousand Leagues Under the Sea 1871

Fourthly, portrayal of action.  

Although, these may not seem pedagogical, they depict the 
fictional plot of the story (Evans, 1998 p244), as we can see within 
the collated illustrations of the attack of the squid “monster”. 
From the introduction of the squid, beyond the Nautilus window, 
to then emerging into the Nautilus but the reader no longer needs 
to see the full image of the squid to understand who the intruder 
is within the action illustration. Likewise, the attacking of the 
squid, the readers eyes fall on the action of the scene to the 
tentacles holding the victim, the reader can sense the scale of 
the attack in reference to the victim as well as speculate if the 
background depicts the army of squids or the movement of the 
tentacles. It acts as not only a visual aid, but as a representation 
of the story, as it “adds another layer of rich meaning to them, 
deepening the narrative’s associative and intertextual effect on 
the reader” (Evans, A.B. 1998 p247). 

“Before my eyes was a horrible monster, worthy to figure 
in the legends of the marvellous” 
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Fig.15 Original illustrations of Twenty 
Thousand Leagues Under the Sea 1871

“With one blow of the axe, Captain Nemo cut this formi-
dable tentacle, that slid wriggling down the ladder” 

Fig.16 Original illustrations of Twenty 
Thousand Leagues Under the Sea 1871

“Only one of its arm wiggled in the air, brandishing the 
victim like a feather” 
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Where fiction creates gaps, the illustrations direct the readers 
perception of the story, this refrains the reader from straying 
too far away from the intended paths to Verne’s world. In the 
present day, we can associate the etched style illustrations with 
the novel, as they portray the most accurate representation 
of Verne’s fictional realm of 20TLUTS. From the analysis 
of the illustrations, we gather the value that the illustrations 
gave the 19th century reader, and the readers that came after, 
outlining the world building semantics role in literature as 
“a perennial creation of ‘fictional landscapes,’ ‘fostering the 
plurality of worlds” (Doležel, L, 1998 p790). Through these 
fictional landscapes, we can explore the real world under a 
romantic lens, speculating on the impossible aspects of the 
world to become possible. 

Perhaps, it is through the interpretation of the sublime that 
Verne navigates us through his imagination, in the beauty and 
the fear of the real world that makes fictional possible worlds 
to feel more real to the reader. Two literature critics on Verne’s 
novels, Hale and Hugill outline in The Science is Fiction, 
“One of the realms of experience claimed by Surrealism 
was that of dreams, and it is in this world - a world in which 
logic, time and space are eliminated - that Verne managed to 
colour the imagination of the movement’s founders.” (Hale, 
T & Hugill, A 2000 p139). Relating to the poetic aspects of 
science and fiction, how together they cultivate a fantastic 
possible world, commenting on the wonder that technology 
gives to humanity, allowing the reader to reflect on the 
downside of technology. The Illustrations reflect the Verne-
era, 19th century craft which alongside the text define the 
magic of reading a Verne text.   

Considering the ethos of the Magasin’s intentions to teach 
and entertain their audiences, in the present day we can 
speculate the successes of the illustrations within isolating 
the illustrations as a form of medium to reflect on them 
without the textual poiesis. Like Borgeaud believed, that it is 
the “illustrations that define the text”, however, without the 
text, the illustrations would not exist. They co-exist and work 
together in representing Verne’s mind. Together, they paint 
the possible worlds, to become possible to the reader, as the 
fiction and the illustrators pave the way to new avenues of the 
imagination.  

Which in turn will influence their approach to interacting with 
the actual world, this has impacts within the architectural 
discourse, as Associate professor in Architecture, Rahesh Ram 
discusses in Architecture, Fiction, and Thought Experiments 
“Architectural fiction may focus on one or a number of those 
elements to observe how a new possible world influences the 
human condition which will in turn will have architectural 
consequences.” (Ram, R. 2021. p243). Fictional narratives, 
allow us to re-interpret the real, but is 20TLUTS we should 
take as precedent to navigate between the truths of the fictional 
and actual world. 

20TLUTS depicted the oceanic possible world through 
adventure and seeking to discover more knowledge, is this 
possible world depicting the future? In the 21st century, we 
know that there are aspects that now exist in the real world, 
the range of submarine vessels that roam the sea, we still do 
not know nearly as much of the ocean than we do of space, 
but it remains to be a successful work of fiction. How do we 
really utilise the function of possible worldbuilding? 20TLUTS 
proves to be a utopian representation of a possible world, where 
there is more sense of optimistic adventure that is inspired by 
technology, is that due to the ethos of the magasin? We can 
question what would Verne’s fictional worlds look like, if he 
wrote of his true thoughts of the future? With a dystopic tone, 
would that reveal a closer representation of what the actual 
future is, today?  
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Folio Three: 
Exploring Verne’s Dystopic worlds

20TLUTS can be considered as a perfect representation of the 
ethos that Hetzel implored for the Magasin where the stories 
ventured in the beauty and wonder of technology, and what it 
can bring to humanity. The two novels presented in this folio 
will showcase a different style of storytelling from Verne, a 
dystopian approach to SF as opposed to the utopian-esque 
earlier in the thesis. Closely looking at Paris in the Twentieth 
Century 1863 and The Begum’s Fortune 1879. Unpacking 
humanities patterns over time and analysing if these texts are a 
more accurate representations of the present day, if so, what do 
we learn from them? 

Before analysing the two novels it is important to note the 
original date of these manuscripts in chronological order: 

1863: Paris in the Twentieth Century (manuscript) 

1869: Twenty Thousand Leagues 

1879: The Begum’s Fortune 

 

 

1994: Paris in the Twentieth Century (publication) 

This is to question, what were Verne’s true views of the future 
and understand how he pre-empted it based on the present? 
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Fig.17 Original manuscript of Paris in the 
Twentieth Century 1863

appendix 04

Verne sets the scene around a young protagonist, Michel, who 
is surrounded by a world that has neglected the importance of 
people and put society in a machine-controlled world, where 
human knowledge is no longer of any importance, deemed 
inferior to the machine. Michel is a writer who is lost within 
this world. 

Paris opens a new era of Verne, through the perception or 
relating to his most famous works that were heavily influenced 
by and targeted for young audiences, Paris reveals to modern 
audiences the alternative fictions he imagined and could have 
written more of. Initially rejected by his publisher Hetzel, as it 
was written early on in his career, the other novels he worked 
on focused on the more ‘optimistic’ nodes of adventure. 
Hetzel deemed this too “ignorant”, that no one would believe 
a world like Paris could ever exist, as stated in his notes on the 
manuscript. 

The manuscript remained unfinished and unpublished until 
Verne’s great-grandson, ‘re-discovered’ it in Verne’s safe in the 
1990’s, and published it, unedited to the world. Revealing the 
(un-finished) novel to a completely different generation seems 
very surreal, in terms of the nature of Verne’s style, writing 
based on his present about his future, and yet this novel is set 
100 years into the future from when he wrote it, but is the 
‘past’ for the first readers. Completely changing the paradox 
of his writing. In comparison to 20TLUTS, it has a quality of 
timelessness, that could be through the wonder of explorations 
of the unknowns, Verne has captured the ‘nostalgic’ visions of 
the future. Whereas the concept of the unknowns in Paris is 
presented in a dystopic downfall of a society over-reliant on 
electricity and technology. 

Verne’s Dystopia: Paris in the Twentieth Century 

“In this piece, there is not a single issue 
concerning the real future that is properly 
resolved, no critique that hasn’t already been 
made and remade before. I am surprised at 
you … [it is] lacklustre and lifeless.” (Hetzel, 
P.J 1863 – translated Carnevale, A. 2008) 
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“My dear Verne. 
This entire depiction 
of the ignorance… 
of the past in 100 
years is excessive. 
Even if you were 
a prophet, no one 
today would believe 
this prophecy… they 
simply would not be 
interested in it”

Fig.18 Original manuscript of Paris in the 
Twentieth Century 1863

appendix 04

As Smyth states, “Paris au XXe siècle, in many ways a example 
of ‘la littérature d’anticipation’ (the preferred term for SF), 
has come to be widely as offering as prophetically dystopian 
vision of modern society.” (Smyth, E.J. 2000 p.2) from the 
present day, we see how much the modern society is entangled 
with technology and electricity powering the city. Although 
it was deemed a gloomy representation of the future, it is an 
eerily accurate representation of the actual future. Humanity 
has evolved to a state where art and nature is overruled by 
technology, Michel cannot escape from it. The mechanized 
Paris, reveals the threat that technology imposes on society, 
leaving us inferior to the machine that we created.  
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Verne’s Utopia vs Dystopia: The Begum’s Fortune  

Within the narrative of Begum’s, Verne plays with themes of 
utopian verses dystopian representation in the portrayal of Dr. 
Sarrasin, French doctor and Professor Schultz, German Scientist. 
The two protagonists inherit an Indian Begum’s fortune, in 
which they share to build a city based on their own ideals. This is 
where Verne plays with the principles of the magasin’s ethos, in 
juxtaposing Sarrasin’s ‘Ville-France’ which utilises science for 
the greater good and having a clean and socially progressed city. 
Whereas Shultz, encompasses an industrial city lead by military 
power, and power over technology is abused to create military 
equipment.  

Verne presents both cities, side by side, allowing the reader 
to make their own judgement on the rights and wrongs. Verne 
comments on French v German ideals, making France the hero 
within this narrative, Schultz’s the villain. Regardless of the 
structure of the characters, Schultz is much like Nemo, two 
characters whose ideals cloud their judgement which ultimately 
lead to their death. The two juxtaposing characters allow the 
reader to consider whose moral judgement is correct, albeit it is 
obvious that it is indented to be Sarrasin. They present the power 
and threat that technology would impose on society. Smyth 
comments on the theme’s in relation to Modernism, stating “a 
case can be made for asserting that he provides narratives of 
modernity, in that his texts both incorporate and perforate the 
modern, by encompassing the spirit of the scientific age and 
articulating some of its limitations and agonies.” (Smyth, E.J. 
2000 p.3). This depicts the perfect dynamic in writing about 
science fiction, presenting the reader with alternatives that 
technology could bring humanity, sometimes for the better and 
other times for our own downfall. 

Fig.19 Original illustrations of The Begum’s 
Fortune 1879

The Begum’s Fortune // The 500 Millions of Begum
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Perhaps in the 1860’s, the possibility of technology overpowering 
the everyday seemed impossible, in the present day we see that 
it is possible, the present day noesis has different understandings 
of the plausible and implausible. Verne created a possible 
world with the knowledge of the technology of the 19th century 
that helped him imagine its potential within society, albeit the 
dystopic themes are set in a pessimistic view it proves how 
technology in the smallest overpowering form, from streetlamps 
to trains to computers running the city, present the reader how 
machines can ‘taken over’ our society. However unlikely these 
concepts seemed in Verne’s day, the poiesis as Doležel states “A 
typology of possible worlds is a project in the making, but the 
basic types are well established” (Doležel, L 1998 p32) is a true 
possibility of becoming an actual world. It showcases how Verne 
utilised the knowledge of science and used it as a dystopic tool, 
criticising how humanity will inevitably long for the pursuit of 
technology. 

Although, Verne was not the only author in the 19th century 
writing on themes of technology, he was one of many to utilise 
the advancement of technology throughout the Beautiful Era and 
welcome this new surge of unknowns. It is particularly interesting 
to mention, that in conjunction, there was a group of people 
who heavily opposed and violently protested the progression 
of technology or the machine; The Luddites. Who originated 
from a movement of English textile workers who were against 
the new automated equipment and believed that technology 
would worsen their lives completely. We can speculate that the 
Luddites and Verne did not overlap, but this group of people 
highlight the unspoken aspects to technical progression, the 
threat it poses against us civilians. The Luddites were fearful 
of losing their jobs within the textile industry, Michel in Paris, 
expresses his opposition to this society, especially “Demon of 
Electricity”, which he cannot escape in the mechanized Paris. 
As David Platten, literary critic, discusses in an analyses of 
Paris that “Paris is the narrative of a tormented, though still 
brilliantly perceptive, man who saw in the failure of politics, 
in the relentless march of Progress for the sake of Progress” 
(Platten, D 2000 p91), this alternative version of Paris exists in 
Vernes mind, it may be a reflection of his own views of the new 
age of the machine, which becomes a metaphor for humanities 

Progression of Technology throughout time: 

relationship with technology, where some are pushing it to new 
limits to break new boundaries, the search of wonder and more 
knowledge – could arguably be humanities own downfall, as 
Verne presents it inevitably turns on us and we suffer as a result. 

The concept of ‘the machine’ has evolved over time, which 
again correlates to the real 1960’s where real examples of 
technology were rising, for example in the decade just before, 
discussions and developments on Artificial Intelligence (AI) 
from Alan Turing’s 1950 Computer Machinery and Intelligence 
had begun to test the intelligence factors of a computer. The 
reasoning behind Verne’s choice of time is unclear, placing the 
narrative 100 years ahead of himself into the 1960’s, it is very 
coincidental. Yet it comments on the human progression and 
desire to push the limits of our knowledge to create man-made 
machinery as a result. Without knowing the full consequences 
of what we are creating and the threat we are imposing on our 
world.  

This can be an aspect of displaying the Sublime within the real and 
fictional worlds, Verne balances the beauty through the wonder 
of discovery and fear within the characters in his narratives. 
Perhaps this is a takeaway, for the architectural discourse, in 
considering what our future may or may not be, with every new 
wonder from the opportunity of using AI, we have to stop and 
think about the affect this opportunity will impose on our nature, 
our planet, this is our truths in wondering about the alternative 
worlds the harm it causes. In exploring the realms of fiction, 
we can find a solution for within the reality, as philosopher 
Umberto Eco discussed The Role of the Reader 1984. From 
this notion, we distinguish the roles of both 20TLUTS and Paris 
as great creations of SF in which delve into two very different 
views of what technology offers Paris and Begum’s, we see 
how SF reveals true human nature in greed and desire for more 
knowledge thus more machines. Now one cannot exist without 
the other, a possible world is a work of fiction, it is through the 
process of using it in the present world that we see how reality 
can intertwine, and possible worlds become a form of reality. 
Setting out parameters of how we can further use fictional world 
making, through which nodes we can construct real worlds from 
possible ones. 
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Unlike 20TLUTS, this earlier written novel does not indulge 
in the beauty and wonder that technology can bring society, 
contrastingly it reflects the dismissal of humanity and the fear 
of technology. Along with nature and art. We learn from Paris 
and Begum’s, that we as humans are our own enemy, we are 
presented with how we can utilise technology to help us, but it is 
to characters like Schultz that Verne shows how greed can harm 
us all. Perhaps in relation to designing for the future, dystopic 
fictional worlds allow us to better understand the cracks within 
our actual world and push us to design to improve our real world 
to be an ideal world. The evolution of Verne’s ideas, without 
Hetzel overseeing them, shows the variety of worlds that Verne 
imagined, the battle between science and the arts, how science 
can be used for the greater good as well as overpower the human 
mind. (Platten, D 2000 p81)   

That fear of technology transcends throughout time, the name for 
the group of people may change but the feeling remains. Which is 
important when considering the age we live in, the advancement 
of artificial intelligence becoming publicly available, machinery 
becoming self-aware and it is only the beginning. The fear in the 
present day can be vividly seen in the concept of the Doomsday 
Clock, created by the Bulletin of the Atomic Scientists in 1947, 
in order to reflect on the nuclear age we live in,  climate change 
/ nuclear warfare as well as artificial intelligence are factors that 
contribute to moving the seconds closer and closer to midnight 
(a metaphor for a human-made global catastrophe). This concept 
has dystopic qualities, yet it reflects the trajectory of the nature 
of man’s relation to the notion of the sublime when it comes to 
technology; the desire to push our knowledge to the limits but to 
not consider the dangers it may lead us to.  

By looking at 1860, 1960 ...  what can we expect in 2060? 

Knowledge is defined by humans. Humans create machines that 
reflect their truths and desire to progress. 

Knowledge is the machine, so therefore knowledge is dangerous. 
We need to act accordingly for the future, to not abuse the 
technology for it to harm us.



Conclusion

This thesis was aimed to uncover the making of Verne’s fictional 
worlds. As a reader in the 21st century, I wanted to explore 
the ‘successes’ of Verne’s predictions of the future, against the 
reality of what the ‘future’ is at this very moment and open the 
discussion further to what it could be.   

Verne pre-empted variations of predictions, closely looking at 
20TLUTS and Paris we can see Verne saw the threat that lay in 
the over usage of technology especially in the everyday aspect. In 
Begum’s he presented the ideal and twisted worlds, to showcase 
how technology can be utilised and exploited. 

From the exploration of Verne’s work, understanding the 
parameters of the making of fictional possible worlds, we can 
see the differences between 20TLUTS (utopian world) and Paris 
(dystopian world) and how they reflect the truths of humanity. 
Through this, we see that as humans, we are the ones that are 
in control of our ‘downfall’. This outlines the way we can use 
these worlds to better understand our own upcoming future. 
The timeline of their original manuscripts makes this more 
interesting when wondering about the true views that Verne had 
on the future; the fears within technology ‘taking over’ and what 
the trajectory of his career would have been had he continued to 
write of the themes of Paris.  

The exploration of time within this thesis has allowed me to 
capture the special moments of designing and sharing our ideas, 
from Verne’s letters there is a lot of care in the representation 
of his words. Verne alongside Hetzel pushed SF to become the 
genre it is today by breaking the boundaries that were within 
literature, science and art. In their collaboration they made 
science an art form, visualising fiction to meet all audiences that 
opened his pages.  

The role of fiction within possible world making is vital in 
putting together the ‘truths’ of the real world and creating these 
alternatives to create new solutions and future proof our world. 
By doing this exercise we can explore the beauty and threat that 
technology impose on our lives.   

The theory that Doležel outlines in the construction of possible 
worlds, proves the that the art of literature and the nuances 
that everyone, not only designers or specifically architects, 
are limited to designing. Architecture is not limited to the 
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human innovation can create. The trajectory may be speeding 
up at this very moment, but we can assume that there will be 
another threat.   

Fiction is not limited to literature; it is a tool that allows us to 
step into our imagination of the alternatives of our reality. As 
architectural designers, it is important to understand the role of 
fiction making as a design tool.  

Architecture is not defined by the real and the tangible, much like 
fictional possible worlds. It transcends to intangible places such 
as our minds, where we to, build our possible worlds to explore 
the fictional realms of our favourite stories. How fiction opens 
the opportunity to take elements of real life and to speculate the 
fantastical within, does this mean we can make these creations 
real? Perhaps not always, but the practice of delving into creative 
routes in our imagination, allows us as designers to problem 
solve and make the architecture around us more refined and 
suited.   

The next threat is imminent, where we see revelation in the new 
(technology) we need to understand the consequences that it will 
have on us, from the possible worlds we need to evaluate, design 
and live up to them. 

physical that surrounds us, there are realms within our minds 
and imagination that should be explored and celebrated. There 
is naivety in entering our imaginations, that is not to say they are 
wrong and stopping us as designers and individuals to continue 
exploring tangible and non-tangible fields of architecture.  

If we were to use Verne’s lens, we can note that there is a sense 
of paranoia of the future that sits within us. Within the wonder 
and excitement, we hold of advancement of technologies, there 
is a sub-conscious feeling of what the Luddites felt strongly 
about, there is reason to oppose the rise of technology. Outside 
of Verne, in the real world the rise of technology has continued 
to progress, and we can firmly assume that there will be a surge 
of technology, based on the findings of this thesis:  

1860: Pre-empting the environmental crisis from the 
overuse of technology   

1960: Appearance of the ‘computer’ first iterations of AI  

2060: … Take-over of AI 

Although, the timeline is a pragmatic estimate of a global 
catastrophe, jumping in 100-year intervals, from the analysis of 
fiction we can anticipate the next phase of technology threat to 
be in the works. As of the 28th of January 2025, the Doomsday 
Clock has edged to 89 seconds to midnight. What does this mean 
for us? It proves that we are on a fast trajectory to the end of 
humanity. With the rise of AI technology, another man-made 
device, there is wonder of what the next phase of technology 
will lead to, perhaps to life on Mars but within the wonder there 
remain fear of what will happen to our planet. What will the 
progression of technology disrupt the nature of the world we 
know?  

If there is anything to learn from Verne is that there is the 
sense of sublime of living in our time, of any time, the future 
is always upon us. Verne displays the ongoing relationship 
that humanity has with the natural world and the greatness that 
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