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It was the purpose of this study to adapt and produce 

Jules Verne's Twenty Thousand Leagues Under the Sea for a 

group interpretation presentation. Since this novel is 

regarded by most critics to be Verne's masterpiece, it was 

considered appropriate that a veil-planned group interpreta-

tion program based upon it be produced in order to introduce 

this science fiction classic to campus audiences. The novel 

we.s adapted for oral interpretation and produced for per-

formance,. Scholarly reviews and articles provided informa-

tion about Verne's life and critiques of his work. 

The thesis has five major divisions. The first chapter 

establishes the literary credibility of Verne, states the 

purpose of the study, and provides justification for the 

selection of Twenty Thousand Leagues Under the Sea. At the 

end of the first chapter, a short biography of Jul.es Verne 

presents m s life, nis philosophies, and the history of his 

writing. 

The second chapter lists the criteria by which the 

novel was adapted into o production script. Among the 

criteria are the novel's intrinsic structure, its theme, 

1 



the style employed by the author, and the author's delinea-

tion of characters. These criteria are derived from a 

discussion of the principles of cutting and adapting prose 

literature for oral interpretation. The second chapter 

also includes a justification for the inclusion of each 

scene in the script, an analysis of scenes "where it seems 

necessary, and an explanation of technical stage directions. 

The third chapter deals with the criteria used to de-

sign the set, lighting, and special effects for the 

production. The styles of formalism and suggestive realism, 

which were used, are explained along with the manner in which 

Verne's novel influenced the technical design of the produc-

tion and how technical feasibility influenced the process 

of design. Also included are a description of the design 

and an explanation of the procedure followed in creating 

various special effects. 

The final chapter consists of a subjective evaluation of 

the production and a discussion of the problems encountered 

while producing and performing the script. The evaluation 

is based on comments by knowledgeable persons who attended 

the performance. In this evaluation, specific statements 

are made about combining the techniques of oral interpreta-

tion and acting in order to enhance the oral presentation 

of a piece of literature. Production problems, such as the 

malfunction of technical devices, are cited and discussed. 
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The production script and related materials are in the 

Appendices. 
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CHAPTER I 

INTRODUCTION 

Jules Verne is one of the most, widely recognised French 

authors in modern literary history. His first great success, 

Five Weeks in A Balloon, appeared in 1863. From then until 

1905} he consistently•published works that have become 

classics in the field of science fiction, In his lifetime, 

from 1828 until 1905? fourteen Verne plays and libretti, 

nine short stories and essays, a three-volume geographical 

work entitled The Discovery of the Earth, and fifty-seven 

novels were published (3, pp. 2V7-250). The recognition, of 

his literary merit is not limited to his home country- In 

the introduction to the Prince Edward of Wales Edition of 

the Works of Jules Verne, Charles F. Home states. 

Ee belongs to-day not to France, but to the worlds 
Widely as his works have been read in his own 
country, their popularity has yet been wider in 
America and England. Much as lis has been honored at 
house, even higher glory has been accorded him, we are 
told, in far Japan. His books have been translated 
not only into all the usual languages, but into 
Hebrew, Japanese, and even into Arabic (10, p. viij. 

Thus Verne's popularity in his own time was phenomenal. He-

became not only famous, but also fabulously rich (3, p. 182). 

In I87O, Verne was awarded the French Legion of Honor. 

This award was given to him on a nomination 21aa3 by Ferdinand 

de Lesseps, the French engineer who supervised the construction. 



of the Suez Canal (3, p. 158). It is speculated that the 

nomination came after de Lesseps read Verne's 1870 novel 

Twenty Thousand Leagues Under the. Sea (3, p. 158). Twenty-

two years after receiving the Legion of Honor, Verne was 

made an officer in the Legion itself on a recommendation 

by the mayor of Amiens (3 5 p. 222). In 18?2, Verne was 

awarded a special literary prize by the French Academy in 

Paris (3, p. 169). Finally, in 1902, Verne was offered one 

of the highest honors that France can bestow on a writer, 

membership in the French Academy (3? p. 239)• He declined 

the membership, however, and it is possible he did not care 

to submit to the formalities of the Academy. 

Various other honors were accorded Verne, He was a 

member of the Amiens Academy of Sciences, Letters, and Arts; 

the French Geographical Society; and the Society of Drama-

tists (35 p. 223). .An honor which many might consider to be 

one of his greatest was a private audience with Pope Leo XIII 

in the summer of 188*+ (3, p. 196). Some critics believe he 

was honored by the Pope for the moral values expressed in 

his work (6, p. 12). 

Verne has received much critical acclaim for his fan-

tastic novels. His voyages extr a or dlna i r e are still in 

print, despite the fact that many of his works were written 

well over one hundred years ago. In 1966, Robert J. Cle-

ments wrote in the Saturday Review, "The sale of Jules 

Verne books continues to soar like a runaway balloon. In 



recent wee>ks various French publishers have printed a total 

of 1,000,000 copi.es. It is not even an anniversary year 

for Verne" (12, p. bl). 

Although sales do not necessarily reflect critical . 

acclaim, enough evidence is available to attribute Verne's 

popularity to his individuality of style. Sam Moskowitz, 

recognized critic of science fiction, comments on Verne's 

development of this genre as follows: 

Jules Verne was by no means the earliest of science 
fiction writers, and it cannot be said that his 
ideas were particularly original or his literary 
gifts in any way exceptional. But he was the first 
author to develop consciously and consistently an 
approach to the genre which turned it into a spec-
cialized form of literature, quite distinct from 
fantasy, the Gothic horror tale, the fictional 
political utopia, or the imaginatively embroidered 
travel tale (5? p. 73). 

Verne has been called the father of modern science fic-

tion. Moskowitz explains why: 

At first the general run of sophisticated Continental 
writers had viewed Jules Verne as a freak, naively 
overproductive. But as novel followed novel and his 
fame spread around the world, it was soon realized 
that he had stabled upon a new literary form that 
was not only different but was popular with the masses 
(5, p. 840. 

Although Verne's works will probably never rank among 

the great literary classics, undoubtedly they will continue 

to be popular because of his formidable imaginative quali-

ties. Charles F. Home, for example, refers to Verne as 

"A supreme master of imagination" (10, p. vii). In con-

junction with Verne's imaginative qualities, is his gift of 
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prophecy. Many coimaonplace mechanisms in use today were 

Verne's "impossible machines" of the late nineteenth 

century. In 1926, Alexander Green described how Verne's 

prophecies had come true: 

Verne was, above all, the prophet of our mechanical 
age, and it is proper that today, when the human 
voice travels by wireless over thousands of miles 
into millions of listening ears, and the skies are a 
pathway for the airplane and the seas for the sub-
marine, the man who foresaw the telephone, pre-
dicted' the aerial craft and all but invented the 
navigable undersea boat, should still be perhaps the 
best appreciated favorite of the growing generation. 
Reading his stories of romance and adventure, the 
young student is afforded not only instruction and 
entertainment but also a glimpse into the future age, 
as vivid as the image of the past in the pages of 
Dumas or Walter Scott (7? p. iii). 

It is interesting to note that this passage was written well 

before the U.S.S. Nautilus dove beneath the polar ice cap 

and almost fifty years before Neil Armstrong stepped on the 

surface of the moon. Both of these feats were predicted by 

7erne. 

Today, even more than in times past, man is concerned 

with his future. Many contemporary writers and ecologists 

describe a need for futurists who would predict what might 

come about in the near and far future. In 1967, a report 

on just such a group of futurists was printed in the New 

York Times Magazine. The article was entitled "They Live 

in the Year 2000, the Futurists Take Over the Jules Verne 

Business" (*+, p. 56). The author of the article, William 
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Honan, states that, "he [Verne] was one of the few who 

'guessed right' consistently" (*+, p. 72). 

It would, seem appropriate to assume that Verne's pro-

phetic and imaginative qualities would enable his novels to 

entertain an audience today, just as they did readers one 

hundred years ago. Of these novels, one of the most popu-

lar and entertaining is Twenty Thousand Leagues Under the 

Sea. The editors of the Signet Classic edition state, 

In an age that has seen the wildest speculations of 
science come true, Jules Verne has gained stature 
both as a prophet and as one of the most exciting 
masters of the imagination the world has known. Of 
his amazing novels, none is more compelling and fas-
cinating than Twenty Thousand Leagues Under the Sea. 
This extraordinary voyage into the depths of the 
unknown, aboard the fabulous submarine Nautilus, 
built and commanded by the brilliant, warped Captain 
Nemo, constitutes an exploration into both the pos-
sibilities of science and the labyrinth of the human 
mind. The novel is science fiction raised to the 
level of literature—and literature transformed into 
a vivid expression of a new era of technological 
breakthrough (9? cover). 

In the foreward to this Signet edition of Twenty Thou-

sand Leagues Under the Sea, its translator, M. T. Brimetti, 

writes, 

Twenty Thousand Leagues Under the Sea is considered 
by many to be Verne's masterpiece. . . . Verne not 
only created his most memorable characters in this 
story, but lavished as much care on the descriptions 
of the wonders of nature beneath the sea as great 
artists have devoted to the psychological details of 
human characters. . . . Here is a world of exquisite 
forms and colors, wonderful plants, coral forests, 
flowers, fantastic creatures of all kinds, monsters, 
volcanoes, the. polar regions, cemeteries, the ruins 
of Atlantis,- coal mines, treasures—all described 
with a dramatic vivid realism (9, pp. vii-viii). 



While simost all of Verne's adventure stories take the 

reader through an imaginary world of one kind or another, 

Twenty Thousand Leagues Under the Sea goes beyond the bound-

aries of a typical adventure travel story. The character-

^ ization of Captain Nemo alone is a hallmark in the field 

of science fiction writing. Moskowitz, in Explorers of the 

Infinite, explains, 

Probably Verne's finest book, considered from all 
standpoints—careful plotting, above average writing, 
outstanding characterization, and scientific ideas 
with a resplendent sweep, ideas which completely out-
distance the commonplace—is Twenty Thousand Leagues 
Under- the Sea. . . . Verne has been accused by some 
critics of weak characterization, but the delineation 
of Captain Nemo, builder and commander of the marvel-
ous submarine Nautilus„ is an outstanding achievement. 
That Verne was able to create a three-dimensional 
character as great as Captain Nemo against the tre-
mendous competition of the marvelous submarine Nautilus 
which competes with Captain Nemo page after page for 
the reader's attention is the true wonder of Twenty 
Thousand Leagues Under the Sea (5» pp. 78-79)• 

Thus, Jules Verne is recognized as a notable figure in 

• literary history. His merit as a writer of particular sig-

nificance is illustrated by his development of a new approach 

to the genre of science fiction, as well as his consistent 

popularity and publishing record. His place in literary 

/ history has been recognized by many prestigious awards and 

by critical comments of literary figures who consider him to 

be one of the most significant authors of modern history. /' 

In addition, Twenty Thousand Leagues Under the Sea can be 

considered his masterpiece because it is in this work that 

one finds Verne's finest characters, images, and sources of 
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wonderment. The purpose of this thesis project was to adapt 

Verne1s Twenty Thousand Leagues Under the Sea for oral in-

terpretation and to direct and stage a production of that 

adaptation. Such a production would successfully introduce 

Verne's classic to local audiences who may not have read 

Jules Verne's novels. 

This project included an adaptation of the novel in 

the form of a script. Those passages and episodes of the 

novel chosen for presentation were analyzed and then or-

ganized into a group interpretation program. A cast of 

four readers and six dancers was assembled and the script 

was fully rehearsed for performance to an audience. The 

thesis which resulted includes a full description of the 

production, and a subjective evaluation of it, and a de-

scription of the technical designs and media devices used to 

enhance the written word on stage. 

Verne himself was interested in stage productions of 

M s work. In .1876, he proposed to stage his Tour of the 

H9.£.Id in Eighty Days (Around the World in Eighty Days) in a 

way that substituted a planisphere for the ordinary drop 

curtain, on which a luminous trail would mark the areas 

covered by the heroes on their journey (8, p. 13). Further 

evidence of Verne's interest in staging his works is illus-

trated in the following quotation by Adrian Marx that 

appeared in the introduction to the H. M. Caldwell and Com-

pany edition of Verne's Tour of the World in Eighty Days: 
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"He (Verne] . . . is preparing 'The Marvels of Science,' a 

great piece of mechanism, which will borrow its effect, not 

only from painting, velvet, and the ballet, but from the 

dynamic agents of physics, chemistry, and mechanics" (8, 

P» 13)-

Whether or not Yerne considered Twenty Thousand Leagues 

Under the Sea for such a production is not on record. .In 

view of the evidence, however, it would appear that Yerne 

would have welcomed an opportunity to utilize modern multi-

media devices to enhance an oral presentation of this novel. 

The oral presentation of Twenty Thousand Leagues Under • 

the Sea to an audience might stimulate an interest in and an 

appreciation for Verne's works. If this interest is aroused, 

the production will thus benefit the literature. Also, it 

seems valid to assume that such a production might provide 

a pleasurable, stimulating, and entertaining literary ex-

perience for the audience. In addition, this program of oral 

interpretation could provide an educational experience for 

the readers and others associated with the production. An 

analytical study of the script and. the creative process of 

producing it will thus benefit the readers. 

The literature would benefit by gaining a new audience. 

The audience would benefit by experiencing one of Verne's 

novels. And the students involved would benefit by the 

process of assembling the production. All of these afore-

mentioned items seem to point out that the medium of oral 



interpretation would benefit by having classic, compelling 

literature to introduce to an audience on a modern, well-

equipped stage. 

Jules Verne was born on February 8, 1928, at Nantes, 

a seaport of Brittany, France. He was the son of a mod-

estly wealthy lawyer. Although Verne was a somewhat medi-

ocre student, he did finish early studies at the lycee in 

his native city. 

At the age of eleven, Verne's imagination and love for 

the sea drove him to run away from home and become a cabin 

boy on board the Coralie, a three-masted schooner sailing to 

the West Indies. This career lasted only a few hours, for 

Verne's father discovered his son's plans and quickly re-

trieved him (35 pp. 23-25). 

At his father's wishes, Verne returned to school. M. T. 

Brunetti describes his later, more formal education: 

When he reached the age of twenty, his father, a law-
yer of the old school, reluctantly sent him to Paris 
to study law. Although he eventually completed his 
course in law, his interest in legal matters was 
purely incidental. Upon his arrival in Paris he had 
immediately become interested in the theatre. Around 
l88!-f he had written librettos for two operettas, and 
in 1850 he had in production a one act play in verse, 
Les Failles rompues (Broken Straws), which ran for 
twelve nights. When his father requested that he 
return to Nantes to practice law, he refused. "Une 
fatalite me cloue a Paris (Fate nails me in Paris)," 
he answered; and furthermore, "I would ruin your 
practice," he added (9, p. viii). 

Unfortunately, most of Verne's early literary efforts had 

brought no financial returns. 
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While Verne was in Paris, he became part of the Bohe-

mian life that seems to have characterized the Latin Quarter 

during the late nineteenth century (10, p., xiv). It was 

during this time that Verne was introduced to Victor Hugo, 

Alexander Dumas, and the younger Dumas, who worked with 

Verne on several librettos and stories (9? p. viii). 

In 1857? Verne travelled to Amiens, where he attended 

the wedding of a friend. It was here that he met a twenty-

six year old widow with two children. Her name was Honorine 

de Viane Morel. Verne fell in love with Honorine and, 

according to biographers, wanted desperately to marry her. 

Verne had no money and practically no visible means of 

support~-his father had even cut off his allowance (9} P-

viii). So he appealed to his father to buy him a membership 

in a brokerage firm. This would give him an income so that 

he could marry Honorine (9, p. ix). Verne's father, already 

conscious of his son's literary talent, was hesitant about 

granting his request. According to Russell Freedman, young 

Verne reassured his father of his continuing interest in a 

literary career in the following terms: 

If I have talent, I am bound to succeed one day, since 
I shall never give up my literary work—work in which 
I grow all the more passionately Interested the more 
serious it becomes. But side by side with art, I 
feel I have the taste, energy, and the aptitude to 
undertake other tasks as well. . . . Frankly, I am 
utterly fed up with my bachelor existence. . . . in 
short, and although it may strike you as rather comi-
cal, coming from me, what I need is to be happy, 
neither more nor less (3, p. 81). 
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Pierre Verne granted his son's request, and Jules was married 

on January 10, 1857- This move finally settled him into a 

regular routine of writing his novels and working at the 

brokerage firm. 

Still in Paris, Verne soon became acquainted with Felix 

Tournachon, known as Nadar to Parisians. Nadar was a rea-

sonably successful photographer and "would-be areonaut" who 

was raising money to build a giant balloon (9? P» ix). In-

spired by the idea of ballooning, Verne began to write his 

first successful novel, Five Weeks in a. Balloon. Verne him-

self, commenting on the style of the novel, said, "I have 

just written a novel in a new form, one that's completely my 

own. If it succeeds, I shall have stumbled upon a gold 

mine" (35 p. 99)• Indeed, Verne did just that. After the 

publication -of Five Weeks in a Balloon, Pierre Hetzel, the 

publisher, put Verne on a lifetime contract at twenty 

thousand francs a year (9, p. ix). This "goldmine" is ex-

plained by Moskowitz: 

Other writers, many of greater literary stature, had 
utilized virtually every major idea that was later 
to appear in Verne's books. Bat only a few had made 
the effort to explain every departure from the famil-
iar and the known on a consistently logical basis. 
. . . These voyages were invariably accomplished with 
such carefully detailed adherence to or expansion of 
known scientific facts that they never failed to pro-
duce a complete and willing suspension of disbelief. 
And because their main purpose was to entertain, 
thrilling situation followed thrilling situation with 
such absolute persuasiveness that the~readers were 
kept enthralled to the very end (5, p. ?b). 
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With this formula veil in mind, Verne continued his 

formidable literary career. In l865+, his next book, Journey 

to the Center of the Earth, appeared and created a greater 

public interest than Five Weeks in £ Balloon (9? p. ix). 

This is a narrative novel which M. T. Brunetti describes 

as follows: "Here was a bold and moving narrative, bril-

liantly conceived and so scientifically plausible that many, 

including some fashionable young ladies, volunteered to make 

such a voyage with its inventor" (9? P» ix). 

In the year 1870, although Twenty Thousand Leagues Under 

the Sea appeared, book publishing in France came to a rapid 

halt because of the Franco-Prussian War. After the war, 

however, this work became popular throughout the world (3, p. 

168). 

While writing these voyages extra ordinaire, Verne con-

tinued his interest in the sciences. After reading all the 

literature available in some field, he would utilize his 

imagination to present some marvel of science that was not 

yet a reality. Approximately two years before the publica-

tion of Twenty Thousand Leagues Under the Sea, for example, 

Robert Fulton was experimenting with a two-man submarine in 

America. Many critics believe that Verne was influenced by 

Fulton's experiments. 

After the Franco-Prussian War, Verne chose to live in 

Amiens. Here he assumed the position of city councillor and 

became a member of the Academy of Science. In 1873? he 
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published Around the World in Eighty Days, which added 

greatly to his already large fortune. He was able to sell 

a fishing vessel that he had bought several years before, 

and buy a small sailing yacht. He namedit St. Michel II, 

in honor of his son. Later, in 1876, Verne was able to 

afford a large steam and sailing yacht, which he christened 

the St. Michel III (9, p. x). 

Verne sailed the waters of Europe extensively on board the 

St. Michel III. Wherever he docked, crowds would greet him 

uproariously (3, p. 195)• Only once did he visit America, 

however, and on this trip, he chose not to take the St. 

Michel III. 

Despite his voyages, Verne continued to write prolifi-

cally. In 18755 he published The Mysterious Island, a 

sequel to Twenty Thousand Leagues Under the Sea. It is in-

teresting to note that The Mysterious Island was written at 

public demand. As with Shakespeare's Palstaff, the public 

demanded a reappearance of Captain Nemo (5, p. 83). In this 

novel, the public finally discovered secrets about Verne's 

greatest character that had been left a mystery in Twenty 

Thousand Leagues Under the Sea (1, p. 58). 

From 1875 until his death, Verne only wrote three novels 

that are considered to be among his best, even though he 

authored forty-five books during this time period. These 

novels are Michael Strogoff (1876), The Steam House (1880), 

a n d Master of the World (190^). In 1886, a youth related 
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to Verne's family fired a gun at Verne. He was wounded in 

the,leg and cripple4 for the rest of his life (3, p. 209). 

It is said that Verne's lameness greatly influenced his 

writing of his later works, especially Master of the World 

(3i p. 238). 

The theme of this novel reflects what may have been 

Verne's final philosophy concerning the mechanistic age. 

He seems to have adopted a negative attitude. Russell Freed-

man, in his biography of Verne, quoted him as follows: "'If 

men go on inventing machines,' he wrote in his first book, 

' they will be devoured by them.': When he wrote his last 

books, he may have believed that men were already being 

devoured" (3, p. 238). Further evidence of pessimism on 

Verne's part during his waning years is Illustrated in a 

letter written to his sister Marie in 1903. Freedman quotes 

Verne: 

My dear sister, my sight grows dimmer, as I have not 
yet had the operation for cataract. But as long as 
I can still read and write, I shall wait. I have 
also gone quite deaf in one ear, so that I am now in 
no danger of hearing half the stupid and wicked 
things that people say. That is a big consolation 
(3, P. 239). 

Verne died March 2b, 1905} and was mourned by most of 

the world. According to records, many memorials were 

erected in his honor. The most notable of these is in Amiens, 

his home town. It is appropriate that the inscription on the 

tombstone of this- important and influential author be quoted 

to end the first chapter of this study. M. T. Brunetti, in 



15 

the introduction to his translation of Twenty Thousand 

Leagues Under the Sea, describes the tomb as follows: "He 

fvernej is shown rising from the grave, wrapped in a shroud, 

with his right hand reaching upward. The epitaph reads: 

'Onward to Immortality and Eternal Youth'" C9? P« x). 
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CHAPTER II 

THE ANALYSIS AND ADAPTATION OF TWENTY LEAGUES 

UNDER THE SEA FOR ORAL INTERPRETATION 

The complete script of Twenty Thousand Leagues Under the 

Sea as adapted and performed for this thesis project is in-

cluded as Appendix A. That script is based upon the Signet 

Classic edition of the novel, translated by M. T. Brunetti, 

copyright 1969 by the New American Library, Inc. 

The foremost criterion that was used in adapting the 

novel for oral interpretation was to retain the structural , 

unity of the novel itself. Because such a script must re-

flect the novel as closely as possible, it was necessary to 

study Verne's plot, climaxes, and theme before a rough out-

line of the script could be formulated. Rita Harlein 

emphasizes the importance of retaining a prose piece's struc-

ture: "He [the adapter} must retain the essential structural 

unity and must avoid unnecessary distortion while cutting out 

the less important elements" (3, p. 6*0. 

While attempting to retain this structural unity and 

cutting out only the less important elements, one must de-

cide which scenes or episodes are most important to the 

development of the script so that it will be a true reflec-

tion of the novel. In deciding what to Include, Donald 
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Klopf and Stanley Rives suggest the following six guidelines 

be used: 

(1) those passages which present the theme, plot, 
idea,, message, or philosophy of the entire selection; 
(2) those scenes or parts which vivify the principal 
mood of the entire selection; (3) the passages of 
description, narration, or explanation which show the 
writer's way of delineating the personalities of his 
characters; C+) those parts which treat of conflicts 
between people or ideas; (5) the passages which in-
volve the main climactic episode; and (6) the scenes 
which portray the writer's use of imagery (5j p. 105)• 

A second criterion followed in the adaptation was to 

maintain a sense of balance among scenes in the script. 

Coger and White offer the following suggestions when adapt-

ing a work for Reader's Theatre: 

The adapter should not, however, select only strongly 
dramatic scenes; a balance of tense and relaxed, 
quiet and climactic scenes is needed to give light 
and shade to the performance. It is better to select 
fewer scenes and develop them well than to skeletonize 
the text (1, p. 29). 

The next criterion in preparing the adaptation was to 

discover those parts which portray the novel's theme. As 

the theme of a particular piece of literature is a total 

comment which the author wishes to make (2, p. 38), consid-

eration had to be given to this aspect of the novel. 

Accordingly, special care was taken to include those passages 

which effectively portray Verne's theme which is portrayed 

by the ideals of both Captain Nemo and Pierre Aronnax (8, 

p. 126). Their passages in the novel relating to ideals, 

therefore, are probably the most important to thematic 

development of the script. 
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In order to highlight the theme of a piece of litera-

ture in an oral interpretation program, care must be taken 

in cutting the literature so that all the action necessary 

for building to the main or final climax is included. Paul 

Hunsinger suggests guidelines for structuring a script in 

order to achieve this goal. "Start with the climax," he 

writes, "then go back through the material and pick out 

passages which lead directly to the climax. This often 

gives you the plot outline to serve as a skeleton for your 

cutting" (3» p. 92). Charlotte Lee writes more specifically 

about the development of the climax in conjunction with the 

theme of a work; 

If the interpreter wishes to use an abridgment of the 
entire novel, he will first of all find the focal 
point without which the narrative would not achieve 
its purpose. He will then analyze and treat the cli-
mactic episode in the same way as any other narrative. 
Any details not relevant to that climactic unit should 
be cut. The next step is to time the unit carefully. 
. . . Returning to a consideration of the total effect 
desired by the author, the interpreter will then de-
cide what scenes or background material and which key 
situations must precede the climactic incident (7j 
p. 218). 

In the analysis of the script included in this chapter 

of this thesis, frequent reference is made to certain scenes 

that are necessary to the climax of the novel. In choosing 

these scenes, the guidelines set by Hunsinger and Lee were 

followed. 

Although segments of the novel were omitted, an effort 

was made to adhere to the following suggestions by Harlein: 
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An interpreter is reminded further of the effort that 
should be made to jMn smoothly the segments border-
ing the omission so that there is a continuous flow 
of thought. If this cannot be accomplished with the 
words of the author, the interpreter may need to 
paraphrase the transitional information (35 65). 

Fortunately, Verne's style in Twenty Thousand Leagues Under 

'the Sea is such that the transitional and principal scenes 

are easily cut with little paraphrasing. 

Two other suggestions followed in choosing the material 

for the adaptation of this novel are Klopf and Rive's ideas 

on the inclusion of those passages and scenes which help 

delineate the personalities of the characters and which best 

portray the author's imagery (5, p. 105). All scenes in the 

script that are not transitional provide some insight into 

one of the characters. Throughout the analysis of the 

script, one will find that the information in these scenes 

delineate the characters' personalities. Also, as stated 

in Chapter I, Verne's images are quite vivid and plentiful 

in the novel. A generous use of descriptive passages, there-

fore, is evident in the adaptation. 

In order to enhance the images and situations created 

by Verne in Twenty Thousand Leagues Under the Sea, it was 

felt that sensory stimulation, besides that of reading 

orally, should be incorporated in the script. Since Verne 

himself was interested in using modern stage practices for 

the staging of his works (9, p. 13)j certain technical 

staging instructions are written into the script. These 
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instructions describe the use of multimedia devices which are 

intended to enhance the written word. The multimedia devices 

are music, special lighting and projected effects, sound 

effects, and dance. By utilizing the principles of multimedia 

staging for this particular novel, it is felt that Verne's 

work can be greatly enhanced. Todd Lane explains how he too -

wished to use multimedia in an oral interpretation program: 

"By incorporating multi-media with the literature, one. hoped 

that the combination would add dimension to the written word 

and perhaps deepen the audience's appreciation and under-

standing of the author's message" (6, p. 27). In the 

writing of the adaptation, this use of multimedia was kept 

firmly in mind. Further explanation of the criteria used to 

select and utilize multimedia devices can be found in Chapter 

III of this thesis. 

Thus, five basic ideas were instrumental in the adapta-

tion of this novel. The structural unity of the novel itself 

dictated the structure of the script. In order to create 

an effective flow of action, an attempt was made to balance 

the scenes so they would provide dramatic contrasts within 

the program. Scenes and dialogue were chosen according to 

their relevance to the intrinsic themes of the novel. Also, 

certain other units of dialogue were adapted in order to 

enhance the development of the characters. And various nar-

rative and descriptive passages were included because they 

portray Verne's use of imagery and his general writing style. 
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The first scene of the script serves as an introduction 

to the plot of the entire program. It reveals to the aud-

ience, as the novel reveals to the reader, the situation 

which provides a background for the events that follow. It 

also sets a mood that surrounds the rest of the production. 

Since the novel is written in the narrative form, the script 

retains that narrative mode. The first reader, in his only-

appearance on stage, sets a precedent for a temporal mode 

that continues, with few exceptions, throughout the script. 

Therefore, the audience becomes aware that the ensuing action 

will take place in the past. 

The script begins with a description of a mysterious 

power that seems to be threatening ships at sea in the year 

1866. It also relates how men and governments of all nations 

were concerned about this problem. In the script, several 

occurrences that Verne wrote in his first chapter are in-

cluded. These occurrences explain exactly why men were 

concerned. By hearing these few line of exposition, the 

audience should realize the background of the plot. Further-

more, the mysteriousness of the situation arouses interest 

in two ways. ELrstof all, one wonders what the strange power 

is. Secondly, one is curious as to how this power will 

affect the remainder of the show. This is the mood of mys-

tery and wonderment that surrounds the script from this point 

on. 
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The second scene, like the first, is also introductory. 

It is written in such a way that it covers the events that 

take place in chapter two of the novel. This scene is 

included because it is here that the first main character, 

Pierre Aronnax, is introduced. In addition, scene two 

continues to reveal more information about the mysterious 

power confronting the world. For example, it is here that 

one finds out that there exist two opinion groups regarding 

the nature of the mysterious power; that is, those who be-

lieve in a submarine, and those who believe in an enormous 

cetacean. 

More important than revealing information about the 

mysterious power is the insight into Aronnax1s character 

that this scene provides. Aside from discovering that he is 

a professor at the Paris Museum of Natural History, one 

realizes that he is full of life and more than willing to 

accept an opportunity to chase the mysterious power around 

the globe. This is exemplified in his quick decision to 

sail aboard the Abraham Lincoln instead of returning to Paris. 

In the script, Aronnax states that it took him three 

seconds to reach a decision. 

Aronnax1s impulsiveness is again exemplified in the 

next scene by his rush to get packed for the trip. The 

scene also serves as an opportunity for Verne, and the 

script, to introduce the second principal character, Conseil. 

Here one simply learns that Conseil is strictly obedient to 
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Aronnax and is quite willing to do M s bidding. This third 

scene is principally written to increase the tempo of action 

on stage, and to move Aronnax and Conseil into the main plot 

line. Up until this point, all the action is primarily 

antecedent. In the rush to prepare for the journey, a 

'feeling of excitement is created because the characters 

already introduced have a purpose to fulfill. In this, the 

rising action of the program begins. 

Following the third scene is a short narrative passage, 

spoken by Aronnax, that serves as a transition into the 

fourth scene of the script. This transition provides a simple 

and understandable way to get Aronnax and Conseil on board 

"the Abraham Lincoln< where they encounter Ned Land, the 

third principal character. Also, the transitional passage 

provides background information to help establish Land's 

character. In two lines, one learns that Land is a Canadian 

and the world's foremost harpooner. 

The fourth scene is a dialogue between Aronnax and Land 

that is taken directly from chapter four of the novel. It 

is included in the script because it presents Land's person-

ality, as well as further delineating Aronnax. It is in this 

dialogue that one recognizes Land as a man who has spent his 

life at sea. Furthermore, since he is a harpooner by trade, 

he knowsall of the ocean's creatures and cannot believe in 

the cetacean that- the professor hypothesizes is in existence. 

Land's saucy remarks to Aronnax provide a little humor, as 
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well as an interesting insight into Land's character. 

Aronnax is developed more fully in this scene through his 

consistent quotation of scientific facts. "While trying to 

convince Land of the existence of a powerful cetacean, 

Aronnax presents himself as an intelligent scientist who 

exercises a precise methodology in reaching a hypothesis 

This scene also serves to exemplify a common trait of 

Jules Verne's work. In 1870, th 

water pressure according to wate 

e facts concerning air and 

r depth were not commonly 

known. In his attempt to write this novel utilizing the 

scientific knowledge of his period, Verne probably went to 

a great length to calculate the figures that Aronnax quotes 

to Land. This use of the scientific fact as a foundation 

for science fiction is one of the techniques that occurs 

again and again in this and othe:i 

it is necessary to include this 

this way, the audience can appre* 

novel and Verne's writing technique. 

The next scene is another transitional episode. Its 

only purpose is to bring the Abraham Lincoln in contact with 

Verne novels. Therefore, 

ibcene in the script. In 

ciate both the plot of the 

the mysterious power. The plot progresses rapidly here, and 

moves the three heroes, Aronnax, 

Abraham Lincoln and into the open sea. The scene is written 

in narrative form and is divided 

order to achieve vocal variety on 

these three principal characters 

Conseil, and Land, off the 

among the characters in 

. stage and to establish 

as narraters within the 
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context of the script. At this point, the audience finds 

that Conseil and Land, in addition to Aronnax, provide 

narration. 

At the end of this transitional scene, a sound effect 

is written into the stage directions. This effect, ex-, 

plained in Chapter III of this thesis, is the mysterious 

power, or the Nautilus, accelerating and ramming the Abra-

ham Lincoln. It is included for clarity in the script- and 

to establish this sound as that of the Nautilus in an attack 

procedure. Since it will be used in later scenes,.the aud-

ience must be aware of exactly what this sound is. The 

final lines of the scene overlap the sound effect. The 

readers exclaim, "There it is," and the sound is heard. 

There can be little doubt that an audience would associate 

the sound with the attacking Nautilus. 

The next scene in the script locates Aronnax, Conseil, 

and Land in the open sea. Utilizing narrative passages, 

each character describes how he came to be in the water 

and how each found refuge on the deck of the Nautilus. This 

scene is necessary because it moves the plot forward con-

siderably. The question of what the mysterious power is, 

is solved here. Also, the three main characters become 

isolated from everything except what is on board the Nautilus. 

At the end of the scene, the three men are carried down 

inside the Nautilus. Because this action dictates some 

movement, the stage directions indicate that dancers 
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symbolically abduct Aronnax, Conseil, and Land. This abduc-

tion provides a dramatic effect, and establishes the dancers 

as the crew of the Nautilus for future scenes. 

The next scene is probably one of the most important to 

the script. Accordingly, it is one of the longest. This 

scene puts the already known characters inside the Nautilus, 

and introduces the character who is to become the central 

figure of the entire production. In writing this portion 

of the script, material from chapters nine and ten was used. 

Only those details that are necessary for an audience's 

understanding of what has happened and is happening are in-

cluded. For example, long descriptive passages are not 

included. A distinct effort is made to inform the audience 

of where Aronnax, Conseil, and Land are, and what their 

situation is. Furthermore, before Nemo's entrance, all 

dialogue is written for the specific purpose of relating 

to the audience what has transpired from the time of the 

abduction to the present. In this dialogue, of course, one 

learns of Land's desire to escape. Aronnax, on the other 

hand, reveals his excitement and interest in their situation. 

Both these attitudes will become key factors later in the 

script. Revealing them at this point provides a type of 

foreshadowing of events to come. 

It must be noted here that this is the first scene in 

which an on—stage locus is established. Instead of requir-

ing an open book in standard group interpretation style, the 
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script calls for closed books. In this way, the readers, 

in effect, become actors. This scene is performed in this 

manner to increase its effectiveness and to allow the 

readers to interact completely on the stage. As the scene 

is entirely dialogue describing and explaining Arormax's, 

Conseil's, and Land's relationship with Nemo, it is believed 

that the on-stage locus is more effective than the off-stage 

locus. The audience can watch the characters react to one 

another face to face, instead of observing readers. That 

the entire scene is dialogue dictates that it be played 

dramatically. Also, it is felt that the nature of this 

dialogue requires acting, for it is here that the primary 

situation surrounding the plot is established. 

Of equal importance with the revelation of the primary 

situation is the introduction of Captain Nemo. As Nemo is, 

from this point on, the central figure of the drama, an 

effort is made to include as much information about him as 

possible. Nearly all of his dialogue that appears in chap-

ter ten is included. It appears that Verne wrote this 

chapter with the explicit purpose of acquainting the reader 

with Nemo and some of his ideas, while holding back certain 

data to create an air of mystery around him. Accordingly, 

the scene is written utilizing Verne's technique. That is, 

little of the dialogue is different from that printed in 

the novel. 
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At the end of this long, on-stage locus scene, three 

things have been achieved. The readers are established in 

their controlling situation. The central figure of both 

story and theme is introduced. And the audience learns 

more about the characters in their relationships to one 

another and about their personal attitudes concerning their 

captivity. From this point on, the rising action can flow 

from event to event and arrive at a climax without any fur-

ther introductory material. 

The next scene again assumes the off-stage locus. The 

lines between Nemo and Aronnax provide an announcement of 

the journey that all the characters are about to embark upon 

and the position on the globe from which they begin. In 

the novel, this announcement appears in chapter fourteen. 

One will note that events of three chapters are excluded 

from the script following chapter ten. The reason is that 

chapters eleven, twelve, and thirteen deal with long, rea-

sonably scientific descriptions of the Nautilus. These 

descriptions are inappropriate for oral presentation because 

of their length and their lack of effective presentational 

qualities. 

At the end of the announcement, Nemo exits, and Conseil 

and Land enter. This action begins a new scene. With an 

off-stage locus again, the three captives get their first 

view of the undersea world through the panels of the Nautilus 

(underwater scenes which are described in chapter three). 
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The scene is written as a continuation of chapter fourteen, 

and uses dialogue from it. The reason for choosing these 

particular lines of dialogue is to present two conflicting 

ideas concerning captivity aboard the Nautilus. Land 

again repeats his intense desire to escape, and Aronnax 

begins to project a deep interest in staying aboard to study 

the wonders of the sea. It is necessary to establish this 

conflict at this point in the script because it continues 

to be important to the rising action and climax of the pro-

duction. 

With the panels of the Nautilus still open, or the pro-

jections still operating, the scene continues in the narra-

tive form, but also includes a monologue by Nemo in which 

he describes life at sea and his philosophy about it. This 

short scene covers chapters fifteen through twenty-three. 

The dates in the novel are November 9? 1867, until January 

10, 1868. Although such a large portion of the novel per-

haps cannot be cut from the script without seriously exclud-

ing facts pertinent to the continuity of the story line, 

Verne himself seems to rush through this segment of the book. 

Instead of completely devoting these chapters to character 

development or plot development, he provides vivid descrip-

tions of the sea. Therefore, in order to keep the action 

moving on stage, only a portion of Nemo's expository dialogue 

is included. Furthermore, only short descriptions of events 

are given to the other characters. This scene effectively 
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moves the characters in time and space without leaving any 

questions in the minds of the audience. In addition, it 

delivers more information about Nemo's character and allows 

Arormax, Gonseil, and Land to relate both their experiences 

thus far and their reactions to them. 

It is appropriate to examine the criteria used to 

select lines for each character in this scene since such a 

large number of chapters are omitted from the program. To 

aid clarity, a passage by passage explication of these 

lines follows below. 

Aronnax's first passage establishes that eight days have 

passed since Nemo announced the beginning of their voyage. 

It also uses a specific geographical position on the globe 

to indicate the Nautilus is indeed moving. Conseil's fol-

lowing passage relates how Land reacts to having to wear a 

helmeted diving suit in order to breathe underwater. This 

passage makes the audience aware not only of Land's reac-

tions, but also of the fact that the characters are capable 

of moving outside the Nautilus while submerged. Until this 

point in the script, no reference is made to this capability. 

Land continues the thought in Conseil's speech by expressing 

his distaste for walking on the ocean floor and for the 

Nautilus in general. This provides further insight into 

Land's character and adds a certain amount of humor to the 

scene. 
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Aronnax's next passage changes the train of thought, 

and informs the audience that the Nautilus has now travelled 

a distance of four thousand leagues. This passage also ex-

plains that the Nautilus must rise to the surface in order 

to replenish its air supply and calculate its exact posi-

tion. These are two more facts concerning the Nautilus 

that the audience had not been aware of. 

The next passage, spoken by Captain Nemo, attempts to 

give the audience a greater understanding of his philosophy. 

It is here that one realizes Nemo's love for the sea and 

his theory of future nautical towns. Both these things con-

tribute to his character development. Moreover, this 

passage is typical of Verne, for it is through his characters 

that he makes his predictions concerning machines of the 

future. 

The next two passages, belonging to Conseil and Land, 

are the most important in the scene. They are chosen be-

cause they make definite statements concerning the relation-

ship of Aronnax and Nemo. Conseil speaks of the."extraor-

dinary emotion" aroused within Aronnax when Nemo speaks. 

Land wonders if he is taken in by all of Nemo's "crazy 

ideas." Both these lines show that Aronnax is beginning to 

enjoy his captivity. Again, this is an example of fore-

shadowing. 

The last four speeches of this scene are chosen to 

move the action up to the date of the next scene, and to 
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make the audience aware of the geographical locations tra-

versed. Aronnax relates the names of the areas of the 

Pacific Ocean passed by, as well as some island chains in 

the vicinity. Then Land and Conseil tell of an experience 

on one of these islands, and finally, Aronnax brings the 

scene to a close by stating that they have now been prison-

ers for two months. Therefore, at this scene's close,, the 

audience has travelled, with the characters, in an arc 

across the entire Pacific Ocean and into the South Seas. 

The remaining portion of part one of this adaptation 

is devoted to circumstances surrounding chapters twenty-

three and twenty-four. As Verne ends part one of the novel 

with these chapters, it is appropriate that an adaptation of 

it do so. In the script, there exist three scenes that 

build to the end of part one; since they center on one 

particular occurrence in the novel, however, they will be 

treated as one continuous scene in this thesis. 

The first one-third of the scene is for the purpose of 

building suspense. It is written by Verne in this manner. 

Only Nemo is to know what is on the horizon. Not even the 

audience is aware of what Nemo sees through his telescope. 

The only information given at this time is that Aronnax, 

Conseil, and Land must be confined to their quarters until 

Nemo decides to grant them their freedom on board again. 

Following Nemo's imprisonment order, additional information 

is given to increase suspense. It is here that both the 
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audience and the imprisoned characters learn their food has 

been drugged. Aronnax states, ,!The prison alone was not 

enough to conceal the plans of Captain Nemo." It seems 

that Nemo's unwillingness to divulge what is on the horizon 

to Aronnax, his imprisonment of the three captives, and the 

drugging of their food would create a considerable amount of 

suspense and wonder in an audience's mind. At the end of the 

last scene, many questions are left unanswered. 

In the stage directions, it is noted that, at this 

point, house lights are blacked out and the "collision" sound 

effect that was heard when the Abraham Lincoln was rammed is 

again played. This action serves three purposes. First of 

all, the audience is now aware of why Nemo imprisoned and 

drugged the other three principal characters. Therefore, all 

the previously unanswered questions that arose earlier are 

answered. In addition, a dramatic irony is produced here. 

Aronnax, Conseil, and Land are not aware of what is happen-

ing, but the audience is. Since these characters later 

piece together information to discover that the ramming 

took place, the audience is allowed to observe them do so 

without having to guess along with them. Although this 

sound effect states what is happening, it does not state why. 

Therefore, a new mystery enters the story line. That is, 

why did Nemo attack a ship unprovoked? It seems quite 

impossible to accomplish all the aforementioned dramatic 
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tasks without this sound effect. All three stated purposes 

are accomplished by the use of' this effect. 

The partial scene following the sound increases the 

dramatic irony of the scene proper. Its purpose is to 

acquaint Aronnax and the audience with the fact that a 

Nautilus crew member was injured in the collision that had 

taken place earlier. The irony lies*in the fact that 

Aronnax is not aware a collision had occurred. While the 

scene primarily promotes this irony, it also allows Nemo 

to divulge more of his philosophy. This is seen in his 

"brother gives his life for a brother." At the end, every-

one learns the injured man will die. This sets the stage 

for the final portion of part one. 

It is intended that this final scene be the most drama-

tic portion of part one. To aid in accomplishing this 

intention, one element is specifically written into the 

script. This foremost element is dance. In order for the 

underwater funeral to be staged effectively, the audience 

must actually see the crew of the Nautilus participate. 

Also, the use of dance here increases both dramatic effect 

and visual variety. The use of the body to communicate 

nonverbally a feeling of sorrow and deep emotion enhances 

the effectiveness of the production. 

The lines given by Nemo during this funeral scene are 

taken from chapters ten and twenty-four. Although the 

placement of lines is incongruous with the chronology of the 
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novel, they are considered to be of the dramatic intensity 

needed for this final scene. The lines alluded to are 

those that pertain to living in the sea rather than dying 

in it. The lines referring to death are taken from chapter 

twenty-four. By placing Nemo's philosophy of living and 

dying in the same speech, his complete ideal of life is 

revealed. Since this ideal is expounded so intensely, the 

reading of these lines,with the dancers, music, and scenery 

present, effectively ends part one with high dramatic inten-

sity. The audience is left to dwell upon this strong scene 

during intermission. 

The opening scene of part two finds Conseil, Land, and 

Aronnax reading narrative passages that describe the initial 

locale of part two and Aronnax's line relates a general 

area where the Nautilus is located. Land's words establish 

the exact position. Conseil then begins to relate the 

events that occur at this position. These passages are 

included in order to begin part two without moving the aud-

ience into an intricate scene immediately after intermission. 

At the finish of these lines, the audience should be aware 

of the fact that the Nautilus is located in the northern 

Indian Ocean, nothing more. 

The next scene, with an on-stage locus between Aronnax 

and Land, is the first of three such scenes in part two. 

In particular, this scene's purpose is to start relating 

Land's ever-growing discontent about being held captive. 
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This discontent is sharply contrasted by Aronnax's seemingly 

happy resignation to the situation. Therefore, it is in 

this scene that the first open conflict between Aronnax 

and Land is seen. The conflict is mild, but it serves to 

exemplify the characters' feelings at this time, while 

providing some foreshadowing for future events. In addi-

tion, the scene moves the action a little farther around 

the globe. 

The following discourse between Nemo and Conseil merely 

presents a somewhat humorous idea hypothesized by Verne: 

a tunnel under the Isthmus of Suez. Conseil's description 

o f the Nautilus navigating this tunnel allows the spectators 

to experience this fantastic feat in their imaginations. 

After passing under the isthmus, Aronnax continues the 

action by moving the scene completely across the Mediter-

ranean Sea and past the Straits of Gibralter. All the 

action that occurs while the Nautilus is in the Mediter-

ranean Sea is cut. This is done because it would be 

impossible to include every episode in the novel in a script 

that must be performed in one evening. Economy of per-

formance time is of the essence from this point on. 

The next scene is the second of the aforementioned 

three scenes between Aronnax and Land. This is the second 

conflict scene with Aronnax in the series concerning Land's 

desire to escape. It is the second step which leads to 

the eventual confrontation between Aronnax and Nemo. Once 
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again, Land expresses his desire to escape. This time he 

even has a plan of escape, and Aronnax reluctantly resigns 

himself to following it. Suspense is created at the end 

of this scene because the audience does not know whether 

or not the escape will actually take place. Also, one 

might begin to question whether Aronnax would actually 

participate in an escape. This is seen in his line, "I had 

no cause to complain about his [Ttfemo'sJ conduct; on the 

contrary, never had hospitality been more open than his." 

The next scene keeps the question of escape unanswered, 

for the topic of the discourse changes completely. Nemo 

and Aronnax reveal how Nemo gathers his immense wealth 

from the floor of the sea. The stage directions indicate 

that the Nautilus' panels open once again. This adds a 

scenic effect for visual variety and provides a background, 

Vigo Bay, for the more important lines at the end of the 

scene. These all-important lines are Nemo's responses to 

Aronnax's remorse concerning the poor of the world who 

could use some of Nemo's wealth. In these lines, one 

realizes that Nemo has not broken as completely with society 

as he had previously stated. In actuality, he supports the 

oppressed around the world with the uncounted treasure he 

gathers. This fact provides insight into his character, 

and gives the audience another clue to his total philosophy 

of life. 
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After Nemo's rapid exit at the end of this scene, Land 

enters and finally settles the question of escape for the 

present. A short transitional passage is written for this 

purpose, and to move the action on-stage to another train 

of- thought. The passage also contains some comic relief 

following Nemo's long speech to Aronnax in the previous 

scene. 

The following scene is included for the purpose of 

creating a stage picture that exemplifies Jules Verne's 

ability to create visual images. In the production of a 

novel that describes a vast array of beautiful undersea 

scenery, it is appropriate that at least one scene be de-

voted entirely to producing this scenery visually. There-

fore, the script indicates that the Atlantis scene be 

played with slide projections as a background. The lines 

are intended to augment the scene's visual qualities only. 

The next six scenes, centered on events that occur at 

the South Pole, are included for the purpose of relating an 

episode from the novel in its entirety. This is the only 

place in the script where almost no action is removed. 

There!ore, the audience experiences one complete episode as 

Verne wrote it, rather than cut versions exemplified by 

most of the preceding scenes. 

By presenting this experience, one's purpose is served 

to date the novel- itself. When Verne wrote Twenty Thousand 

Leagues Under the Sea in 1870, he could not possibly have 
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known that a land mass, Antarctica, completely encircles 

the South Pole. Therefore, he has his characters sailing 

under a mass of ice to reach it. Obviously, a contemporary 

audience would recognize this as an impossibility, and 

realize that this novel was written before Amundsen and 

others determined that Antarctica is a total continent. 

It is seen here that Verne went beyond his present-day 

knowledge in his writing, and made a gross error in his 

hypothesis concerning the geology of the. South Pole. 

The only pertinent character development in the South 

Pole episode is devoted to Captain Nemo. The script con-

tains dialogue that exemplifies Nemo as a man confident in 

himself and the machine he has created. This is especially 

evident where he calmly discusses the possibilities of dying 

when the Nautilus is trapped in a tunnel of ice. But per-

haps the most significant insight into Nemo's character 

during this scene is provided by a comment made by Aronnax. 

While still trapped in the ice, Aronnax states, "He managed 

to retain his coolness and energy, overcoming physical dis-

comfort by sheer moral strength. He never stopped thinking, 

planning, or acting." 

The script indicates that another dance should be in-

cluded while the Nautilus is trapped under the ice. It is 

felt that a modern interpretative dance showing the crew of 

"th® Nautilus desperately attempting to break out of their 

frozen prison is the best possible way to communicate the 
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feeling of the scene. While reading and acting are impor-

tant to the creation of this -eerie 5 the dance provides the 

script with another medium to enhance it. Therefore, the 

dance is an integral part of the performance. 

Following the escape from the ice and the end of the 

South Pole scenes, the script calls for Conseil, Land, and 

Aronnax to participate in a narrative transitional scene. 

The revelation of dates and geographical data is the pri-

mary purpose of this scene. Through these few lines, the 

action is moved ahead twenty days and into the Northern 

Hemisphere. Also, another comment is made by both Aronnax 

and Land concerning escape. The restatement of the escape 

problem creates anew the suspense that was established 

earlier in part two. Once again the audience should be 

aware of Land's discontent. 

The next scene, describing a battle with a giant squid 

and the events that take place afterward, is included for 

two reasons. The narrative descriptions of the battle 

allows the audience to imagine it in their minds. No 

scenery or effects are called for in the script. Therefore, 

any images one may have of this battle are created by the 

audience members' active participation with the reading. 

They imaginatively experience the written word rather than 

observe the action. Also in this scene, more insight is 

given about Nemo's character. In part one, when a crew 

member dies, Nemo recovers from the sadness rather quickly. 
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But in this scene when a crew member dies, it takes him 

approximately ten days to recover from the shock. It would 

appear that something in his character is causing him to 

become more emotional as the novel progresses. Aronnax 

states, "He has become more moody, more reserved, and less 

sociable." 

The next scene, between Aronnax and Land, is the third 

of their conflict scenes centering on escape from the 

Nautilus. It is also the first scene in which Aronnax 

begins to be persuaded that escape is the only course of 

action to be followed in order to insure Land's sanity and 

life. Aronnax, by his resignation to Land's demand that 

he confront Nemo with a request for their freedom, begins 

his phase of contemplation which eventually ends in his 

decision to escape from the Nautilus. Since this decision 

is an important part of the climax, the scene must be in-

cluded in the script so the audience can see the events 

which influence Aronnax's thinking. 

Rising action continues with Aronnax's confrontation 

with Nemo in the next scene. Once again, more factors are 

introduced that influence Aronnax's decision to escape. Yet 

perhaps more important is the exposition of Nemo's attitude 

toward his three captives. It appears quite obvious that 

he has little regard for Conseil and Land, but great con-

cern for Aronnax.' This is seen in his line stating that 
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interesting to note that not until Aronnax confronts the 

captain on an equal basis does Nemo makes this statement. 

Therefore, this scene reveals a remarkable relationship 

between Nemo and Aronnax. While the audience is already 

aware of Aronnax's regard for Nemo, it is not until this' 

scene that one realizes Nemo holds Aronnax in high esteem. 

The situation complicates the emotions felt by Aronnax. 

The inclusion of this scene sets the background for 

Aronnax's reluctance to leave the Nautilus later in the 

script. 

There follows a short narrative transitional scene 

that moves the action across the Atlantic Ocean. It is 

included in order to get the characters to a position on 

the globe dictated by the novel. It also allows Nemo to 

recall the story of the Avenger, his ship idol that repre-

sents his feelings of hatred for despotism. 

The next scene is the principal action scene in part 

two. It is included in the script because the final pieces 

of data surrounding Captin Nemo are revealed. Only after 

he is fired upon by the unnamed warship does he reveal an 

important facet of his personality to Aronnax, Conseil, and 

Land. In doing so, he also reveals this facet of his per-

sonality to the audience. Through this revelation of Nemo's 

character, a dramatic apex is reached. One finally realizes 

the vengeance in the heart of the man. An ominous air 

surrounds the dialogue because of the impending destruction 
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of the unnamed ship. By this, tension and suspense are 

created. 

In particular, the most important passage in this scene 

belongs to Nemo. In a few short words, Nemo's philosophy 

and attitude about life are presented. He gives the 

audience justification for all his previous acts. While he 

is justifying himself, cannons fire at him, heightening the 

dramatic intensity of the scene. In general, the action that 

takes place to create this exciting scene is secondary only 

to this final breakdown of Nemo. 

At the end of Nemo's tirade, Aronnax discloses that 

the Nautilus dives a few yards below the surface of the sea. 

It is here that the script once again calls for the collision 

sound effect. It is included this last time for the purpose 

of symbolizing the destruction of the unnamed ship. By this 

time, the audience should be aware of what this sound is. 

There can be no doubt as to what occurs after the Nautilus 

dives. 

In the next scene, the script reaches the final climax. 

Conseil tells the audience that the unnamed warship was 

totally destroyed. This prompts Aronnax to make his deci-

sion to escape. This decision is the first part of the 

climax. Throughout the entire novel, Aronnax cannot bring 

himself to escape. But now circumstances dictate that he 

must. The escape is considered to be the climax because 

this is tne first time in the novel that a definite course 
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of action is established by the three captives. Therefore, 

the reaching ox this decision and of course the eventual 

escape itself could not have been excluded from the script. 

The second part of the climax comes at the end of this 

scene with the last words that Aronnax ever hears Nemo 

utter. The inclusion of these last words make a final 

statement concerning Nemo. As he says, "Almighty God, 

enough, enough," one realizes that the man who could over-

come the sea cannot overcome his own conscience. 

The final scene, a narrative by Aronnax, serves as an 

epilogue. It is included to raise the question of what 

happened to Nemo and the Nautilus after it encountered the 

maelstrom. The lines are written exactly as they appear 

in the last chapter of Verne's novel. This is done because 

it seerns that Verne makes a moral statement about the novel 

in these few lines and it is appropriate that the final 

lines of his novel be presented. 
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CHAPTER III 

TECHNICAL DESIGN FOR THE PRODUCTION 

In producing Twenty Thousand Leagues Under the Sea for 

oral interpretation, the adapter must keep his technical 

design well in mind. Because this novel contains an im-

mense variety of scenes, one must choose carefully those 

episodes which he can stage effectively. A balance should 

be reached between those scenes which must be imagined by 

the audience and those which are presented with the aid of 

technical devices on stage. In the preceding chapter, it 

was explained how the novel was adapted into a script. This 

chapter deals with the criteria used to design the set, 

lights, and special effects. In addition, it explains how 

these technical aspects of the production were influenced 

by Verne's work and how technical feasibility affected 

the adaptation of the novel. 

Since the production was to be a faithful presentation 

of Verne's novel, the first consideration in designing a 

set was the novel itself. Circumstances made it impossible 

to build conventional drop-and-flat sets for each scene. 

In keeping with Verne's own wish to stage his works using 

intricate stage machinery, it was decided to use multimedial 

approach to the design. 

i+6 
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By incorporating multimedia devices in the oral inter-

pretation of this novel, two things were achieved. First, 

they provided a method by which a vast array of scenic 

effects could be presented and nonverbal statements could 

be made. Second, the use of these devices reflected the 

true spirit of Verne. In that he wanted to utilize multi-

media to stage his works, and had an intense interest in 

machines in general, a production making use of intricate 

devices can be considered to be reflective of Verne's per-

sonal interests. As the design of any production must 

express the mood and spirit of the script (2, p. 31)» this 

aforementioned methodology seemed the best to utilize in 

order to formulate a technical design. 

The first step in the design procedure was to create 

on the stage of the North Texas State University Theatre an 

area in which the readers could work. Since the scenery 

was to be projected only, and constantly changing, the 

basic reading area had to be plain and unobtrusive. There-

fore, the style of formalism was adopted. A. S. Gillette 

explains formalism as follows: "The emphasis in formalism 

is placed on conventionalizing the forms used in a stage 

setting and on creating an interesting arrangement of 

playing spaces that are in no way indicative of natural 

objects or a particular place" (2, p. 165). With a formal-

istic basic reading area, the use of projected scenery can 

change space and time for that area. In effect, an area 



i+8 

that is not indicative of any one place can be presented 

as different places by merely changing the background, the 

lighting, or the descriptive dialogue. 

In line with Gillette's criteria for formalism, the 

basic reading area for the production was designed to have 

three platforms eight-feet long, four-feet wide, and six-

inches high. Two of these platforms were placed end to end, 

and the other was centered on top of them. This created a 

single unit with two playing areas six-inches high and 

four-feet square at each end of a playing area twelve-inches 

high with the dimensions of four feet by eight feet (see 

Appendix E). The different heights of the platforms gave 

the readers a variety of levels to work upon. Two lecterns 

were place eight feet from each end of this unit to serve 

as resting places for the readers' scripts when they were 

not in use. The platform and lectern unit was placed four 

feet behind the curtain line of the stage. The lecterns 

and the platform unit were painted charcoal grey so they 

would not be seen during the blackouts called for in the 

script. This color was chosen also because it was plain 

enough not to be distracting. 

The remainder of the set consisted of three screens 

that were used to reflect projected images. The back wall 

of the University Theatre was masked so that an area thirty-

five-feet wide and forty-feet high was visible from the 

house. Since this wall was white plaster, it provided an 
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excellent surface on which images could be projected. Down-

stage from the back wall, black masking curtains covered 

the wings of the stage so the audience woijld not be dis=-

tracted by backstage objects. At the edge of each side of ^ 

the proscenium arch, on the apron, stood two screens that 

measured four-feet high and five-feet wide.- Their center 

lines were placed on the proscenium arch itself, so one-half 

of each screen protruded onto the stage area. This provided 

balance in the stage picture, and brought the projections 

as -closely together as possible. A total stage picture 

would thus be visible at all times during the production. 

When all these pieces were arranged, a balance of rec-

tangles was achieved. The rectangular platform unit was 

equidistant from the lecterns and the downstage screens. 

The platform unit was centered on stage so it also appeared 

centered in relation to the exposed portion of the back wall. 

Therefore, the downstage screens were also equidistant from 

the back wall, and the center line of the stage. This pre-

sented a simple and formal setting for. the production. 

The lighting of the readers can also be considered to 

be' formalistic. No attempt was made to create realistic 

lighting effects in the reading area. Only warm illumina-

tion was created. Since this program was one of oral 

interpretation, it was considered necessary to light the 

readers' faces and bodies in a manner that would make every 

move or facial expression visible to the audience, while 
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giving depth to the entire stage picture. This type of for-

mal lighting, like the setting, was not indicative of any-

particular place or time. 

The control of this simple lighting was the key to 

creating mood and a sense of space in the production. Al-

though the warm illumination could be static, it was seldom 

used in this manner. Seven different areas were blended to 

light the entire reading area (see Appendix C). Each area 

was controlled by an independent dimmer. Therefore, any 

one area could be illuminated independently of another, in 

tandem with any other, or in any number of different com-

binations. The cross-fading from one area to another could 

be used to indicate a scene change or the passage of time. 

Mood could be created merely by controlling the intensity 

of the lighting at any one time. 

Special lighting was used only in those scenes where a 

specific effect was desired. Several single instruments were 

included in the light plot for the purpose of defining a 

small single area in which a reader would work. These small 

areas provided flexibility in defining space on stage above 

that of the seven primary areas. They also added to the 

visual variety of the production. The only other special 

lighting used was a general wash of sea-green that covered 

the dancers during the funeral sequence and the ice ballet. 

This light allowed the dancers to be seen by the audience. 

It also helped enhance the effect of their moving underwater. 
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Qn.ce the set and basic lighting plans were devised, 

the next step in producing the script was to plan the pro-

jected elements of the design. The projections fell into 

two categories: (1) those which provide a scenic back-

ground; (2) those which provide information. Each of these 

categories will be discussed separately. 

Those projections which provided a scenie background 

for the production were designed because they produced 

effects that were far superior to those that could be pro-

duced by using painted scenery. Stanley McCandless, an 

authority on stage lighting, states, "Effects are vibrant 

and colorful beyond any brightness that is usually given 

by pigment" (3, p. 39)* In addition, since all but one of 

these projections depicted underwater scenes, lighting 

projections had to be used in order to create the motion of 

the water and the refraction of sunlight through it. 

Six different scenes, indicated in the script, utilized 

the scenic projections. These backgrounds were painted by 

Becky Goss, North Texas State University student. The 

criteria used to create the paintings were the descriptions 

of the scenes written by Verne. When the paintings were 

completed, they were photographed on hx5 Ectachrome film 

sheets. These film slides were then placed in a 1500 watt 

effects projector with a slide changer, and projected on the 

back wall of the University Theatre. As the scenes changed, 

the slides were changed by remote control. Therefore, a 
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colorful scenic background measuring thirty-five feet by 

forty feet was created using one effects projector. 

While the underwater scene slides were being projected, 

another effect was added to create the motion of the water. 

A water-ripple effects projector, built by Kliegel Brothers 

Lighting Company of New York, was used. By superimposing 

the ripple effect over the projected painting of an under-

water landscape, one adds the desired motion that creates 

the effect of actually being on the floor of the sea. 

Projecting the ripple effect without the presence of a 

painting creates the effect of being suspended in deep, 

clear water. 

The use of the film and the ripple effects provided 

suggestive realistic backgrounds. It would seem that this 

technique would not coincide with the formalistic setting; 

however, it is believed that the ideals of suggestive 

realism and formalism can be combined in order to enhance 

this particular program. 

The informative projections were shown on the two 

downstage screens. The devices used to project these images 

were two Kodak Carousel 35mm Slide Projectors. These pro-

jectors, perhaps the most widely used type of their kind 

by theatrical companies (1, p. 23), were used because they 

have a multi-slide capacity which can be controlled by a 

remote control device. The stage manager controlled these 
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machines from backstage, and could advance or reverse the 

slides, depending on the cue in the script.. 

The primary purpose of these 35™i projections was to 

give additional information to the audience that was not 

given, or fully explicated, in the script. For example, in 

the opening scene, the first reader related the names and 

positions of ships that had encountered the Nautilus at 

sea. As he said these lines, the stage right screen showed 

a map of the position of the ship, and the stage left screen 

showed an etching depicting that ship. 

Later, and throughout the production, the stage right 

screen continued to show maps tracing the path of the 

Nautilus around the world. It might be interesting to note 

that this idea was not altogether that of the adapter. It 

was merely an extension of a method that Verne created to 

follow the route of Phineas Fogg in the stage production of 

Around the World in Eighty Days. Instead of using a lum-

inous trail on a planisphere map to depict location (see 

Chapter I), segments of National Geographic maps were used. 

The next technical aspect of the production which must 

be considered is that of the music and the sound effects. 

All the sound was recorded on one-quarter inch magnetic tape 

for monophonic reproduction. The sound system in the Uni-

versity Theatre was used so that all sound cues could be 

coordinated with the lighting, under the auspices of the 

stage manager via intercom. 
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The only music used to enhance the program was two-

Bach fugues. It was felt that these particular composi-

tions for the organ best exemplified the overall tone of 

the production and the personality of Captain Nemo. Yet 

the choice of only organ music was not arbitrary. Verne 

states that Nemo had an organ on board the Nautilus. 

Therefore, it was considered appropriate to employ only 

organ passages in the production. 

This music was played a total of four times during the 

program. Before the curtain, an excerpt from the Toccata 

and Fugue in D Minor was played. This set the mood for the 

production. During the funeral at the end of part one, the 

dancers moved to the strains of Fantasy and Fugue in C Minor. 

In part two, Toccata and Fugue in D Minor was played again 

for accompanying music to the ice ballet. And finally, it 

was played in the background of Nemo's last scene. It 

should be noted that the dance sequence works were chosen in 

collaboration with Carolyn Tobola and Charlotte Baker, the 

choreographers of the dance scenes. 

One particular sound effect in the production can be 

considered either a sound effect proper or a composition of 

special effects music. The sound, referred to In the script 

as the collision sound, was composed on a Moog Synthesizer. 

Specific sounds were generated on the Moog by the author 

and Bruce Balentine, a graduate student in music at North 

Texas State University. These sounds, generated 
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electronically, depict the sounds of pumps, valves, engines, 

a propeller in water, and so on. Every conceivable sound 

that a submarine could make was generated, then recorded 

on four different tracks of special one-half inch recording 

tape. These sounds were then mixed and re-recorded, in 

stereo, on one-quarter inch tape at fifteen inches per second. 

When playing the tape back during the production, the speed 

was slowed to seven and one-half inches per second. 

The reason for this elaborate procedure in recording 

is the time aspect of the tape. In recording this colli-

sion, ten secondswas allowed for the sound of the Nautilus 

to become established in the mind of the audience. Twenty 

seconds was allowed for a build, or rising inflection, of 

all the various sounds together. That is, all the effects 

rose to a higher pitch and volume. Then, eight seconds of 

a metal against metal sound was introduced. When this tape 

was played at .the speed of seven and one-half inches of tape 

per second, the playing time of the tape was doubled. By 

doing this, all the sounds recorded took twice as long to 

pass the tape head as they had at fifteen inches per second. 

This made every sound longer and more definitive. The 

approach and collision of the Nautilus played in this manner 

started the collision sequence on the lowest possible note, 

and slowly raised the tempo to an overwhelming intensity. 

Since the tape was played at full volume on the reproduction 

system, every sound in the recording was heard by the 
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audience. When the collision finally reached its climax, 

the pace of the generated sounds, and the volume, was so 

high that it almost produced pain to the ear. As the pur-

pose of this effect was to depict Nemo's vengeance, it was 

considered appropriate that the recording be loud and 

painful. 

Costumes for the production were simple and suggestive. 

Since the time of the script is the late nineteenth century, 

it was appropriate that the characters wear period costume. 

Aronnax and Conseil wore simple nineteenth-century coats 

and trousers that were congruous with their station in 

life. Land wore the clothes of a whaler; bell-bottomed 

trousers, a tee-shirt, and a woolen cap. Nemo wore a black 

"Nehru" jacket and trousers. The reason for this type of 

jacket for Nemo is his cultural heritage. Although it is 

not expounded upon in Twenty Thousand Leagues Under the Sea, 

Nemo is a deposed prince from India. This information is 

revealed in another of Verne's novels, The Mysterious 

Island. 

Uniform, black, hardbound, eight by twelve inch manu-

script covers were carried by each reader. It was decided 

that these black manuscripts were unobtrusive enough to be 

carried throughout the production. In addition, it was 

felt that the black manuscript somewhat symbolizes the art 

of oral interpretation. 
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The design of the production seemed to be quite effec-

tive. The elements of formalism and suggestive realism 

blended into a workable combination of ideas from which a 

design could be made. With the added elements of projected 

sc.enery, projected informative material, and special sound 

"effects, a total concept of design was achieved. That 

concept was to present Jules Verne's novel technically as 

well as aesthetically. Using Verne's ideas and images, 

the technical design of this production accomplished this 

end. 
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CHAPTER IV 

PROBLEMS M D EVALUATION OF THE PERFORMANCE 

Few problems plagued the rehearsals and performances 

of the script. Those problems that were encountered 

usually were solved with ease; they provided little threat 

to the success of the performances. Since coping with these 

minor production problems was a task experienced by the 

director, a description of them follows. 

The major problem encountered by the director, cast, 

and crew was posed by the short length of time the North 

Texas State University Theatre was available for rehearsal. 

Since the cast had to rehearse in the Forum Room of the 

Speech and Drama Building for four weeks prior to the three 

days allotted for rehearsal in the University Theatre, a 

problem arose in the readers' ability to compensate for the 

different spatial relationships on the stage and for vocal 

projection. Intensive rehearsal was required in'order for 

the readers to adjust to the theatre in the short rehearsal 

period of three days. Furthermore, since the performances 

strongly depended upon the efficient, smooth operation of 

sound, lights, and special effects, a hardship was placed on 

the students who were members of the technical crews. They, 

like the cast, endured long hours in technical rehearsal 
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that would not have been necessary had the production been 

allowed more time to rehearse in the University Theatre. 

Another problem was created by the sound system in the 

University Theatre on opening night. Thirty minutes prior 

to curtain time, a potentiometer in the system burned out. 

Fortunately, this problem was solved by a student technical 

assistant from the theatre staff, who by-passed this compon-

ent and rewired the system in time for the performance. It 

should be noted that seemingly insignificant occurrences 

such as this one give the director a great deal of frustra-

tion. Situations such as these, however, force the director 

to realise that the production of a script is an effort that 

must be made by many persons working together. 

The only other problem that was encountered was that 

of a burned-out projection lamp on the second night of per-

formance. During the opening scene, the stage-left carousel 

projector lamp burned out. This projector did not carry the 

slides that depicted the positions of the Nautilus, however, 

and only a few less important slides were not viewed by the 

audience on this particular night. 

The general obstacles encountered in the process of 

bringing an adaptation of a novel to life on the stage should 

be mentioned. The first obstacle the adapter must consider 

is that of time. Approximately three months was taken to 

write the adaptation of this novel. In addition, the entire 

rehearsal period was spent in the rewriting of the script. 
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Even then, it was not of the quality desired by the director. 

It is suggested that the person who attempts to adapt a 

novel for oral interpretation should be acutely aware of 

the time required to create a script that is a faithful and 

well written representation of the .literature adapted. If 

one's adaptation is not carefully written with the afore-

mentioned problem well in mind, the literature, the readers, 

the audience, and the director will suffer. 

The second point the adapter must consider is his 

audience. In choosing the novel to adapt and in writing 

the script, the adapter must consider how the literature and 

its themes are relevant to those who will see the production. 

He must be sure that the production is presented in good 

taste so that it will not be offensive. Most importantly, 

he must plan the adaptation so that it will generate inter-

est in and understanding of the literature presented. 

It is felt that this production accomplished its inten-

tion: to acquaint an audience with Jules Verne and a 

representative novel from the body of his works. However, 

more than merely depicting Twenty Thousand Leagues Under the 

Sea, these performances gave the audiences an appreciation 

of Jules Verne: the man, his novel, and his philosophies. 

This belief is based upon the comments of audience members, 

many of whom stated that they felt that they had experienced 

the novel in its entirety and understood its themes. . Other 

comments from the audience indicated that they appreciated 
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the formal staging techniques utilized and the use of the 

medium of oral interpretation to present this literary-

classic. 

The entire performance lasted eighty-three minutes. 

Part one was forty minutes; part twq forty-three minutes. 

A fifteen-minute intermission was inserted between parts 

one and two so that each would be short enough to maintain 

audience interest and intellectual participation. It is 

felt that this distribution of time provided the audience 

members with a full evening of entertainment. 

Many changes were made in the script and blocking during 

the rehearsal period. In cooperation with the cast, many 

lines were changed in order to make them easier to read 

aloud. Is the novel was written for silent reading, these 

changes were deemed appropriate. If the production were to 

be performed again, several other changes would be made. 

Many persons—professors, technical advisors, and others 

considered to be knowledgeable in the field of oral interpre-

tation and theatre—have voiced constructive criticism of 

the performance. These points will be considered in this 

evaluation of the performance. 

Some of those persons felt that the first three scenes 

of the script were too long and lacked qualities that would 

gain an audience's attention rapidly. These persons voiced 

the opinion that the first two narrative passages, spoken 

by Aronnax and the First Reader, could be condensed by omission 
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of some details, Also, the scene between Aronnax and Land, 

concerning their discussion of the existence of an enormous 

cetacean, was considered to be extraneous in that it mainly 

consists of facts not essential to the development of the 

plot. 

Another critique concerned the handling of scripts dur-

ing performance. It was felt by the director that a reader 

could effectively move the point of interaction from the 

off-stage locus to the on-stage locus by merely closing his 

script and establishing direct on-stage eye contact with 

the other readers. While some critics agreed that this tech-

niques was effective, the general consensus was that it was 

confusing and distracting. It is now believed that the pro-

duction would have been more effective had the scripts been 

disposed of during the scenes which were acted, and reintro-

duced during the off-stage scenes. This would set exact 

guidelines for the audience observing the program. There 

would be a clear line of definition between those scenes 

that are to be read and those that are acted. 

The most frequent comment on the performance concerned 

this combination of oral interpretation and acting. It was 

believed by some that the script should have been written 

either in the form of a stage play, or in the form of 

Reader's Theatre. The persons giving this critique stated 

that they were confused when the readers would begin inter-

acting on the stage, when they had the moment before been 
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reading to the audience. The director, however, is most 

adamant in his defense of this technique. It is felt that 

by the incorporation of the techniques of both oral inter-

pretation and acting, the literature benefited in Its pre-

sentation because it had two media through which it was 

being communicated. Furthermore, as stated in Chapter I, 

the audience benefited by experiencing the novel through 

these two media. If the problem concerning the handling of 

scripts were solved, there is no doubt that this combination 

of media could be adequately effective in the performance of 

this script. The "interpretation" versus "impersonation" 

argument has long since been considered fruitless and further 

discussion of it seems inappropriate. 

The comment was also made that more use could have been 

made of the carousel projections. After the initial intro-

ductory scenes, these carousels were used primarily to 

describe the position of the Nautilus. It was suggested that 

they could be used in conjunction with other points of inter-

est in the show. It is quite true that doing this might 

have added interest to the performance, but the decision was 

made by the director to use the carousels as economically 

as possible. That decision was made because it was felt 

that too many 35mm slides flashing across the downstage 

screens would distract from the oral readings. There was a 

certain amount of caution taken to insure that these pro-

jections did, in no way, distract from the readers. Since 
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the1 purpose of this production was to focus upon the written 

word, an effort was made to avoid the overuse of the multi-

media devices which might distract from the literature. It 

was also felt that the carousel projections used primarily 

to depict the geographical locations of the scenes were an 

effective means for attaining continuity in an otherwise 

episodic story. 

It was also suggested that more dance scenes be in-

cluded in the script. Although time did not allow for the 

addition of more dance sequences for this production, the 

adapter also suggests the use of more dance. It is believed 

that movement greatly enhanced this program. If the produc-

tion were to be performed again, it is suggested that a 

dance unit be included where the crew of the Nautilus is 

gathering treasure in Vigo Bay, and when Aronnax and Conseil 

describe the battle with a giant squid in the Atlantic Ocean. 

This extra movement would also give a director an opportunity 

to utilize more music in the production, and add more visual 

variety to it. 

The use of period costume was criticized by a number 

of persons. It was suggested that the readers wear con-

temporary suits, and thus allow the literature to date the 

characters. However, the director feels that the use of 

period costume was necessary. When the readers assumed an 

on-stage locus and acted their scenes, the contemporary 

suits would have been juxtaposed with an episode that 
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supposedly occurred in the nineteenth century. Therefore, 

their dress -would have been confusing to the audience. In 

their period dress, however, the readers immediately in-

dicated that they existed in an earlier period of history. 

From the subjective standpoint, the director feels 

that the production was a success. With the exception of a 

few points, he believes that the performances were both 

effective depictions of Jules Verne's novel and entertain-

ing evenings of oral interpretation. It is also believed 

that the cast and crews performed in a most proficient 

manner that is deserving of high praise from the director. 

In that everyone connected with the production was working 

with ideas somewhat new to the participants (the combination 

of oral interpretation and acting, multimedia, and so on), 

it is felt that an opportunity was given to each student to 

exercise his imagination and creativity. By doing so, he 

was allowed to utilize these creative powers as well as 

further his education in his respective field, whether it 

was oral interpretation, theatre, dance, or music. The 

director is quite sure that this creativity on the part of 

many persons was obvious to the audience. 

Adapting and designing a production for a performance 

such as this provides an interesting and challenging exper-

ience for an oral interpretation director. A process of 

understanding, design, and development is actuated by him. 

He must understand the literature he wishes to adapt and 
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his own purposes for presenting it. In designing the pro~ 

duction? he must keep the style of the literature in mind. 

And finally, he must develop his work and attempt to pro-

duce a program that is both interesting and entertaining. 

This process makes a thesis production for performance a 

personally and intellectually rewarding experience that 

is both creative and academic. 
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TWENTY- THOUSAND LEAGUES UNDER THE SEA 
by 

JULES VERNE 
adapted by 

LEONARD E . THURMAN 

(Enter 1st Reader.) -
1st Reader: The year 1866 was marked by a strange occurence, 

an unexplained and inexplicable phenomenon that surely 
no one has forgotten. People living along the coasts, 
and even far inland, had been perturbed by certain ru-
mors, while seafaring men had been especially alarmed. 
Merchants, shipowners, captains, and skippers through-
out Europe and America, naval officers of many nations, 
and governments on both continents—all were deeply con-
cerned. 

The fact was that for some time a number of ships 
had been encountering on the high seas "an enormous 
thing" described as a long spindle shaped object that 
was sometimes phosphorescent, and infinitely larger and 
faster than a whale. On the 20th of July, 1866, the 
steamer Governor Higginson of the Calcutta and Burnach 
Steam Navigation Co., had met this moving mass five miles 
off the coast of Australia. Just as her captain was pre-
paring to establish its exact position, two jets of water, 
projected by the mysterious object, rose hissing 150 feet 
into the air. The same thing was also observed on the 
23rd of July of the same year, in the Pacific, by the 
Cristobal-Colon of the West India and Pacific Steam 
Navigation Co. The Governor Higginson and the Cristobal-
Colon had seen it at two points on the map separated by 
a distance of more than seven hundred nautical leagues, 
or about 2,100 miles. 

On the 13'th of April, 1867, the Scotia of the famous 
Cunard Shipping Lines, was situated in a longitude of 
of 15° 12' and a latitude of *+5° 37' • The sea was calm 
and the wind moderate. Her thousand horsepower engines 
were driving her along at a speed of 13-5- knots. At b:17 
p.m., when the passengers were enjoying lunch in the 
great saloon, a slight shock was felt on the hull, some-
what aft of the port paddle. The Scotia had not struck, 
she had been struck, by something with a cutting or per-
forating edge. The collision had seemed so light that 
no one on board would have been alarmed but for the coal 
brimmers, who rushed up to the bridge shouting, "We're 
sinking. We're sinking." The break in the Scotia's 
iron plates was so clean that it could not have been 
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more neatly done by a cutting machine. Obviously, the 
instrument that had produced such a perforation was not 
of a common stamp. Moreover, after having been driven 
home with prodigious force to pierce iron plating 
inches thick, it must have withdrawn itself by means 
of a reverse motion that was utterly inexplicable. 

(Exit Reader, enter Aronnax.) 

Arr: At the time these events occured, I was returning from 
a scientific expedition to the badlands of Nebraska, 
to which the French Government had assigned me in my 
capacity of Assistant Professor at the Paris Museum of 
Natural History. Of course, I was well informed on this 
topical question. How could I have been otherwise, hav-
ing read and reread all the American and European news-
papers. There remained only two possible solutions and 
these created two distinct parties: on the one side, 
those who believed in a monster of colossal strength; on 
the other, those who believed in a submarine vessel of 
enormous power. Thus, public opinion had spoken. And 
the United States was the first to declare its inten-
tions. Preparations were therefore made in New York to 
fit out an expedition to pursue the monster. A high-
speed ice-breaking frigate, the Abraham Lincoln, was 
made ready to take to the sea as soon as possible. The 
arsenals were opened to Commander Farragut, who hastened 
to arm his ship. Three hours before the Abraham Lincoln 
was to leave its Brooklyn pier, I received the following 
letter: To Monsier Aronnax. Sir: If you wish to join 
the expedition of the Abraham Lincoln, the Government of 
the Union will be pleased to see France represented by 
you in this enterprise. Commander Farragut has reserved 
a cabin for your use. Yours very cordially, JL. B. 
Hobsen, Secretary of the Navy. Three seconds before 
receiving J. B. Hobsen's letter, I had no more intention 
of chasing the sea unicorn than finding the northwest 
passage. Three seconds after reading the letter of the 
Honorable Secretary of the Navy, I realised that my 
true vocation, my life's only aim, was to pursue this 
annoying monster and rid the world of it. 1' called out 
for my servant Conseil, "Conseil." 

(Enter Conseil.) 
Con: Did Monsier call me? 

Arr: Yes. Get my things ready,and get yourself ready. We 
leave within two hours. 

Con: Just as Monsieur wishes. 
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Arr: There isn't a moment to loss. Pack everything into my 
trunk: travelling kit, suits, shirts, and socks. Dont* 
bother to count anything. Just stuff in as much as you 
can. And hurryI 

Con: But what about Monsieur's biological specimens? 

Arr: We will take care of that later. 

Con; What I The Nebraska collections and all the other speci-
mens? 

Arr: They will keep them at the hotel. Anyway, I will give 
orders to have our whole menagerie sent to France. 

Con: Then we are not returning to Paris? 

Arr: Oh yes . . . of course we are . . . but we shall be 
making a detour. 

Con: Whatever Monsieur wishes. 

Arr: Oh, it will only be a short one, just a less direct 
route, that's all. We are sailing aboard the Abraham 
Lincoln 1 

Con: Whatever suits Monsieur best. 

Arr: You see, my friend, it is because of the famous monster, 
the narwhal. We are going to rid the seas of it. The 
author of a two-volume work on the Mysteries of the 
Great Ocean Depths can't afford to miss the chance of 
sailing with Commander Farragut. It will be a glorious 
mission, but a dangerous one, too. 

Con: Wherever Monsier goes, I go. 

Arr: But give it a little thought I I don't want 'to hide 
anything from you. This is one of those journeys from 
which people don't always return. 

Con: Whatever pleases Monsieur. 

(Scene shifts to the Abraham Lincoln. Ned Land 
is already there.) 

Arr: The Abraham Lincoln had every sort of and kind of de-
structive weapon. And better still, she had on board 
Ned Land, the prince of harpooners. Ned Land was a 
Canadian with a rare swiftness of hand, who knew no 
equal in his perilous trade. 
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Arr: Ned, how can you possibly doubt the existence of the 
cetacean that v e are pursuing? Have you any particular 
reason for appearing so incredulous? 

Ned: Well, Monsieur Aronnax, perhaps I have. 

Arr: But, Ned, you are a whaler by profession; you know all 
the great marine mammels; so you ought to .find it easy 
to accept the idea of an enormous cetacean. You should 
be the last one to have doubts 1 

Ned: That's exactly what misleads you, prof esse:". Let ordinary 
people believe in comets and monsters that live in the. 
sea, if they want to, but sailors and whalers don't be-
lieve in that garbage. I have hunted many cetaceans, 
I^have harpooned a large number of them, and I have 
killed several; and although they were powerful and 
well armed, neither their tails nor their weapons could 
have damaged the plates of a steamer. No, professor, it 
isn't possible; it could be anything but that. 

Arr: Ned, I say it is an enormous cetacean based on the logic 
of the facts. Bear in mind that if such an animal exists, 
and if it frequents the liquid strata miles below the 
surface, then it must of necessity possess an organism 
that defies comparison. 

Ned: And just why must it have such a powerful organism? 

Arr: Because it would need to be able to live at such depths 
and resist the pressure of the water. 

Ned: Really? 

Arr: Really. And I can easily prove it to you with a few 
figures. 

Ned: Oh, figures! People can do a^thing they like with, 
figures. 

Arr: That may^be true of business, Ned, but not in mathema-
tics. Listen to me. Let us say that one atmosphere is 
equal to the pressure exerted by a column of water 
thirty-two^feet high. So when you dive, as many thirty-
two feet of water as there are above you, so many times 
does your body have to bear a pressure equal to that of 
the atmosphere. That is to say, about fifteen pounds 
for every square inch of its surface. So it follows 
that at three hundred and twenty feet this pressure 
equals ten^atmospheres. At thirty-two thousand feet, 
or about six miles down--one thousand atmospheres. That 
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* means that if you could attain that depth in the ocean, 
each square inch of your body would have to bear a 
pressure of about fifteen thousand pounds I Wow, my good 
Ned, do you know how many square inches there are on the 
surface of your body? 

Ned: I have no idea Monsieur. 

Arr: About twenty-six hundred. 

Ned: As much as that? 

Arr: And since the atmospheric pressure is roughly about 
fifteen pounds to the square inch, your twenty-six 
hundred square inches are at this moment carrying a 
presure of . . . about thirty-nine thousand pounds. 

Ned: Without my being aware of it? 

Arr: Without your being aware of it. You are not crushed by 
it because the air penetrates inside your body with equal 
pressure. But, in water, that's a different matter. 

Ned: Yes, I can see that, because the water surrounds me, 
but does not penetrate me. 

Arr: Precisely, Ned. So, at thirty-two thousand feet, you would 
have a pressure of thirty-nine million pounds. So you 
would be flattened as if you had just been removed from 
the plates of a hydraulic press I 

Ned: Well, I'll be damned I 

Arr: So, my worthy harpooner, if a vertebrate several hundred 
yards long and with a proportionate width, the surface of 
whose body therefore consists of millions of square 
inches, can live at such depths, it can stand a pressure 
that would amount to billions and billions of pounds. 

Ned: Why, it would have to be made of iron plates eight 
inches thick. 

Arr: Indeed, Ned, and just think what damage such a mass 
could inflict if launched with the speed of any express 
train against the hull of a ship. 

Ned: Yes, perhaps . . . 

Arr: Well, have I convinced you? 
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Ned: You've convinced me of one thing, professor, and that 
is that if such an animal does exist at the bottom of 
the sea, it must jbe as strong as you say it is. 

Arr: But if an animal like this doesn't exist, you stubborn 
harpooner, how do you explain what happened to the 
Scotia? 

Ned: Perhaps . . . 

Arr: Yes, yes, go onl 

Ned: Because . . .no, that isn't truel 

(Scene and time changa) 

Con: The frigate was then in latitude 31° 15' north and longi-
tude 136° ^2' east. The coast of Japan was still less 
than two-hundred miles to leeward. Night was falling. 

Ned: They had just sounded eight bells; large clouds hid the 
face of the moon. The sea was rippling peacefully under 
the bow of our ship. Now and again the ocean glistened 
as a ray of moonlight darted between the fringes of two 
clouds. 

Arr: The crew, perched in the ratlines, were scanning the 
horizon, which was gradually contracting and growing 
darker. 

(Sound of Confusion, action, motion.) 

Ned: Ahoy. There it is, there it is I Abeam to leewardi 

Voices: Helm alee, right helm . . . Go ahead, it's moving; 
it's swerving! 

Con: Monsieur, it's coming straight at us I 

Ned: We're catching up on himl We're gaining on him! 

(Collison sound and light effect, scene change.) 

Arr: When the monster made contact with the Abraham Lincoln, 
there was a fearful, jolt and I was flung over the rail 
out into the sea. The darkness was impenetrable, but 
I could just make out a black mass disappearing east-
ward, until the riding lights faded away in the distance. 
It was the frigate. I felt utterly lost. 
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Con: When I dived into the water, I heard the man at the 
wheel shouting, "The propeller and rudder arc broken!" 
Thus, it was decided that our only hope of salvation 
lay in being picked up by one of the Abraham Lincoln1s 
boats. And, hence, we prepared to wait as long as 
possible, 

Arr: So I decided that we should divide our efforts so that 
they should not be used up at the same time. One of us, 
lying on his back, would remain motionless with his arms •• 
folded and his legs outstretched, while the other would 
swim and. push him along. 

Con: The collision of the frigate and the cetacean had.taken 
place at about eleven o'clock in the evening. Therefore, 
I reckoned on our having to wait and swim for eight 
hours before the sun rose. 

Arr: At about one o'clock in the morning I was seized with 
acute fatigue. My limbs became stiff and I was suffer-
ing from violent cramps. Conseil had to hold me up, 
and our preservation depended upon him alone. Soon I 
heard the poor boy panting; his breath was becoming 
shorter and quicker. I realized that he couldn't hold 
out much longer. I told him to leave me and save him-
self. 

Con: Abandon Monsieur? Never. I would rather drown first 1 

Arr: At that moment, I bumped into something hard. I clung 
to it. Then I felt someone pulling me up to the surface. 
I felt my chest subsiding and I collapsed. 

Ned: I was luckier than the professor and Conseil. Almost im-
mediately after being flung overboard, I found a float-
ing island. Or should I say the professor's cetacean. 
I soon found out why my harpoon had not penetrated his 
skin. The reason is that this monster was made of 
steelI 

Arr: Suddenly, there was a loud noise of iron bolts sliding 
aside from within. A hatch opened, a man emerged from 
it. (Enter 1st dancer.) And then, uttering a strange 
cry, disappeared immediately. A few moments later, 
(Enter all dancers and pantomime the abduction.) 
eight hulking men with masked faces appeared, and with-
out uttering a sound, dragged us down inside their 
formidable machine. 

(Scene change to interior of the Nautilus: on-
stage .focus.) 
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Con: Has Monsieur slept well? 

Arr: Very well, my boy. What about you, master Land? 

Ned: Like a log, professor', but if I am not mistaken, it feels 
as if I'm breathing sea air? 

Arr: Precisely. 

Ned: That explains the roaring we heard when the cetacean was 
within sight of the Abraham Lincoln. It was taking a 
breather 1 But I have no idea what time it is, Monsieur 
Aronnax, unless it happens to be dinner time. 

Arr: Dinner time, my worthy harpooner? You should at least 
say breakfast time, because I am certain . . . 

Con: That we slept for twenty four hours? 

Arr: I think so. 

Ned: I won't argue that with you, but breakfast or dinner, 
the steward will be welcome, whichever he brings. 

Con: Maybe he'll bring both? 

Arr: Well, Ned, let us wait and see. It is obvious that these 
strange people have no intention of letting us die of 
hunger, for if that were so, there wouldn't have been 
any point in giving us that last meal. 

Ned: Unless they wanted to fatten us upl 

Arr: I don't think that we have fallen into the hands of 
cannibals. 

Ned: In any case, I'm hellishly hungry and whether its break-
fast, dinner, or lunch, it hasn't come yet I But the 
first thing we should be thinking about is getting out of 
here. Wherever here is. First chance I get I'm going to 
escape. 

Arr: To escape from a prison on land is difficult enough, but 
when it comes to an underwater prison, it seems to me 
quite impossible. 

Con: Come on, friend Ned, I find it hard to believe that an 
American has come to the end of his resources. 

Ned: That's just like you, Conseil. You never show your tem-
per. Always calm I You would rather starve or rot in 
this prison than complain. 
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Con: What is the use in complaining? 

(Enter Nemo, unseen by the others.) 

Ned: Well, at least you'd be complaining, and that'd be some-
thing! If these pirates think they're going to keep me 
suffocating in this cage without listening to my curses, 
they're very much mistaken. How long do you think • 
they're going to keep us locked up in this iron box? 

Con: To tell the truth, friend Ned, I have no more idea than 
you have. 

Nemo: I think you'll find it more than an .iron box. Chance 
has brought before me Monsieur Pierre Aronnax, Professor 
of Natural History at the Paris Museum.; Conseil, h.is 
servant; and Ned Land, a Canadian-born harpooner. You 
have undoubtedly thought, Monsieur, that I have taken a 
long time to pay you this visit. The reason is that 
once having established your identity, I wanted to give 
mature consideration to the question of how I should 
treat you. . . . I have had many doubts. Due to the 
most annoying circumstances, you find yourself in the 
presence of a man who has broken completely with humani-
ty. You have intruded on my existence. 

Ned: Without meaning to . . . 

Nemo: Without meaning to? Didn't the Abraham Lincoln mean to 
pursue me across the oceans? Did you not mean to secure 
passage on board the frigate? It wasn't by accident 
that your shells bounced off my hull, nor was it unin-
tentional that you struck it with your harpoon? 

Arr: But, sir, you should know that in pursuing you across 
the high seas, the Abraham Lincoln imagined that it was 
giving chase to a powerful sea monster, of which the 
seas must be rid of at all costs. 

Nemo: Monsieur Aronnax, would you venture to suggest that your 
frigate would not have pursued and bombarded a submarine 
vessel as readily as it did a monster? You, therefore, 
realize that I have the right to treat you as enemies. 
For a long time I hesitated; I was under no obligation 
to grant you hospitality. I should put you back on the 
platform of this ship where you previously took refuge. 
I should order the ship to dive, and I should forget you 
ever existed. Wouldn't that be within my rights? 
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Arr: It might be the right 
civilized man. 

g savage perhaps, but not of a 

Nemo: Monsieur le'Professor, I am not what you would call a 
civilized man. I have broken completely with society 
for reasons only I have the right to appraise. I do not, 
therefore, obey any of its rules, and I suggest that you 
never invoke them in my presence. (Pause) I hesitated, 
but I reflected that my interest might well coincide 
with that natural pity to which all human beings do have 
a right. You shall stay on board my ship, since fate has 
brought you here. You shall be free; but in exchange 
for that freedom, I will impose just one condition on 
you. It will be sufficient to give me your word that 
you will abide by it. 

Arr: But, sir, I suppose this condition is one that an 
honorable man can accept? 

Nemo: Yes, Monsieur, it is. It is possible that certain un-
foreseen events may compel me to confine you to your 
cabins for a few hours or even days. Since it is my 
desire never to use violence, I shall expect you, in 
such a case, to show passive obedience. 

Arr: We accept. However, I would ask your permission, sir, 
to put one question to you--just one. 

Nemo: Yes? 

Arr: You have said that we should be free onboard your ship? 

Nemo: Entirely. 

Ned: And I should like to ask you exactly what you mean by 
free? 

Nemo: The freedom to come and go, and see, and even watch 
everything that- goes on here--except under certain rare 
circumstances~-the freedom, that is, that we ourselves 
have, my companions and I. 

Arr: Forgive me, sir, but this freedom is only the one that 
all prisoners have of being able to walk about their 
cellI That cannot possibly be sufficient for us. 

Nemo: But it must be sufficient for you! 

Ned: What I Give up all hope of ever seeing our country, our 
friends, our relatives? 
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Arr: You are abusing your position to take advantage of us. 
This is crue11yI 

Nemo: No, Monsieur, it is clemencyI You are prisoners of 
warI I am keeping you here, although one simple order 
would suffice to have you thrown into the bottomless 
ocean. You attacked me. You have stumbled on a secret 
that no man on earth shall ever penetrate, the secret 
of my whole existence. And you imagine that I am going 
to send you back to that world that must never hear of 
me again? That is out of the question. In keeping you, 
I am not guarding you. I am protecting myself 1 

Ned: In other words, you are giving us the choice between 
life and death? 

Nemo: Exactly. 

Arr: My friends, there is only one answer to such a question. 
But nevertheless, we are bound by no promise to the 
master of this ship. 

Nemo: None at all, Monsieur. 

Arr: One last question, sir? 

Nemo: Yes, Professor? 

Arr: How should I address you? 

Nemo: To you, I am Captain Nemo. To me, you and your compan-
ions are just passengers on board the Nautilus. (To Ned 
and Con) A meal is ready in your cabin. 

Ned: I won't say no to thatl (Exit Ned and Con.) 

Nemo: And now, Monsieur Aronnax, our lunch is ready. Permit 
me to lead the way. 

(Scene change, off-stage focus) 

Arr: While lunching with the Captain, I learned much about his 
mysterious ship and little about the man himself. How-
ever, the strange Captain Nemo opened his immense 
library to me. It was located in the center of the 
Nautilus. A somewhat large room decorated and furnished 
in somewhat severe taste. It was the Nautilus1 saloon. 

Nemo: Longitude 37° 15' west of the Paris meridian, and lati-
tude 30° 7' north . . . we are about three hundredmiles 
off the coast of Japan. Today is the eighth day of 
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November, the time is midday, and now we begin our voy-
age of exploration under the sea. . . . And now, Pro-
fessor, I leave you to your studies. I have set our 
course at east northeast, at a depth of twenty-seven 
fathoms. Here are large maps with which you may follow 
our route. The saloon is at your disposal, and with 
your permission, I will retire. 

(Exit Nemo. Enter Ned and Conseil.) 

Ned: Where are we? Where are we? 

Con: If Monsieur will permit me, it looks like the Hotel de 
Sommerardl 

Arr: My friends, you are not in Canada, nor in France. You 
are on board the Nautilus, more than one hundred and 
sixty feet below the surface of the sea. 

Con: If Monsier says so, it must be so, but frankly, this is 
enough to astonish even a Fleming like me. 

Arr: Yes, and according to the Captain, all this is possible 
through electricityl 

Ned: But I have seen nothing. I have heard nothing. I haven't 
even seen any sign of the crew. Do you suppose they too 
are run by electricity? 

Con: By electricity? 

Ned: Really, Monsier, I wouldn't be surprised if they were. 
But seriously, could you tell me how many men there are 
on board--ten, twenty, fifty, a hundred? 

Arr: I wouldn't know, Master Land. But believe me, you had 
better give up any notion you may have of seizing the 
Nautilus or of escaping for the time being. • This ship 
is a masterpiece of modern technology, and I should have 
been very sorry indeed not to have seen it. Do not be 
disturbed, Ned, and let .us try and see what is happening 
around us. 

Ned: Seel We can't see anything. We will never see anything 
beyond this iron prison. We are moving, we are navi-
gating, but all blindlyI 

(Open panels into underwater landscape.) 

Con: Order of HydomedusasJ 
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Ned: This is the end, once and for allI 

Arr: Well, Ned, you wanted to see, now you can see! . . . 
For two months, the Nautilus traveled the waters of the 
Pacific Ocean. On November 16th, the strange Captain 
Nemo invited my friends and me on an underwater hunting 
trip in the forests of the Isle of Crespo. 

Con: Friend Land was more than suspicious of the helmuted 
diving suits we had to wear in order to breathe under 
the water. In fact, we almost had to fight him to make 
him put his on 

Ned: It wasn't the suit that bothered me, it was the hole we 
had to jump through to get outside of that infernal 
Nautilus. Walking on the ocean floor, indeed I 

Arr: In a short time ws had travelled four thousand leagues 
under the Pacific. On one occasion, when the Nautilus 
surfaced to replenish its air supply and establish its 
exact position. Captain Nemo joined us on the ship's 
platform. (Enter Nemo.) 

Nemo: Look at the ocean, Professor. Doesn't it have an 
individuality of its own? Doesn't it have moods of 
anger and its fits of compassion? Yesterday it slept, 
just as we slept, and now here it is, awaking after 
spending a peaceful night. 

Arr: Yes, Captain, it is beautiful. 

Nemo: Look, it is awakening under the caresses of the sun 
and is ready to renew its daily existence. Surely the 
life of the sea is more intense than life on land, more 
exuberant, more infinite, spreading throughout the 
parts of this ocean. They say it is the element of 
death for man, but it is the element of life for myraids 
of animals. It is life for me. This is living! This 
is the true existence I I visualize future nautical 
towns, clusters of submarine dwellings, which, like the 
Nautilus, would rise to the surface every morning to 
breathe—free towns, independent cities, if ever there 
were 1 

Con: Often the Captain would speak like this; he was trans-
formed. And he aroused an extraordinary emotion within 
Professor Aronnax., 

Ned: So much so that at times I began to wonder If the Pro-
fessor was taken in by all Nemo's crazy Ideas. 
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Arr: And so we spent days studying the marvels of the sea 
through the panels of the Nautilus' saloon, Across the 
Pacific and easb again, tnrough the south sea islands, 
through French Polynesia, the Society Islands, Western 
Samoa, and the New Hebrides. I studied corals and fish 
of every description. 

Ned: Only once did we get to set foot on land. And that 
time didn't last long, for Captain Nemo let us go 
ashore on an island inhabited by cannibals. After only 
a few hours ashore, we were chased off the island en-
tirely. 

Con: The cannibals even came aboard the Nautilus. but thanks 
to lightening action by Captain Nemo, they were repelled 
by an electrical charge shot through the Nautilus' hull. 
Immediately afterward we left sight of land and resumed 
our journey. 

Arr: Although I enjoyed the privilege of studying the wonders 
of the sea and the hospitality of the Captain, never 
once did he mention our captivity during these first two 
months. It appeared that we were just what Captain Nemo 
considered us to be, merely passengers on board M s ship. 

(Scene change to platform of the Nautilus.) 

Arr: On the 18th of January, the Nautilus was at longitude 
105°, latitude 15° south. I climbed up on the platform 
just as the second-in-command was taking our position. 
I waited as usual for him to pronounce his daily phrase. 
But on that day he substituted another, no less incom-
prehensible. Almost immediately I saw Captain Nemo 
appear. He studied the horizon with the aid of a spy-
glass. I also looked intently in the direction indicated, 
but saw nothing. Sky and water blended in a perfect, 
clean line on the horizon. Very much intrigued, I went 
down to the saloon and brought up an excellent telescope 
that I normally used; then, leaning on the searchlight 
cage, I began to scan the horizon. But no sooner had I 
put the telescope to my eye, when it was snatched from 
my hands. Captain Nemo stood before me, but I no longer 
recognized him. His features were transformed. His 
eyes, lighting up menacingly, 'sank beneath his furrowed 
brows; his teeth were set, body stiff, fists clenched, 
and his head hunched between his shoulders. He betrayed 
a hatred that pervaded his whole person. He did not stir. 
My telescope, which had fallen from his hand, rolled to 
his feet. 

(On-stage focus.) 
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Nemo: Monsieur Aronnax, I am asking you to observe one of the 
conditions of our bargain. 

Arr: What is that Captain? 

Nemo: You must be confined, you and your companions, until I 
decide to grant you your freedom again. 

Arr: You are the master, but may I ask you one question? 

Nemo: None, Monsieur. (Exit Nemo, off-stage focus.) 

Arr: I had no choice but to obey. (Ned and Con now in scene,) 
I went down to the cabin occuped by Ned and Conseil and 
I•informed them of the Captain's decision. We ate lunch 
in relative silence. When the meal was over, each of us 
withdrew into a corner. 

Con: Just then the luminous sphere that lit the cell went out 
and we were left in total darkness. I tried to keep my 
eyes open, but they kept closing despite my efforts. A 
painful suspicion crossed my mind. 

Ned: Some seditive had been put in the food we had just eaten. 

Arr: The prison alone then was not enough to conceal the plans 
of Captain Nemo. He had felt the need to put us asleep 
also. A morbid sleep, full of delusions, overwhelming 
the whole being. Then the visions disappeared, and left 
me in a state of oblivion. 

(Blackout, collision sounds. Ned and Con out of 
scene.) 

Arr: The next morning I woke up, surprisingly enough, with a 
clear head. At about two o'clock, I was in the saloon, 
busy classifying my notes, when the door opened and the 
Captain came in. 

(Enter Nemo. On-stage focus.) 

Nemo: Are you a physician, Monsieur Aronnax? . . . Are you a 
doctor? . . . A number of your colleagues have studied 
medicine. 

Arr: Yes, I am a doctor, and medical resident at several hos-
pitals. I practiced for several years before joining 
the museum. 

Nemo: Good. Monsieur Aronnax, would you be kind enough to 
attend one of my men? 
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Arr: Have you a sick man on board? 

Nemo: Yes, Monsieur. 

Arr: I am at your disposal. 

Nemo: Come then. 

(Pantomime existence of injured man.) 

Arr: Where did he get this wound? 

Nemo: What does that matter? . . . A collision broke one of 
the levers in the engine room and it hit this man on 
the head. The second-in-command was in danger. He 
threw himself forward to receive the blow . . . a 
brother gives his life for a brother, a friend dies 
for a friend--what could be simpler? . . . That is the 
law aboard the Nautilus. . . .But what do you think of 
his condition? You may speak; this man doesn't speak 
English. 

Arr: This man will die within two hours. 

Nemo: Can nothing save him? 

Arr: Nothing. 

Nemo: You may leave now, Monsieur Arronax. 

(Lights dim and music dims into funeral ballet; 

in middle of ballet, scene continues.) 

Arr: The man died during the night as I had predicted? 

Nemo: Yes, Monsieur Aronnax. 
Arr: He is resting now beside his companions in the coral 

cemetery. 

Nemo: Yes. Forgotten by all, but not by us 1 We dig the 
drave, and the polyps can be trusted to seal our tombs 
for eternity. That is our peaceful cemetery, hundreds of 
feet below the surface of the saves. . . . To be buried in 
the seal For the sea is everything! Its breath is pure 
and wholesome. The sea is an immense desert where man 
is never alone, for he feels life pulsating all about 
him. The sea is nothing but for the means which permits 
man to lead an almost supernatural existence; it is all 
movement and love. It is the living infinite. Here we 
have perfect tranquility, for the sea does not belong to 



85 

despots. On the surface they can still exercise their 
iniqu.itoris laws, fi^ht, devour each other, and indulge 
in all their earthly horrors. But thirty feet below 
its surface their power vanishes. Ah, Monsieur, to live 
in the "bosom of the sea! Here on the ocean .floor is the 
only independence. Here I recognize no master. Here 
I am freel A coral tomb is a peaceful tomb, Monsieur, 
and may heaven bless me and my companions with no other. 

Arr: Your dead sleep quitely here, well beyond the reach of 
sharks. 

Nemo: Yes, Monsieur, beyond the reach of sharks . . . and, 
of menl 

(Music up. Ballet continues to end, leaving 
Nemo alone in the cemetery.- - Curtain.) 



PART II 

(Arr., Ned, and Con. onstage, off-stage focus.) 

Arr: We now being the second stage of our journey under the 
sea. We were then sailing through the waters of the 
Indian Ocean, that vast expanse of liquid with an area 
of 1,200,000,000 acres. From the 21st to the 23rd of 
January, the Nautilus sailed at the rate of 250 leagues , 
every twenty-four hours, or 5*+0 miles a day. 

Ned: At midday on the 28th of January, when the Nautilus 
came up to the surface at latitude 9° *+' north, I. could 
see land about eight miles to the west. It was here that 
the Captain invited us to visit the magnificent pearl 
fisheries of Ceylon. 

Con: It was while we were hunting these pearls that Captain 
Nemo had a hand-to-hand struggle with a formidable 
shark. And if it wasn't for the quick reactions of 
Master Land, the Captain may still have been lying on 
the floor of the sea. 

Arr: The Captain fell to the ground, brought down by the 
enormous weight of the creature. The shark's jaws 
opened wide, like a shearing machine, Ned Land, with 
the speed of lightening, rushed forward and struck it 
with his harpoon. 

Con: Back in the Nautilus Captain Nemo's first words were 
addressed to Ned. All he said was "Thank you."--nothing 
more. 

Ned: I was just repaying a debt, that's all. 

Arr: We had travelled 16,220 miles from our point of departure 
in the Sea of Japan. We were then heading toward the 
Gulf of Oman; it was evidently a dead end, without any 
possible outlet. 

(On-stage focus.) 

Ned: Where is Captain Nemo taking us? 

Arr: We are going, Master Ned, where the Captain's whims will 
take us. 

Ned: Those whims cannot take us very far. The Persian Gulf 
has no outlet, and if we enter it, it will not be long 
before we come back out again. 

86 
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Arr: Then we shall simply come back out again. And after 
the Persian Gulf, if the BantiIn3 takes a notion to 
visit the Red Sea, The Strait of Babel man Deb will 
always be there to let us through. 

Ned: I do not have to tell you, sir, that the Red Sea, like 
the Persian Gulf, has no outlet. So the Red Sea is 
not at the moment the way that will bring us to Europe. 

Arr: I did not say that we were returning to Europe. 

Ned: Well, what do you think will happen? 

Arr: I think that after visiting the exotic coasts of Arabia 
and Egypt, the Nautilus will return to the Indian Ocean. 

Con: Or perhaps we shall head for the Cape of Good Hope? 

Ned: The Cape? Oh, Monsieur Aronnax, do you realize that 
we have been prisoners aboard the Nautilus for almost 
three months? 

Arr: No, Ned, I did not realize it. And I do not wish to. 
I am counting neither the days nor the hours. 

Ned: But when will it end? 

Arr: The end will come in good time. Besides we can do noth-
ing about it, and it is useless to argue. If ever you 
come to me and say we have a good chance to escape, I 
will discuss that with you. But such is not the case 
now; and to be frank, I do not think the Captain will 
ever venture into European waters. 

Ned: That's all very well, but in my opinion, one cannot be 
happy unless he is free. (Arr. and Ned go out of scene.) 

Con: (Off-stage focus) Much to the chagrin of Master Land, 
we did sail into the Red Sea, all the way to the Ismus 
of Suez. (Enter Nemo.) 

Nemo: (Off-stage focus) Unfortunately, I will not be able to 
take you through the Suez Canal, but you will be able to 
see the long promitories of Port Said the day after to-
morrow, when we shall be sailing in the Mediterranean. 

Con: The Mediterranean? 

Nemo: Yes, does that surprise you? 
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Con: What astonishes me is that we will be there day after 
tomorrow. I am thinking of the fantastic speed at 
which you must travel to sail around Africa"and the 
Cape of Good Hope in order to be in the Mediterranean 
tomorrow. 

Nemo: And what makes you think that the Nautilus is going 
around Africa? 

Con: How else, Captain, unless the Nautilus is capable of 
travelling across land? 

Nemo: Sail under it. 

Con: Under it I 

Nemo: Yes. An underground passage exists between the Red 
Sea and the Mediterranean. (Nemo out of scene.) 

Con: A wide channel opened before us. The Nautilus plunged 
boldly into it. A strange rustling sound was heard 
along its sides. It was the water of the Red Sea roar-
ing into the sloping tunnel, flowing toward the Medi-
terranean. The Nautilus moved along with the current, 
swift as an arrow, although the propellors were put in 
reverse to cut down our speed. On the narrow wall of 
the tunnel I could only see the brilliant rays of the 
straight furrows of fire, traced by the electric beams 
of our searchlight. In less than twenty minutes, the 
Nautilus had passed under the Isthmus of Suez. 

(Scene change.) 

Arr: The Mediterranean, that incomparable sea, known to the 
Hebrews as the "Great Sea," and to the Romans as "Mare 
Nostrum," provided one of the most beautiful, invig-
orating climates of the globe. Beautiful as it was, I 
could barely catch a glimpse of this basin. I estimated 
that the Nautilus covered a distance of about 1,500 
miles in ̂ 8 hours. Having sailed from the waters of 
Greece on the 16th of February, by dawn on the 18th 
we had crossed the Straits of Gibraltar, and were 
heading north along the coast of Portugal. 

(Enter Ned hurriedly; on-stage focus.) 

Ned: Professor, it's all set for this evening. 

Arr: But what, my good Ned? 

Ned: What? Our escape, of course. 
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Arr: But Ned 

Ned: Now we agreed to wait for a suitable opportunity, and 
that opportunity has come. This evening we will be 
only a few miles off the coast of Spain. You have given 
me your word, Professor, and I'm counting on you. 

Arr: But Ned . . . 

Ned: Tonite at nine o'clock. I've already told Conseil. 
Nemo will be asleep and the mechanics and crew will 
not be able to see us in the dark. Conseil and I will 
wait at the central stairway. You will remain in the 
saloon and wait for my signal. 

Arr: But, Ned, the sea is rough . . . 

Ned: I agree, but we must risk that. Our freedom is worth 
that risk. The dingy on board is sturdy though, and a 
few miles, with a good wind behind us, shouldn't be too 
dangerous. And who knows? The Nautilus may be a hundred 
leagues at sea tomorrow. If everything works out well, 
within two or three hours we should be somewhere on dry 
land . . . or we'll be dead. May God be with us. . . . 
This evening at nine o'clock, Professor. (Exit Land.) 

Arr: (Off-stage focus^) There was no choice but to resign 
myself to the inevitable and make ready to escape. As 
for Captain Nemo, I wondered what he would think of our 
escape; what anxieties and what harm it might perhaps 
cause him. Certainly I had no cause to complain about 
his conduct; on the contrary, never had hospitality been 
more open than his. Lost in thought, I waited until 
nine o'clock. 

(Enter Nemo. ) 

Nemo: (On-stage focus) Ah, Monsieur le Professor, I have been 
looking for you. Do you know the history of Spain? Well, 
did you hear my question? Do you know the history of 
Spain? 

Arr: (quite nervously) Very sketchily. 

Nemo: Indeed, even the learned do not know. So pray, be 
seated. I am going to tell you a strange episode of 
that history. Monsieur, with your permission, let us 
go back to the year 1701. You will recall that at the 
time of your King Louis XIV, France had imposed on the 
Spanish, Louis XIV's grandson, the Duke of Anjou. This 
prince, who reigned badly under the name of Philip the 
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' Fifth, had to face considerable opposition to his foreign 
policy. In fact, that previous vear, the royal houses of 
Holland, Austria, and Englana had concluded an alliance 
at the Hague, with the object of forcibly depriving 
Philip V of the throne. Spain attempted to resist the 
coalition, but she was without an army or navy. How-
ever, Spain was not without money, provided of course 
that her galleons loaded with gold and silver from 
America could reach her ports. Toward the end of the 
year 1702, Spain was waiting for a rich convoy, commanded 
by Admiral Chatseu Renaud. When this convoy reached Vigo 
Bay, they found waiting for them a fleet commanded by 
the coalition. Admiral Renaud, despite his inferior 
forces, fought bravely; but when he saw that the riches 
of the convoy were going to fall into the hands of the 
coalition, he set fire to the galleons, scuttled them, 
and they sank with all their immense treatures. 

Arr: Well? 

Nemo: Well, Monsieur, we are in Vigo Bay . , . (Panels open 
revealing Vigo Bay.) Did you know that the sea con-
tained such treasures? 

Arr: I knew that someone calculated that there were two 
million tons worth of silver lying around these waters. 

Nemo: That is quite true. However, it would cost more than 
that to bring these treasures to the surface. But all 
I have to do is to harvest what other men have lost. 
And this is true not only of this bay, but thousands 
of others which I have recorded on my map. Do you under-
stand now why I am a billionaire? 

Att: I do indeed, Captain, but I should tell you though that 
by doing what you are here at Vigo Bay, you are merely 
forestalling the work of a rival company. 

Nemo: What company, may I ask? 

Arr: A company that has obtained permission from the Spanish 
government to search for these sunken galleons. The 
value of these riches is estimated to about five hundred 
million francs. 

Nemo: Five hundred million? There was that much, yes, but 
not any longer. 

Arr: In that case, a warning to the shareholders would be an 
act of charity. Although, who knows whether such a warn-
ing would be wfill rAr>oiwoH9 T.rinc-f r* vw 1 
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hopes. But nevertheless, I pity them less than the 
thousands of people who might have benefitted from a 
fair distribution of this wealth. Now, however, these 
riches will never benefit them. 

Nemo: Never benefit them? Do you think, Monsieur, that these 
riches are lost to them because I gather them? Do you 
think for a moment that I go to the trouble of collect-
ing all these treasures just for my own benefit? What 
makes you think that I do not make good use of them? 
Do you imagine that I am unaware that there are human 
beings who are suffering? People who are oppressed in 
this world? Wretches who need to be comforted, victims 
to be avenged? Don't you understand . . . (Nemo exits, 
Land enters.) 

Ned: That damned Captain 1 Just as we were ready to escape, 
he has to go treasure hunting. 

Arr: Yes, he has to transact some business with his banker. 

Ned: His banker? 

Arr: Never mind, Ned, you wouldn't understand. 

Ned: We're not done yet. Our harpoon missed its target, that's 
all. Next time we shall score a bull's eye. 

(Scene change. Con enters. Off-stage focus.) 

Con: From Vigo Bay, the Nautilus then turned southward, and 
by morning of the 20th, we were situated at 16° 17' west, 
by latitude 33° 22' north, 150 leagues from the nearest 
land. There could be no thought of escaping. So, one 
can well imagine the Canadian's fury when I informed him 
of our position. 

Ned: Damned CaptainI 

Arr: It was at this point that Captain Nemo invited us to 
take a walk with him on the floor of the sea. After 
hours of walking, down below, before my very eyes, lay 
the ruins of a submerged city, swallowed by the sea, 
(Panels open on Atlantis.) Its roofs were sunken, its 
temples demolished, its arches in pieces, and its columns 
on the ground. 

Con: Farther on there were the remains of a giant aqueduct; 
here, were the encrusted forms of an Acropolis, with the 
floating remains of a Parthenon. 



92 

Ned: It must have been a port for merchant ships and crafts 
of war cvi sonic vanished 52a. There were erumbled wails 
and long lines of wide deserted streets. It looked 
like that town in Italy where•the volcano erupted. 

Arr: An ancient Pompeii, buried beneath the seal 

Con: Captain Nemo picked up a piece of chalky rock, walked 
to a block of black basalt, and scribbled one single 
word: ATLANTIS. 

Arr: As I stood there dreaming, Captain Nemo leaned on a 
mossy pillar, motionless, and seemingly petrified in 
mute ecstasy. Was it here that this strange man came 
to steep himself in memories of the past and relive the 
life of antiquity? He who would have nothing to do with 
the actual world around him? What I would not have 
given to know his thoughts, to share those thoughts with 
him, and to understand them. 

Ned: We stayed there for a whole hour. Finally, the Captain 
rose arid motioned for us to follow him. We descended 
the mountainside and reached the Nautilus at the first 
light of dawn. Again, I looked for a chance to escape, 
but we then headed south, getting farther and farther 
from land. 

(Scene changed 

Arr: The Nautilus had resumed her steady course toward the 
south. And on the l^th of March, I noticed floating 
ice at latitude 55°• We were then farther south than 
Cape^Horn. On March 16, at about eight; o'clock in the 
morning, the Nautilus crossed the Antarctic Circle. 

Ned: Where is he headed for? Everything is frozen. 

Arr: Farther south I should say. 

Ned: Farther south? If your Captain can move beyond this— 

Arr: Yes? 

Ned: He will be a superman indeed. 

Arr: But why, Ned? 

Ned: Because no man can break through the ice shelf. Your 
Captain may be a superman, but by heavens, he's not 
stronger than nature. And where nature says stop, you 
have to stop, whether you like it or not. 
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Arr: Quite true, Ned, and yet I would like to know what is 
beyond all that ice, 

Ned: Well, everyone knows what's behind that barrier. 

Arr: What, Ned? 

Ned: Just ice. Lots more ice! (Enter Nemo.) 

Neipo: Well, Professor, what do you think about this? 

Ned: I should say we're trapped. 

Nemo: Trapped? 

Arr: He means that we cannot go forward, cannot go backward, 
and we cannot go sideways. We are frozen in. 

Nemo: So,Monsieur Aronnax and Master Land, you do not be-
lieve that the Nautilus can free herself, do you? 

Arr: It will be difficult, for the season is already too far 
advanced, if you were counting on the ice breaking up. 

Ned: It looks awfully solid to me. 

Nemo: Ah, Monsieurs, you never change, do you? You never see 
anything but impediments and obstacles? I can assure 
you that the Nautilus will free herself and continue 
farther south. 

Ned: Oh, no . . . 

Nemo: All the way to the pole. 

Arr: I should like to believe you Captain, but . . . 

Nemo: Professor, it is merely a matter of submerging, and 
going under the ice. 

Ned: Oh, 110 . . . 

Nemo: The only difficulty will be to remain under water for 
several days without renewing our air supply. 

Arr: Is that all? But the Nautilus has huge tanks; we will 
need to fill them up and they will provide us with all 
the air we need. 

Nemo: You are partially right, Professor. But it is possible 
that if there is an open sea at the south pole, it may 
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' be completely frozen so that we may not be able to sur-
face and renew th« rir supply for the return trip. 

Arr: Could we not use the spur of the Nautilus to break the 
ice in order to surface? 

Nemo: Only if the ice is thin enough. Monsieur. However, I 
should like to ask if you are in favor of this expedi-

. tion? 

Arr: Yes, by all means. (Exit Nemo.) 

Ned: Really, Professor, I can't help feeling sorry for you 
and your Captain Nemo. 

Arr: But we are going to the pole, Nedl 

Ned: Perhaps, but you'll never come back. I'd better go to 
my cabin . . . before I do something desperate. (Ned 
out of scene.) 

Con: The Nautilus headed straight for the pole, without de-
viating from the 32nd meridian. She was averaging twenty 
knots. For -̂0 hours we kept this pace, then the 
Nautilus slowed and began to rise to the surface. 
Finally, at six o'clock in the morning on March 21st, 
the Nautilus surfaced in an open sea. About ten miles 
from the ship, a solitary island rose to a height of 
over six hundred feet. It was here, the only time that 
we saw Captain Nemo set foot on land. 

Nemo: And now I, Captain Nemo, have reached the south pole, 
at latitude 90° south, and I am taking possession of 
this part of the earth, an area equal to one-sixth of 
all known continents. 

Arr: In the name of who, Captain? 

Nemo: In my name, sir . . . 

(Scene changed 

•Arr: The next day, the 22nd of March, preparations were made 
for our return to warmer seas. The Nautilus was slowly 
diving and resuming her express-train speed under the 
ice. (Ice collision sound. Enter Ned and Con. On-

stage focus.) 

Con: What has happened? 
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Ned: Confound it, 1 know very veil what has happened. The 
Nautilus has hit something. 

Nemo: (Entering.) Quite right, Master Land. 

Arr: Is it serious? 

Nemo: Perhaps . . . an emormous block of ice has turned over. 
When it did, it took the Nautilus with it. We are now 
stranded in a veritable tunnel of ice about sixty feet 
wide, about 1,000 feet below the surface. 

Ned: Well, this is the end. 

Arr: Is there any end to the tunnel? 

Nemo: Monsieur, both ends of the tunnel are blocked. 

Con: So we are trapped completely? 

Nemo: Yes. Gentlemen, in our position, there are two ways of 
dying. The first is to be crushed to death. The second 
is to die asphyxiated. I need not mention the possi-
bility of starving because the provisions aboard the 
Nautilus will certainly outlast us. Let us, therefore, 
consider the chances of our being crushed or asphyxiated. 

Arr: As for suffocating, I chink there is no fear of that, 
since our tanks are full. 

Nemo: We have been underwater for 36 hours; within *+8 hours, 
our reserves will have been exhausted. 

Ned: In that case, we'd better get out in *+8 hours I 

Nemo: We are trying to do just that. My companions are try-
ing to cut through the ice on its weakest side. Our 
situation is serious. I am relying on your -courage 
and your energy. 

Ned: Captain, as much as I dislike you and your ship, I am 
ready to do anything for the commongood. I am at your 
service. 

Con: And I, sir. 

(Scene dissolves into ice ballet. After ballet, 
Arr., Ned, and Con. 'in scene, off-stage focus.) 

Arr: The 27th of March: about twenty feet of ice had been 
removed—that left twelve more feet to go. But that 
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meant *+8 hours more work. The air could no longer be 
renewed inside the Nautilus, and during the course of 
the day, it became worse and worse. 

Ned: The only time any of us could get any fresh air was 
when we were working outside the ship, with a fresh 
tank of oxygen. Bat we always returned to the stale, 
unbreathable air inside the Nautilus. 

Con: My head ached, and I was strangely dizzy, like a drunken 
man. I found it almost impossible to breathe . . . we 
all were suffocating. 

Arr: The next day, the sixth of our imprisonment, Captain 
Nemo decided to crush the remaining layer of ice with 
the spur of the-ship. He managed to retain his cool-
ness and energy, overcoming physical discomfort by 
sheer moral strength. He never stopped thinking, plan-
ning, or acting. I soon heard the hull of the Nautilus 
vibrate . . she was piercing the ice, bit by bit . . . 
full speed against the wall of ice . . . Then with a 
final onslaught, she hurled herself against the ice 
surface. 

(Crash and scene change, on-stage focusO 

Con: Air, air, beautiful air. 

Ned: Breathe as much as you like, there's plenty for all of 
us. Professor, for awhile I didn't think you were going 
to make it. 

Arr: My friends, I am indebted to you. 

Ned: And I intend to take full advantage of that. 

Con: What? 

Ned: Yes, I reserve the right to take you with me when I leave 
this infernal Nautilus 1 

Con: By the way, are we going in the right direction? 

Ned: Yes, we are. We are heading toward the sun, and from 
here, the sun means north. 

Con: Having been to the South Pole, you don't suppose Nemo 
will go to the North Pole, do you? 

Ned: I wouldn't put it past him. 
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Arr: Whatever you may say against him, this Captain Nemo is a 
fantastic ran, and vc shall never regret having known him. 

Ned: Especially when we have seen the last of himl 

(Scene change, off-stage focus.) 

Arr: The next day, April 1st, the Nautilus rose to the surface 
• for a few minutes. Me sighted land to the west of our 

position. It was Tierra del Fuego, the tip of South 
America. From here our journey took us ever northward. 

Con: We crossed the equator twenty miles to the west of the 
Guiannas, French territory where we could have found re-
fuge. But there was a very strong wind blowing, and the 
dingy could not have faced those raging waves. I think 
Master Land realized this, for he did not utter a word 
about escaping. 

Ned: We had been prisoners on board the Nautilus for six 
months now. We had travelled seventeen thousand leagues. 
I could see no reason to believe that it would ever end. 
(To Arr.) Monsieur Aronnax, why don't we just ask your 
Captain Nemo if he ever intends to let us go? 

Arr: My good Ned, I doubt seriously that our hopes of escap-
ing lie in the generosity of the Captain; in fact, lately 
he's become more moody, more reserved, and less sociable. 
He seems to be avoiding me altogether. I see him now 
only on rare occasions. I don't think that asking for 
our freedom is the way to get off of the Nautilus. 

Con: By April 20th, the nearest land was the Bahamas. Cap-
tain Nemo did not venture into the Caribbean, doubt-
lessly due to the great number of ships that frequent 
these waters. It was here that the Nautilus came to 
grips with a formidable monster. Suddenly, the Nautilus 
stopped, and a shock made her whole structure tremble. 

Arr: Have we run into something? 

Ned: If we have, Monsieur, we are still floating. It can't 
be too bad. 

Con: At that moment, Captain Nemo entered the saloon. (Enter 
Nemo.) 

Arr: (To Nemo.) Whas has happened? 

Nemo: The propeller stopped, and I imagine that the jaws of 
one of the giant squid of this area are wrapped around 
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the vanes . . . 'which is preventing us from moving. We 
shall have to surface and iiic! sosc r e the vermin. 

Arr: Isn't that rather dangerous? 

Nemo: True, our electric bullets are powerless against the 
soft flesh, because they do not find enough resistance 
to explode. So we'll have to go at it with axes. 

Ned: And with a harpoon? That is, if you will permit me to 
help. 

Nemo: I accept your offer. (Exit Nemo and Land.) 

Con: Inside the Nautilus there were about ten or twelve men 
armed with axes ready for the attack. Ned was among 
them with his long harpoon. 

Arr: The Nautilus surfaced and the bolts of the hatch were 
being unscrewed. But hardly had the bolts been freed 
when the hatch shot up with a great force. Two tenta-
cles came snaking down thru the opening, grabbed the 
sailor standing in front of Captain Nemo, and pulled 
him upward with irresistible force. The Captain gave 
a shout, and rushed on deck. What a scene--the poor 
man, in the grip of that tentacle, held fast by its 
suckers, was dangling in the air at the mercy of that 
enormous arm. He was gasping, choking, and kept shout-
ing for help. For a moment I thought the unfortunate 
man would be freed. But just as Captain Nemo and his 
lieutenant plunged at the tentacle that held the man, 
the animal threw out a jet of black liquid which blinded 
the men. ' When the black cloud cleared away, the squid 
had disappeared, and with it the man. 

Con: The battle had lasted a quarter of an hour. The monster, 
defeated and mutilated, did not reappear. C.aptain Nemo, 
spattered with blood, stood there motionless beside the 
searchlight, gazing at the sea that had just swallowed 
one of his companions. Tears streamed down his checks. 

(Scene changed 

Arr: The Nautilus was no longer keeping a set course, but was 
drifting here and there, like a corpse at the mercy of 
the waves. Although the propellor was disentangled, it 
was scarcely used. The Captain cruised at random, un-
able to tear himself away from the scene of those waters 
that had swallowed one of his men. Ten days passed in 
this manner and it was not until the first day of May 
that the Nautilus took a definite course toward the 
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north. By the 8th of May, we were passing Cape Hatteras, 
parallel with North Caroline. 

(Enter Land, on-stage focus,) 

Wed: Professor, this business has got to come to an end. I 
want to clear this up. Your Captain Nemo is leaving all 
land behind and sailing toward the north. But let me 
tell you, I had enough of the South Pole and I won't 
follow him to the North Pole. 

Arr: But what can we do, Ned? Since an escape is out of the 
question at the present. 

Ned: We must reconsider my last plan. We must speak to the 
Captain. You didn't say a word about escaping when we 
were in European waters, but now that we are in my home 
waters, I'm going to talk. When I think that in several 
days the Nautilus will be off Nova Scotia, so close to 
my home . . . when I think of this, I get furious and 
my hair stands on end. No, Monsieur, I'd rather jump 
into the seai I'm suffocatingi 

Arr: All right, Ned, I will ask him. 

Ned: When? 

Arr: When I see him. 

Ned: Monsieur Aronnax, do you want me to go and look for him? 

Arr: No, let me do it tomorrow. 

Ned: No, today. 

Arr: All right then, today. 

(Exit Land. Scene change with Nemo on stage, on-stage 
focus.) 

Nemo: What are you doing here, what do you want? 

Arr: I want to speak to you, Captain. 

Nemo: But I am busy, Professor; I am working. Why not grant 
me the same freedom I grant you . . . the freedom to be 
alone? 

Arr: Captain, I have already spoken to you of a matter that 
can no longer be put off. 
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Nemo: What's the matter. Professor, have you made some dis-
covery that has escaped my attention; has the sea revealed 
some new secret to you? Here, Monsieur Aronnax, we have 
a manuscript written in several languages. It contains 
a summary of all my studies of the sea. God willing, it 
shall, not perish with me, This manuscript, signed by me, 
.including the story of my life, will be sealed in a small 
container which is unsinkable. The last man of us will 
throw it into the sea, and it will forever drift wherever 
the waves may carry it. 

Arr: I agree, the fruits of your study must not be lost. But 
the means that you employ seem to me primitive. Who can 
tell where the winds may blow your container? And in 
whose hands it may fall? Could you not find a better 
solution? 

Nemo: Never, Professor. 

Arr: But my companions and I are prepared to treat your 
manuscript in confidence and if you will give us our 
liberty . . . 

Nemo: Your liberty? 

Arr: Yes, Captain, that is precisely what I have come to 
talk to you about. For the past several months we have 
been on board your ship, and I want to ask you today, 
in the name of my companions and myself, whether it is 
your intention to keep us here forever? 

Nemo: I will tell you today what I told you some months ago, 
whoever enters the Nautilus, must never leave her. 

Arr: But this is slavery that you are imposing on us J 

Nemo: Call it whatever you like. 

Arr: But everywhere a slave has the right to regain his 
liberty; any means he may use are justified. 

Nemo: Who has ever denied you that right? Have I ever tried 
to bind you with an oath? 

Arr: Captain, everpian, for whatever reason, for the very 
fact that he is a man, deserves some consideration. 
Have you ever asked yourself what a love of liberty or 
a hatred of slavery can do to engender vengeance in a 
man like Ned Land? Have you ever thought of what he 
might think, what he might try, or attempt to do? 
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Nemo: Ned Land can think, try, or attempt whatever he wishes. 
It matters little me. It is not I who sought him 
out, nor am I keeping him at rev pleasure! As far as 
you are concerned, you are a man capable of understand-
ing everything, even silence, I have nothing more to 
say. Let this be the first and last time for you to come 
and discuss this matter with me. I will refuse to utter 
another word on this subject. 

(Scene chang.e, off-stage focus.) 

Con: For the next month, the Nautilus cruised across the 
Atlantic, following that masterpiece of modern science, 
the transatlantic cable. By the time we reached the 
point where it took an upward climb from the ocean 
floor, it was the 28th of May, and the Nautilus was no 
more than a hundred miles from the coast of Ireland. 
Then the Nautilus turned south. On the 30th of May, 
she kept cruising in circles. It was obvious she was 
looking for a definite spot in the sea. 

Arr: I was on the platform of the ship at noon on the 1st of 
June. Captain Nemo took a long observation with his sex-
tant, and I only heard him say that this was the place. 
We went below and the Nautilus submerged. Through the 
panels of the saloon, I could make out the warped struc-
ture of a ship, stripped of its masts. 

Nemo: During the French Revolution, seventy-four years ago 
to this very day, at this very spot, this ship, after 
putting up a heroic fight, having lost all three of 
her masts, with water pouring into her holds and a 
third of her crew out of action, preferred to be 
swallowed by the sea rather than surrender. With her 
flag nailed to a railing, she disappeared beneath the 
waves, a tribute to her country and freedom. 

Arr: The Avenger. Captain? 

Nemo: Yes, Monsieur, the Avenger, the only appropriate name -
for such a ship. 

(Sound cue, muffled boom, Land and Con. enter, scene 
change, on-stage focus.) 

Arr: Captain? (To Ned) Where did that explosion come from? 

Ned: A cannon shot. 

Arr: What kind of ship is it, Ned? 
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Ned: Judging by her rigging and the height of the masts, I 
should say she is b. Man of War-, I hope she attacks 
this infernal Nautilus, and sinks her 1 

Con: Friend, Ned, what possible harm can she possibly do to 
"the Nautilus? Can she attack us underwater or bombard 
us at the bottom of the sea? 

Arr: Can you recognize the nationality of that ship? 

Ned: No, Monsieur, I cannot tell what nation she belongs to. 
She's not flying any flag. But she's certainly a war-
ship, because she's flying a pennant at her mainmast. 
Listen, if Captain Nemo lets her come in close, we may 
have a chance to escape. Even if that ship comes within 
a mile of us, I intend to jump into the sea, and I sug-
gest you do the same. 

Con: Monsieur will do well to recall that we have had some 
experience in swimming together, and he can rely on me 
to pull him toward the ship, should he decide to follow 
Ned. 

(Sound cue, booms.) 

Arr: Great heavens, they're firing at us I 

Ned: Good luck to 'em. 

Arr: Well, they certainly do not take us for shipwrecked 
sailors clinging to their boat. 

Con: If Monsieur doesn't mind me saying so, I think they've 
recognized the cetacean and are firing at it. 

Arr: But tney must have seen by now that there are men here. 

Ned: That's exactly why they're firing. 

Arr: Of course, after the encounter with the Abraham Lincoln, 
the whole world must know that the Nautilus is not a 
whale. They know it's a submarine. 

Ned. We've got to let them know there are decent men aboard: 
let's signal . . . (Enter Nemo.) 

Nemo: You fool, do you want me to nail you to the prow of 
t h e ll̂ utilus before it rams that ship? Ah, you ship of 
an accursed nation, you know who I am. I do not need to 
see your colors to recognize youl You and your friends 
get below. . 
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Arr: Captain, are you going to attack that ship? 

Nemo: I am going to sink her, Monsieur. 

Arr: Captain, you can't . . . 

Nemo: I shall do so, do not presume to judge me. Fate has 
let you see what you were not supposed to see. We have 

. been attacked. Our answer will be terrible. Now get 
below. 

Arr: But what.ship is that? 

Nemo: You do not know? So much the better, at least her 
nationality will remain a secret to you. Down belowl 
(Exit Arr., Con., and Ned.) Keep firing you senseless 
shipl Squander your harmless shells, you will not evade 
the spur of the Nautilus. You will perish, but not 
where you are now. Your remains must not lie amidst the 
glorious remains of the Avenger. 

(Scene change, off-stage focus.) 

Con: Night came. A deep silence reigned on board. The pro-
peller began churning and the Nautilus. speeding away, 
soon was out of range of the warship's shells. The 
pursuit continued, and Captain Nemo was content to just 
keep his distance. 

Arr: At three o'clock in the morning, I went up on deck. 
Captain Nemo was still there. He was standing beneath 
his flag, which fluttered above him in a light breeze. 
His eyes remained fixed on the .ship, the deep intensity 
of his gaze seemed to draw it closer, to hold it spell-
bound, to make it follow him more surely than if it were 
towed. I wanted to intervene one last time, but no 
sooner had I spoken than he bade me silent. 

Nemo: I am the law, I am justice I I am the oppressed, and 
there is the oppressor 1 It is through him that I lost 
all those whom I loved, cherished, and venerated; my 
country, my wife, rny children. Everything I hate is 
the re1 (Exi t Nemo.) 

Arr: I returned to the saloon to join Ned and Conseil. A 
familiar hissing sound told me that water was filling the 
tanks, and a few minutes later the Nautilus dived a few 
yards below the surface. 

(Blackout, collision sound, scene change.) 
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Con: By evening on June 2nd, we had covered two hundred miles 
across the Atlantici two hundred miles from the total 
destruction of the unnamed warship. I calculated that 
the Nautilus- sped on this course for fifteen or twenty 
days. 

Arr: One morning, I cannot say what day, I saw Ned leaning 
over me. 

Ned: We are going to escape, 

Arr: When? 

Ned: This evening. All supervision seems to have disappeared 
on board. Everyone seems dazed. Will you be ready, 
Monsieur? 

Arr: Yes, Ned. 

Con: Yes, of course, but where are we ? 

Ned: We're within sight of land. I caught a glimpse of it 
through the mist this morning, about twenty miles to the 
east. 

Con: What coast is it? 

Ned: I don't know, but whatever it is, it's landl 

Arr: We will go, Ned5 we'll make a dash for it tonite, even 
if the sea swallows us. 

Ned: I've managed to store some food and water i^ithout the 
crew knowing about it, so we should be able to make it. 

Con: I'll follow you, Ned. 

Ned: If we're caught, I'll defend myself to the death. 

Arr: If so, Ned, we will die together. 

Ned: we won't see each other again before we leave, so at ten 
o'clock, come up to the dingy. Conseil and I will be 
waiting for you. (Ned and Con. go out of scene.) 

Arr: Somehow I managed to control my nerves until half past 
nine. Any moment I expected Captain Nemo to appear and 
ask me why I wanted to escape. I held my head in my 
hands to keep it from exploding. I closed my eyes; I did 
not want to^think anymore. Another half hour to wait. 
Ano ther hall hour of nightmare which could drive me mad. 
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• Then, ten o'clock was about to strike. I crept across 
the dark corridors of the Nautilus, stopping at every 
step to calm the beating 01' my heart. The saloon was in 
complete darkness, although Captain Nemo was there at 
the organ. His chest was heaving with deep sobs and I 
could hear him murmuring these words, the last I ever 
heard him utter. 

Nemo: (From off-stage.) Almighty God, enough, enough. 

Arr: I rushed up the central stairway, to the dingy. 

Ned: Let's go, let's go. 

(Maelstrom sound, motion.) 

Con: What's wrong? 

Arr: I don't . . . 

Ned: My God, It's a whirlpool, the maelstrom . . . 

Arr: The maelstromI 

Ned: Hold on. If we stay with the Nautilus. we may be saved. 

(Blackout. Scene change. Exit Ned and Con.) 

Arr: And so our voyage beneath the seas ended. I regained 
consciousness in the hut of a fisherman on the Loften 
Islands, off the coast of Norway. My two friends were 
beside me holding my hands. What happened to the 
Naubllus I do not know, nor do I know if Captain Nemo is 
still alive, lurking beneath the waters, still bent upon 
revenge. I hope so. I also hope that his powerful 
craft escaped the most dangerous whirlpool of the sea 
and that the Nautilus survived where so many other ships 
have perished. If such is the case, if Captain Nemo 
still inhabits the ocean, may all the hatred have 
abated in his fierce heart. May the contemplation of 
so many marvels extinguish in him the spirit of ven-
geance, May the judge in him disappear and may the 
scientist in him continue the peaceful exploration of 
the sea. However strange his destiny be, It is also 
sublime. I experienced and finally understood his 
destiny. I lived that unnatural existence for ten 
months. So to the question asked six thousand years 
ago by the book of Ecclesiastes: "Who has ever .fathomed 
the depths of the abyss?" Two men, among all men, have 
the right to'reply: "Captain Nemo and I." 

CURTAIN 
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Beam Layout 
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Carousel Projectors 

Both projectors plugged into wall outlets in the house of the 
University Theatre--500W lamps. 
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THE CAST 

First Reader Bob Scattergood 

Pierre Aronnax Mort Ewing 

Conseil Mike McKinley 

Ned Land Don Shipp 

Captain Nemo Ben Chappell 

Dancers James Washington, 
Eugene Mills, Earl Bills, 
Darrell Grim, Lee Wigand, 
David Kaplan 

Stage Manager . . Tony Zupancic 
Lights Kathy Kvale 
Sound Ann Stookey 

John England 
Make-Up Kathy Stafford 
Costumes . . . . Louella Stewart 
Publicity . . . . Sara Hurdis 

Adapted and Directed 
by Leonard Thurman 

Art Design . . . . . . . . Becky Goss 
Technical Consultant . . . Bill Snare 
Special Effects Music . . Bruce Balentine 
Choreography Charlotte Barker 

Carolyn Tobola 
Thesis Director Ted Colson 

Special Lighting Effects by Kleigel 
Lighting Company and Little Stage 
Lighting Company 

There will be a 15 minute intermission 

In an age that has seen the wildest speculations of science come true, Jules Verne has 
gained stature both as a prophet and as one of the most exciting masters of the imagin-
ation the world has known. Although Verne has written many novels, none is more com-
pelling and fascinating than TWENTY THOUSAND LEAGUES UNDER THE SEA. This extraordin-
ary voyage into the depths of the unknown aboard the fabulous submarine Nautilus, 
built and commanded by the brilliant, warped Captain Nemo, constitutes an exploration 
into both the possibilities of science and the labyrinth of the human mind. The novel 
is science fiction raised to the level of literature—and literature transformed into 
a vivid expression of a new era of technological breakthrough. You are about to ex-
perience this voyage extraordinaire. Let your imagination soar and journey with 
Monsieur Aronnax, Conseil, Ned Land, and Captain Nemo TWENTY THOUSAND LEAGUES UNDER 
THE SEA. 

Adapted from TWENTY THOUSAND LEAGUES UNDER THE SEA by Jules Verne as translated by 
Mendor T. Brunetti. Copyright (c) 1969 by Mendor T. Brunetti. By arrangement with 
the New American Library, Inc., New York, New York. All rights strictly reserved. 
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Student To Present 
Jules Verne Classic 

The University Theatre will be under 
water next week. 

At least, that 's the impression Leonard 
Thurman, Bedford graduate student, wants 
to give with his thesis production of Jules 
Verne's "20,000 Leagues Under the Sea." 

The multimedia presentation, to be pre-
sented April 27 and 28 at 8 p.m., will create 
the feel of the submarine "Nautilus" 
through the use of design, slide projections 
and special music. 

" I want to stress that the show is an oral 
interpretation program and not a play," 
Thurman said. "The show, though written 
in 1872, is super contemporary in that it 

deals with man's despotism and his basic in-
humanity to man," he said. 

Dr. Ben Chappell of the speech and 
drama faculty will portray Captain Nemo, 
the mystery man of the seas who swore 
never to set foot on land. 

Pierre Aronnax, the marine biologist who 
suddenly finds himself a virtual prisoner on 
board the submarine, will be read by Mort 
Ewing, Irving junior. 

Included in the cast are Mike McKinley, 
Conroe sophomore, as Conseil, Prof: 
Aronnax's valet, and Don Shipp, Denton 
senior, as Ned Land, the harpooner. 

The North Texas Dally, April 18, 1973 
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"The lighting outlines the entire playing 
area," he continued. Only a small portion 
of the stage ^pl be used for the acting area. 
However, wlwn the characters walk on the 
sea bottom,.the whole stage will be open to 
them. Thurman hopes that this spacial rela-
tionship witt envelope the students. 

IN A SENSE, a person can also be used 
as $ multimedia device, and in this show a 
professor is incorporated into the plot as 
well as students. Thurman chose Dr. Ben 
Chappell of the speech and drama faculty 
to portray Captain Nemo, who heads the 
Nautilus. "Dr. Chappell has the maturity 
and the insight to play such a deep charac-
ter," Thurman said. This is only part of 
why Dr. Chappell was chosen over a stu-
dent actor. 

"Dr. Chappell has a debater's mind 
(which isn't unusual considering he is the 
coach of the debate team)," Thurman said. 
"He is cool, calculating and intelligent. He 
has experience. He can portray Captain 
Nemo's hatred of mankind." 

Then, he described Dr. Chappell in com-
parison with Nemo. "Captain Nemo is the 
type of a guy that's cool and calm. The 
book said that he never stopped thinking, 
planning or acting,"* Thurman said. "He 
considers every aspect of something. His 
mind is like a steel trap." 

"This role is a challenging one," Dr. 
Chappell said. "Nemo's whole attitude 
changes in the middle of a speech, not just 
between them. He is concerned for the op-
pressed peoples x>f the work!. His self-as-
sumed burden hangs heavier over him as 
the show progresses," the teacher-actor 
continued. 

"Nemo is a lover of-tMMty 
represented by his moi 
of the sea. He's a hater ofthose whospoil 
beauty—mankind," Dr. Chapped ex-
plained. "Nfeio has an ego and he's venge-

ful." Dr. Chappell says he has one of those 
qualities. "Nemo demands a commanding 
performance." 

Physically, the set proper will only 
be two platforms. The rest of the set con-
sists of the use of these special effects. 

"The show is an oral interpretation which 
is actually more effective than a play," 
Thurman said. In this type of acting a char-
acter not only assumes a certain role, but he 
can step out and tell how he feels during the 
performance. "It is a beautiful exercise in 
imagination for the audience." 

"1 picked this novel because it is impor-
tant to students," Thurman said. As men-
tioned earlier, the novel's theme is man's 
inhumanity to man and man's despotism. * 
"I hope that this interpretation will present 
various ideas on this idea (theme)." 

"THE PRODUCTION can be an educa-
tional experience for the audience," the 
producer-director Thurman said. "I want 
people to come and experience the novel." | 

Dr. Chappell added that "it is odd for|a 
man to write in the 1870s about the futile 
and have so much of what he wrote be So 
true." 

Nemo: "Here on the ocean floor is the 
only true independence. Here I recognize no 
master. Here I am free. . ." 

The Jules Verne novel reaches an emo-
tional crescendo which the moog synthe-
sizer, which produces the electronic music, 
probably more effectively replicates than 
any other musical media, Dr. Chappell said. 

"The moog's electronic emptiness builds 
the foundation of reality, but allows the 
mind to fill in the chinks between the 
bricks," Dr. Chappell explains. "It stimu-
lates a sensory receptor that other musical 
instruments only attempt. It becomes every 
musical instrument at once." *1 

As Nemo says in the end, "Enough . . . 
enough." - — 

m 

An underwater venture v 
Jules Verne novel "20,0< 
University Theatre. Leor 
adapted the novel for th< 

North Texas Daily, Anril 1973 
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20,000 Leagues 
Mort Ewing, Irving junior, re-
hearses his role in the upcoming 
production of Jules Verne's novel 
"20 ,000 Leagues Under The 
S e a . " Photo by Steve Fritz 

The North Texas Daily, April 26, 1973 
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. . . as never before 

SIDELINES — Director Leonard 
«s a rehearsal of the production 
;d to win for him his Masters in 
rama. 

by David Vaughan 

Leonard Thurman, North 
Texas State Universi ty 
graduate student, believes that 
he is about to do something that 
has never been done before. 
And even if by chance it has 
been done sometime in the past, 
it is very unlikely that it was 
done the way Thurman is doing 
it. 

The Project is the adaptation 
to the stage of Jules Verne's 
classic novel "20,000 Leagues 
Under the Sea," and Thur-
man's special twist is to stage 
the play with the aid of multi-
media special effects. 

Thurman, a long-time fan of 
Verne's 19th Century future-
fiction, is a speech and drama 
major from Bedford. And when 
it came time for him to choose a 
play to direct for his master's 
thesis, he simply combined his 
interest in Verne with his 
education in the most modern 
of staging techniques. 

Whether or not the com-
bination is successful wi l l be up 
to the Denton audience to 
judge, with two performances, 
one tonight and the other 
Saturday, both starting at 8 
p.m. in the NTSU University 
Theater. Admission wil l be 50 
cents for students and faculty, 
and Si for the general public. 

Cast in the role of the 
fanatical Captain Nemo is Dr. 
Ben Chapped, coach of NTSU's 

THE CREW — Gasping for air , the crew 
members (Don Shipp, foreground, Mort Ewing, 
center, and Mike McKinley, left) tell of their 
ordeal under the ice with oxygen at a minimum. 

debate teams. Other characters 
in the play are portrayed by 
I rv ing junior Mort Ewing, 
Conroe sophomore Mike 
McKinley and Denton senior 
Don Shipp. But equal billing 
must go to those who have been 
responsible for the al l -
important special effects. 

While the staging is in-
tent ional ly s imple, dancers, 
special lighting, slides, special-
ly composed electronic mus-
ic, Bach organ fugues and 

a number of other ( 
designed to sug 
elaborate setting of 
and the Nautillus, v 
use of an impractii 
stage. 

The technical dir 
consultants are 
Balentine, music; B 
a r t ; Wi l l iam Sna 
management; Carol 
Choreographer; An 
sound; and Kat l 
lights. 

M 
1̂ 5, 
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Bob Scattergood 
as 

the First Reader 

Mort EVing 
as 

Pierre Aronnax 
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Mike McKinley 
as 

Conseil 

Ben Chappell 
as 

Captain Nemo 
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Don Shipp 
as 

Ned Land 

i 

The Dancers 
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Ned Land, Pierre Aronnax, and Conseil 
on the center stage platforms 

The Abduction Scene 
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The Entire Company In Curtain Call 

Lobby Display Used on Performance Nights 
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PRODUCTION BUDGET 

Rental of Projectors $16^.^2 

Photography 35»00 

Tickets 8 .00 

Publicity Material 1+2.00 

Set Costs l'+.OO 

Scripts 17 .00 

$280.^-2 

Income from ticket sales $158.00 

Initial outlay $280 A 2 

Income - 158 .00 

$122»1+2 
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