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 As Mr. Vincy jovially chuckles to himself about the “demise” of Mr. Featherstone, 

the narrator explains to us that, “The right word is always a power, and communicates its 

definiteness to our action” (ch. 31). The reader is awarded this brief interlude simply 

because Mr. Vincy’s choice of word in this moment is by no means the obvious one. The 

obvious choice would be to acknowledge Featherstone’s death, not his demise. But 

“death” would not suffice to suit Mr. Vincy’s purposes, as his purpose is to be continually 

happy. By substituting death with demise, Mr. Vincy is conveniently freed from guilt for 

his joy at the approaching event. 

 Mr. Vincy’s clever manipulation of terms shows us that, in order to take full 

advantage of the power of words, the right word is not always the obvious choice. The 

right word is the word that best suits our purposes, however selfish or silly it may be. 

 This simple example of Mr. Vincy’s private success in taking advantage of the 

English language offers assistance in my reflections regarding Eliot’s own word choices. 

In the earliest moments of my reading, I found myself repeatedly surprised by how 

apparently out of place certain words were: “Mysterious mixture”, “fact”, “current”, 

“shock”. Each choice attracted my attention as a word that would sooner be found in a 

scientific journal than a novel on provincial life.  

 Of all of these, the strangest was “electric”. This particular word is liberally 

employed in making a simile of the Middlemarchers’ emotions––exactly the last place 
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where I expected to find it. Where I discovered one case of this, others quickly followed, 

bringing on a wave of scientific terminology in moments of little scientific consequence: 

a pamphlet arrives for Dorothea from Casaubon? “It seemed as if an electric stream went 

through Dorothea” (ch. 4); Overwhelmed by impressions of Rome? These, “jarred her as 

with an electric shock” (ch. 20); Will sees Dorothea? “he started up as from an electric 

shock” (ch. 39); Will and Dorothea part for what they think is the last time? “It was if the 

same electric shock had passed through her and Will” (ch. 54); Mr. Bulstrode reveals his 

connection to Will’s family?: “Will felt something like an electric shock”  (ch. 61). 

 Given their contexts, not one of these instances of the word “electric” appear as an 

obvious choice. Electric streams, currents, and shocks are phenomena such as belong to 

objects of science, not young men and women. But that is simply because, conventionally, 

words like electricity are used in a scientific context, while in the instances mentioned 

above, Eliot uses it figuratively: there are no real electric streams shocking Eliot’s 

characters, only likenesses to it. But even as a simile, the word “electric” seems out of 

place. Many poets and authors before Eliot have profited from the bounty of words that 

share a likeness to human emotion––she is at no loss when it comes to options.  

 Still, “electric” is her choice. But I wonder at how it promotes her narratorial 

purposes in a novel of seemingly little scientific consequence? There are only a meagre 

three instances in the entire novel in which electricity is used according to its 
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conventional meaning. These occur subtly in conversation, in brief descriptions, and in 

simple anecdotes––instances easily neglected by an incautious reader. Yet, these offer 

unique insights into where Middlemarch stands in relation to electricity. The world is on 

the precipice of an industrial revolution; science and technology are changing and 

Middlemarch is feeling the effects of these changes. Let us therefore investigate how 

Eliot considers electricity conventionally, in order to see clearly the entire scope of her 

use of the word. 

 In chapter 2, three of Middlemarch’s major landowners (Brooke, Cassaubon, 

Chettam) are gathered together for dinner. Their topic of conversation is farming––quite 

possibly because farming is the one thing that these three men have in common. In the 

course of their conversation, Chettam mentions scientist Sir Humphry Davy’s work 

Elements of Agricultural Chemistry, expressing his desire to “take one of the farms into [his] 

own hands,” and follow Davy’s example by modernising his land––to farm with electricity. 

This, however, is not the way that Mr. Brooke thinks that farming should be done. He 

calls Davy’s method out as a “great mistake” and urges Chettam to consider that the 

particular science that Davy concerns himself with––that is, electricity––will not benefit 

his farms: “‘A great mistake, Chettam,’ interposed Mr. Brooke, ‘going into electrifying your 

land and that kind of thing, and making a parlor of your cow-house. It won’t do’” (ch. 2). 
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 The second instance occurs in chapter 15, where the reader is given a brief history 

of Mr. Lydgate’s studies in Paris. At that time, his studies have him occupied with galvanic 

experiments. These experiments use electricity to send currents through the bodies of 

dead animals in order to observe the effects. Frogs and rabbits are mentioned as the 

particular objects of his experimentation. Like with Chettam and Mr. Brooke, electricity is 

used here in its conventional manner. 

 Finally, Eliot offers the reader an anecdote concerning electric batteries. She 

writes, “In watching effects, if only of an electric battery, it is often necessary to change 

our place and examine a particular mixture or group at some distance from the point 

where the movement we are interested in was set up” (ch. 40). Here too, we are given to 

understand electricity in its conventional manner. 

 Each of these occurrences act as guides to Eliot’s own practical understanding of 

electricity. In the first example with Sir James Chettam, his proposal is that electricity 

should be taken out of the confinements of laboratories and applied within the practical 

world, specifically within agriculture. In chapter 15, with Lydgate, we are introduced to 

experimental electricity (specifically, galvanism), wherein electricity is employed to shock 

dead animals into the appearance of life. Finally, in chapter 40, the battery example 

instructs the reader on electricity’s ability to travel in circuits, wherein one must 

occasionally look beyond the source of power and see its effects elsewhere.  
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 These three examples show us that the scope of electricity reaches from the very 

ground we tread on (agriculture) to the bodies we live in (galvanism) and connect even 

these through circuits (electrical battery). What is more, by observing electricity in these 

conventional moments, we are reminded that there are natural laws that govern it. These 

laws allow us to consider electricity with scientific certitude. 

 In returning to the figurative, I am reminded of these laws. When phrases like, “It 

seemed as if an electric stream went through Dorothea” are read in the context of 

conventional electricity, they reveal a common law. Electricity, for example, is 

conventionally a phenomena produced by an impression (the touching of a charged body 

and a conductor) and made apparent in its effects (a change in polarity, i.e. negative to 

positive). Similarly, in Eliot’s example, the “electric stream” is produced by an impression 

(receiving one of Casaubon’s pamphlets) and has an apparent effect (“thrilling [Dorothea] 

from despair into expectation”; two polar opposite emotions). By analogy, Casaubon’s 

pamphlets act as a positive current upon Dorothea’s negatively charged body (she had 

recently been crying), an event which produces the effects of a radically opposite state of 

emotion within her. Not only is Dorothea’s electric stream a figurative analogy to 

conventional electricity, it behaves like electricity too.  

 This same sequence of events can be found within every figurative mention of 

electricity in the novel: impression–electricity–effect. With it, we observe––nearly to 
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perfection––how Eliot’s figurative electricity behaves under the same laws as real 

electricity. Where there is an impression of something like a charge, there is an effect, 

either emotional or physical: an ache, tingling, resistance, or change of colour . In fact, 1

the apparent ties between the laws of conventional electricity and this figurative 

electricity could easily present each as one and the same, were it not for that delicate 

word, “like”. In these comparisons, electricity is reduced to a simile. There are no streams 

of electricity shooting through Dorothea’s body, only the impressions and effects of 

something like an electric current. Yet even these impressions and effects are bound 

together by the same laws of conventional electricity. Where emotion undergoes a 

sudden change, such as from “despair to expectation”, Eliot delicately shows us, in its 

likeness to electricity, that a change in emotion is just as expected as a change in polarity: 

the body has simply received a new charge.  

 These similes are just the beginning of unpacking Eliot’s unexpected attention to 

science. This is next demonstrated in Lydgate. In chapter 15, Eliot provides the reader 

with a brief outline of Mr. Lydgate’s history, “as to women”. She writes,  

 From the initial examples of electric streams/shocks occurring in the characters, these are 1

Eliot’s descriptions the effects that follow those shocks: 
ache: “…as with an electric shock, and then urged themselves on her with that 
ache…” ( ch. 20) 
tingling: “…as from an electric shock, and felt a tingling at his finger-ends…” (ch. 39) 
resistance:“ It was as if the same electric shock had passed through her and Will. Each of 
them felt proudly resistant…” (ch. 54) 
change of colour: “Will felt something like an electric shock…He answered, with a 
marked change of color—” (ch. 59)
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“As to women, he had once already been drawn headlong by impetuous folly, 
which he meant to be final, since marriage at some distant period would of course 
not be impetuous. For those who want to be acquainted with Lydgate it will be 
good to know what was that case of impetuous folly, for it may stand as an 
example of the fitful swerving of passion to which he was prone, together with the 
chivalrous kindness which helped to make him morally lovable. ” (ch. 15) 

Eliot explains that this story is meant to help us understand Lydgate “as to women”. But 

what she presents is a story not singularly concerned with women, but also with science. 

The first glance we get of Lydgate is notably in reference to his galvanic experiments, the 

dead frogs and rabbits he tests it with, and the “mysterious dispensation of unexplained 

shocks that they receive” (ch. 15). This may, upon a first reading, appear to be nothing 

more than mere context––an author setting the scene for her character. However, as the 

story develops its focus onto the woman whom it concerns (the actress, Laure), Lydgate’s 

galvanism is not left aside.  

 Galvanism lurks in the background of each moment with Laure. For he transitions 

from being “occupied with some galvanic experiments,” to leaving it aside, “to go and 

look at this woman…without prejudice to his galvanism, to which he would presently 

return” (ch. 15). And while we observe that Lydgate has left his science aside, the narrator 

has not, for we are reminded of science even where it is missing: “all science had come to 

a standstill, while he imagined the unhappy Laure…” (ch. 15). He finally returns to it, but 

only after he has given up his pursuit of Laure: “Three days afterwards Lydgate was at his 

galvanism again in his Paris chambers, believing that illusions were at an end for 
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him” (ch. 15). The intermingling of events between Laure and galvanism shows that we 

cannot be acquainted with Lydgate “as to women” without also being acquainted with 

Lydgate as to his science.  

 Indeed, by the end of this brief history, the revelation of Laure’s guilt brings 

Lydgate to a new conclusion regarding women and science. Where he had previously 

distinguished between his interest in women and scientific study, he now builds a bridge: 

science and Woman-kind are not mutually exclusive. His concluding reflections reveal a 

new desire to take “a strictly scientific view” of women: “henceforth he would take a 

strictly scientific view of woman, entertaining no expectations but such as were justified 

beforehand” (ch. 15). This resolution to examine that other sex through the lens of 

science is a response to his failed judgement with Laure. What has been demonstrated in 

that history is that, by neglecting a scientific view in his judgement of this woman, he was 

blinded by illusion. It is only when Lydgate returns to his science-pursuing self that he is 

able to discern Laure’s illusion for what it is.  

 Similarly, an outcome of the study of galvanism is the ability to discern the illusion 

of electricity. There is a clear analogy here between the two events––Laure’s acting and 

Lydgate’s galvanism––bound in likeness by the word “illusion”. We need only look to his 

very own experiments to see that this is the case. The sudden dispensations of electric 

shocks upon those dead creatures on a tray are the ultimate illustration of scientific 
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illusion. With electricity streaming through their muscles, the dead frog might give a 

sudden leap; the rabbit, a hop. This illusion of vitality would suspend any observer in 

wonder, begging the question, “is it alive?”. The scientific answer is no. Or, so reason 

would demand, knowing that dead creatures never return to their former state of being. 

 But, simply the appearance of it shakes the mind into wonder. Given Eliot’s 

account, these events perplexed even Lydgate. He abandons his galvanism for the theatre 

because he is not “able to elicit the facts” (ch .15). The only facts we receive regarding the 

event is that these creatures undergo a “mysterious dispensation of unexplained 

shocks” (ch. 15). But the ambiguity of this line demands the question: to whom are the 

shocks “unexplained”? Lydgate or the creatures themselves? This mystery, these 

questions, all point us to galvanism as an illusion. 

 Then there is the theatre. Just as galvanism is the platform of scientific illusion, so 

is the theatre a platform for human illusion. In a theatre, we see things not as they are, 

but only as they seem to be. Thus, when in the play the acted murder becomes real 

murder, all the lines are blurred: the “old drama” becomes a “new catastrophe”; “the 

heroine” who was “to act the stabbing of her lover” becomes “the wife” who “veritably 

stabbed her husband”; the shrieks and swoons “demanded by the play” are now real; 

feigned death becomes actual death (ch. 15). This results in confusion sweeping across 

the observing audience, unable to discern between fact and illusion.   
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 If we allow ourselves to learn from Lydgate’s mistake, and by beginning here, in 

the theatre, “take a strictly scientific view of woman”, we may discover with Lydgate that 

Woman is not so deserving of exemption from scientific certitude. 

 Our first sign of this is in the theatre, where Lydgate sits in the audience watching 

Laure’s fatal blow that turns the stage murder into real murder. The event causes a 

sudden, involuntary impulse within him: “Lydgate leaped and climbed, he hardly knew 

how, onto the stage” (ch. 15). At the heightened shock of the moment, Lydgate reacts. But, 

with Eliot’s choice of word, we must observe the direct comparison between himself and 

the frog on the tray. The frog, shocked (conventionally) by a sudden dispensation of 

electricity, leaps. So also, Lydgate, shocked (figuratively) by the events on stage, leaps to 

Laure’s side. The line, “he hardly knew how” reminds us of the cluelessness of the frogs 

and rabbits receiving their shocks. To a dead creature or this unassuming man, the 

shocks remain “unexplained”.  

 What does this reveal to us about science? That Laure is to Lydgate as electricity is 

to a dead frog. Her action shocks him and he responds with a leap. This events are full of 

scientific certitude: an electric shock dispensed in the body of any being––living or 

dead––will produce an involuntary reaction. Lydgate’s reaction embodies this fact.  

 Yet, where Lydgate lacks clarity is in regard to the truth of the power behind the 

shock. He believes that the source of the event––the murder––was purely accidental. 
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What he fails to see is that the source is hidden within Laure herself, as she meant to do 

it. Laure had every intention of committing this shocking act. In this great illusion, the 

very assumption of it being an accident is the scientific equivalent of supposing a dead 

frog to leap off a tray “by accident”. But dead frogs do not leap––there is only the illusion 

of vitality in their movement. Their limbs move only from the involuntary impulse of an 

external shock. So also, Lydgate leaps from the shock he receives at Laures deceptive 

act––it was true illusion.  

 This is how Lydgate comes to view women with scientific certitude. But in order to 

ascertain a scientific view of these events, it requires more than a scientific view of the 

woman, it demands a scientific view of Lydgate as well. But perhaps Lydgate does not 

include himself in this observation because, in his mind, there is no question of there 

being any scientific certitude with regard to men––only women.  

 In different moments and through different characters, Eliot reminds us that 

Middlemarch is somewhat at a loss with how to unite women and science. Expressed 

(with a tone of irony) in the narrators words, “if there were one level of feminine 

incompetence as strict as the ability to count three and no more, the social lot of women 

might be treated with scientific certitude” (Prelude). As for Mr. Brooke, it is simply a 

matter of feeling, “that women were an inexhaustible subject of study, since even he at 

his age was not in a perfect state of scientific prediction about them” (ch. 4). 
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Furthermore, he observes a problem in women that, “could be hardly less complicated 

than the revolutions of an irregular solid” (ch. 4). Separating women from science is a 

natural conclusion for each of these men, for the behaviour of woman is not 

understandable on their own terms. And where else should the “strictly scientific view” 

emerge from, other than the eyes of men?  

 The result of Lydgate’s discovery, however, serves him no greater purpose in 

uniting women with his science, for he forgets it again. He soon as he lays eyes on 

Rosamond she instantly becomes an object separate from his science. In his imagination, 

he pins her up as a source of relaxation from his scientific life, just as Laure was 

“Lydgate’s only relaxation” in the midst of his studies. Eliot points this inconsistency out 

to the reader with vivid language: 

“And Lydgate fell to spinning that web from his inward self with wonderful 
rapidity, in spite of experience supposed to be finished off with the drama of 
Laure—in spite too of medicine and biology” (ch. 36). 

For whatever reason, Lydgate’s prior resolution to, “take a strictly scientific view of 

woman, entertaining no expectations but such as were justified beforehand” (ch. 15) has 

failed him. In spite of his experience with Laure and in spite of his science, he is 

overcome by his passions for Rosamond and falls back on his prior separation of Woman 

and science. 
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 But where Lydgate fails in his resolution, Eliot upholds it. A primary example of 

this is found in the Prelude. There, Eliot sets the novel in motion by offering two words 

that describe mankind. The first is a conventional word––man––, “who that cares much to 

know the history of man…”; while the second is figurative––mixture––,“…and how the 

mysterious mixture behaves under the varying experiments of time” (Prelude). These are 

presented as elements that complete Eliot’s idea of mankind. The first is historical and 

the latter is chemical. What is more, one is explicitly male while the other is sexless. Yet 

in this prelude Eliot encourages us to look to a woman for both: Saint Theresa.  

 Saint Theresa is given as an example to the reader to both embody the “history of 

man” and the “mysterious mixture”. In this, Eliot encourages the reader to consider 

mankind as composed of both of these things, rather than one or the other. For we learn 

that, though Saint Theresa’s history is exceptional, her mixture is ordinary: “That 

Spanish woman who lived three hundred years ago was certainly not the last of her kind. 

Many Theresas have been born who found for themselves no epic life…” (Prelude). These 

“Many Theresas” are others like her, but whose histories reveal different outcomes. As a 

historian, I may shrug my shoulders and think that this is to be expected. But as a 

chemist, I pause: how do persons of the same “kind”––the same mixture––lead different 

lives?  
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 Eliot suspends this answer until the Finale. Only then does she explicitly reveal to 

us the other component of a mixture, and it points us once again to chemistry: 

“A new Theresa will hardly have the opportunity of reforming a conventual life, 
any more than a new Antigone will spend her heroic piety in daring all for the 
sake of a brother’s burial: the medium in which their ardent deeds took shape is 
forever gone.” (Finale) 

Medium is the other component. Observing that “deeds” are linked with “behaviour” (the 

main concern of the “mysterious mixture”), we may allow ourselves to alter the statement: 

“the medium in which [the mysterious mixture’s] ardent deeds took shape is forever 

gone”. Chemistry recognises that mixtures behave according to the medium they are 

placed in. The same sheet of metal that glistens in an airtight vacuum will rust when 

exposed to oxygen. Similarly, that same Theresean mixture that glistens in the 16th 

century Spain, is proven to rust in Middlemarch. The medium is forever gone, since it is 

bound by time, which, once lost, can never be recovered.  

 This link between “medium” and “mixture” is essential to Eliot’s demonstration of 

Dorothea’s life and the scientific certitude we find in it. The Prelude encourages an 

understanding of Dorothea as being of the same “kind” as Theresa; they are similar 

mixtures. Yet, the entirety of the book is spent describing a different kind of medium to 
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the reader: Middlemarch. And not only is it a description of a different medium, it is a 

study of it.   2

 Consider these facts––Dorothea as a mixture and Middlemarch as her medium. 

Dorothea is introduced to the reader as newly settled in Middlemarch with her sister 

Celia. Similarly, we can picture her as a mixture newly placed into an unfamiliar 

medium––what remains is to observe how she reacts. Here, one might wonder why 

Dorothea and Celia clearly show different reactions, as they are both new to 

Middlemarch. This too has a chemical explanation, as simple as a case of placing two 

different mixtures into the same medium: the results will differ because the mixtures 

differ. Dorothea is clearly of a different constitution than her sister Celia. They care for 

different things, and while this is only partly visible in their outward appearances , it is 3

starkly apparent in their like (or dislike) of jewels, men, and occupations. Similarly, as 

these young women move through society, Celia appears to react well with her 

surroundings, while Dorothea does not: “Poor Dorothea! Compared with her, the 

innocent-looking Celia was knowing and wordly-wise, so much subtler is a human mind 

than the outside tissues which make a sort of blazonry or clock-face on it” (ch. 1). 

Between Dorothea and Celia, Eliot reminds us that the difference of constitutions is not 

 The full title of the novel is “Middlemarch: A Study of Provincial Life”2

 “Nevertheless, Celia wore scarcely more trimmings, and it was only to close observers that her 3

dress differed from her sister’s and had a shade of coquetry in its arrangements” (chapter 1)
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always outwardly apparent, until we are able to see the mixtures react with their medium. 

At first sight, the two sisters are beautiful young women of good fortune. But upon 

observing the sisters’ behaviour (the results of mixing with their medium) the 

Middlemarchers are described as, “generally in favour of Celia as being so amiable and 

innocent looking, while Miss Brooke’s large eyes seemed, like her religion, too unusual 

and striking” (ch. 1). 

 Dorothea’s life must be understood in chemical terms. We learn that it is only 

natural that her life becomes what it is since, “there is no creature whose inward being is 

so strong that it is not greatly determined by what lies outside it” (Finale). Similarly, 

neither her puritan energy nor her striking religiosity are strong enough to withstand her 

surroundings. Dorothea’s inward being is her particular mixture, which gives her the 

appearance of a new Theresa and a new Antigone to those who see her, but because of 

her medium (“what lies outside” her), this appearance of greatness comes only to be 

viewed as inconsistency .  4

 As I consider this analogy, I wonder whether I should be wary of those instances 

where bad analogies guide eager minds towards false conclusions. What if science only 

 “but after all, to common eyes, [these later-born Theresas’] struggles seemed mere inconsistency 4

and formlessness” (Prelude);  
“[Celia] repeated to herself that Dorothea was inconsistent” (ch. 1) 
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touches Eliot’s characters figuratively, and there is no scientific certitude to be observed 

in the lot of women and men? But here we remember that the scientific analogies 

observed in electricity, galvanism, and mixtures are not only figuratively analogous to 

human experience, they are bound by the same natural laws. Both an electric stream and 

the sensation of something, “like an electric stream” shooting through Dorothea’s body 

reveal a similar behaviour and a similar effect. Maxwell, addresses the question of analogy 

in his essay, Are There Real Analogies in Nature? by explaining that, 

“Now, as in a scientific point of view the relation is the most important thing to 
know, a knowledge of the one things leads us a long way towards a knowledge of 
the other. If all that we know is relation, and if all the relations of one pair of 
things correspond to those of another pair, it will be difficult to distinguish 
resemblance, unless we have some difference of relation to something else, 
whereby to distinguish them.”  
  

Just as Maxwell describes, Eliot has secured a relation within one pair that corresponds 

to another. We see this not only in electricity and human emotion, but in galvanism and 

illusion, as well as in chemical mixtures and mankind. Eliot’s analogies are more than 

images, they are arguments. 

 Furthermore, Maxwell’s observation that, “a knowledge of the one things leads us 

a long way towards a knowledge of the other” reminds me that those earliest moments in 

the expansion of science always take the form of analogy. Where unknown phenomena is 

observed, we consider its effects and are reminded of similar instances found in known 



Ms. Morell !  of !18 20

phenomena. Through these relations, the unknown is given a shape so that we may 

imagine it with more clarity. We observe Galileo doing this with physical force and 

geometry; Huygens with boats and bodies in motion. These natural philosophers who 

provide visual examples of boats and diagrams illustrate by means of one phenomena 

what the senses lack in another. The unseen phenomena presented to us in Middlemarch 

are those pangs of emotion––they are given shape by electricity. The illusions in 

judgements experienced by numerous lovers––these are presented as a galvanic 

experiment. Young women limited from their full potential by their environment––these 

are as a chemical reaction. 

  Knowledge of scientific phenomena leads the reader toward knowledge of human 

emotion––both within men and women. It provides certitude to that area of human life 

that most often appears to exist without it: the passions. For we easily acknowledge 

Lydgate’s study of human anatomy as possessing scientific certitude and Casaubon’s 

anthropology as the same. But those fitful, swerving passions belonging to human beings 

seem naturally exempt from such a thing. Yet Eliot reconciles them to science. Emotions 

have just as much certitude as electricity. Human illusion is just as artful as galvanism. 

Mankind is as chemically reactive as any other mixture. All human behaviour and 

emotion can be understood with scientific certitude.  
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 Yet what are we to make of mankind under this new weight? With certitude comes 

limitation. For in a world of certitude, emotions do not swerve, they react. Giving 

passions over to the causes of the universe is like a surrendering of the will. For if every 

component of mankind is determined by the forces of nature around and within her, 

then where does our choice lie? Eliot concludes that Dorothea’s life would never be 

other than what it was, because of the material reality of the world around her. And this 

is not only limited to Dorothea but to all “creatures”: “For there is no creature whose 

inward being is so strong that it is not greatly determined by what lies outside it” (Finale).  

Still, this determinism is not one sided, for we learn that, “the effect of [Dorothea’s] being 

on those around her was incalculably diffusive” (Finale). Where she is acted on, she also 

acts on others.  

 Eliot’s study of Middlemarch concludes that nothing in nature is self-contained. 

In spite of the outcome we may wish to see, Dorothea is the product of her environment. 

Her life is a demonstration of the extent in which scientific discovery not only conquers 

the world outside of man, it conquers his agency. For where science has conquered one 

part of man, there is no escape for the rest of him. Particles and atoms will soon enough 

reveal natural forces––not human agency––as contributing to every thought and whim. 

Nothing in nature is self-contained.  
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