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AB S T R A C T

 !"#$"%&'() *+ "!"!*,&'() $#) -&"(&'&*) .$$/# 01) 2342) !56!"&%!'7*/) %$,-
ernist masterpiece of  !"#$%&"', in this article I focus on the elusive 
*',)8$'9&87!,)8:*"*87!")$#);:$,*<)=:$1!) 1&('&>8*'8!):*1)?!!')!&7:!")
overlooked or marginalized in the available criticism of the narrative. By 
6$&'7&'()$@7)*+'@%?!")$#)6"$?/!%1)&')7:!)!5&17&'()18:$/*"1:&6),!A$7!,)
7$);:$,*<)B)6"$6$1!)7$),!>'!):!")*1)*+7"*'1("!11&A!)>(@"!)$#)@'8!"7*&'7C)
7:"$@(:)=:&8:).$$/#),!A!/$61)*+8"&7&D@!)$#)7:!)@'&7*"C)1!/#E)FC)6$&'7)$#)
,!6*"7@"!)#$")7:!)#$//$=&'()!11*C)&1)G$"&/)F$&01)6!"16!87&A!)$').$$/# 01)
oeuvre as openly feminist and deconstructive. Consequently, I begin 
=&7:)F$&01)!%6:*1&1)$').$$/# 01)8$%%&7%!'7)7$)7:!)6"$?/!%*7&H*7&$')
$#)7:!).!17!"')%*/!):@%*'&1%01)@',!"/C&'()8$'8!67)$#)7:!)@'&7*"C)1!/#E)
I"*=&'()#"$%)*+'@%?!")$#)8"&7&8*/)*',)6:&/$1$6:&8*/)6!"16!87&A!1<)B)7@"')
7$)J&%)KE).$"7:&'(7$'01)&,!*)$#)1@?L!87&A&7C)*1)*+1@17*&'!,)6"$8!11)$#)&'-
7!"6!"1$'*/)'*""*7&A&H*7&$')&')$",!")7$)$##!")*+%$"!)'@*'8!,)*88$@'7)$#)
;:$,*01)&,!'7&7C)*1)8$%6$@',)*',)&%6/&8*7!,)&')7:!),C'*%&81)$#)&'7!"-
1@?L!87&A!)6"$8!11!1E)B)*/1$)8$'1&,!");:$,*01)%@8:)8"&7&8&H!,)"!L!87&$')
$#)&,!'7&7C)A&1MNMA&1).$$/# 01)17"*7!(C)$#)&%6!"1$'*/&7C<)*',<)8$'7"*17&'()&7)
=&7:)F*@"&8!)F!"/!*@M $'7C01)6:!'$%!'$/$(&8*/)8$'8!671)$#)7:!)9!1:)
and anonymous existence, I contend that Rhoda renounces the unitary 
1!/#:$$,<)=:&8:)8$""$?$"*7!1)F$&01)8"&7&D@!)$#).$$/#E)G:"$@(:)*+8/$1!)
*'*/C1&1)$#);:$,*01)6$1&7&$')A!"1@1) 7:!)$7:!")8:*"*87!"1<)*1)=!//)*1)?C)
!5*%&'&'():$=);:$,*01)!($)?$@',*"&!1)*"!),!/&'!*7!,)&')7:!)'*""*7&A!<)
B+,!%$'17"*7!)7:*7).$$/# 01)8$'9&87!,):!"$&'!)!%!"(!1)*1)*')*17@7!)8"&7&8)
of gendered reality, since she is the one who most acutely feels the dual-
&17&8)'*7@"!)$#)1!/#:$$,)*',)&7)&1)8:&!9C)7:"$@(:):!")7:*7).$$/#)6$&'71)7$)
7:!)'!!,)7$)$A!"8$%!)7:&1),@*/&1%E)O:*''$')O@//&A*'01)#!%&'&17)"!A&1&$')
of the Merleau-Pontian perspective on the anonymity and the body as 
well as the Deweyan notion of transactionality further helps to elucidate 
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7:!)=*C1)&')=:&8:);:$,*01)!56!"&%!'7*/)*',)1@?A!"1&A!),&18$@"1!)!'(*(-
!1)&')*+6$/!%&8)=&7:)7:!)P*"7!1&*')8$'8!67@*/&H*7&$')$#)&,!'7&7C)6"!1@6-
posed on the dualism of mind and body simultaneously inquiring about 
*+6$11&?&/&7C)$#)*+'$'M,@*/&17&8)*',)'$'M@'&7*"C)8$'8!67&$')$#)1@?L!87&A-
&7CE)Q1)*+8$'1!D@!'8!<);:$,*)(*&'1)*@7:$"&7C)*',)*(!'8C)7:"$@(:)@'8!"-
tainty which prompts her to adopt an uncompromisingly and insistently 
D@!17&$'&'()17*'8!E)R&'*//C<) B) 1@((!17) "!8$'1&,!"&'();:$,*01) 1@&8&,!)*1)
*+%!7*6:$"&8*/) *87) $#) S,&17*'8&'(<0) *1) ,&18@11!,) ?C)TC(%@'7)U*@%*'<)
A&*)Q,$"'$<) &'):&1)VWWX)()*+),#-"%., another context for approaching 
;:$,*01)@'8!"7*&'7CE

AB S T R A C T

B7)&1)?!C$',)$@")"!*8:E)Y!7)7:!"!)B)A!'7@"!E

Z-&"(&'&*).$$/#) !"#$%&"'

In her introduction to Sexual/Textual Politics) 7!//&'(/C) 7&7/!,) [.:$01)
Q#"*&,)$#)-&"(&'&*).$$/#\])G$"&/)F$&)$?1!"A!1)7:*7)!A!')7:$@(:).$$/# 01)
6"$L!87)["!A!*/1)*+,!!6/C)18!67&8*/)*77&7@,!)7$)7:!)%*/!M:@%*'&17)8$'8!67)
of an essential human identity,” it has been frequently misconstrued by 
#!%&'&17)8"&7&81)^2W_E)F$&<)=:$)&,!'7&>!1),!8$'17"@87&$')$#)7:!)8$'8!67)
$#)7:!)@'&7*"C)1!/#)*1)$'!)$#).$$/# 01)%*L$")6"!$88@6*7&$'1<)#@"7:!")6$&'71)
$@7)7:*7)@'&7*"C)1!/#:$$,)&1)*+'$7&$')8!'7"*/)7$)7"*,&7&$'*/).!17!"')%*/!)
:@%*'&1%<)*+6:*//&8)1!/#)&'),&1(@&1!<)?*1!,)$')*')&':!"!'7/C)6*7"&*"8:*/)*1-
1@%67&$')7:*7)!A!"C)&',&A&,@*/)'!!,1)7$)[*,$67)*+@'&>!,<)&'7!("*7!,)1!/#M
&,!'7&7C])^`ab_E)B7)&1):*",/C)*+8$&'8&,!'8!)7:*7)F$&),!A$7!1)7:!)$6!'&'()
chapter of her book of feminist literary theory to Woolf, whose writing 
was indeed deeply preoccupied with problematizing the Transcendental 
Ego )7:"$@(:)!56$1&'()&7)*1)*+6*7"&*"8:*/)8$'17"@87&$'<)*',)&'17!*,)8$'-
8!&A!,)$#)1@?L!87&A&7C)*1)&%6/&8*7!,)&')*+,C'*%&8)$#)&'7!"1@?L!87&A!)6"$-
cesses of becoming rather than being. As Roxanne J. Fand remarks in her 
book  !"#/)%012)3#4"056#&').$$/# 01)7&%!)[?!&'()*+=$%*')=*1)'$7)=&7:$@7)

2) B'):!")VWW2)17@,C)()&)72#83.1''#%7,# !.1+2!#49)7':# .%7'%3;)17%0#<1,)"'6#=.%2>%;)'>6#
%7,# -">)7)'>6# Shannon Sullivan points out that “throughout history of philosophy, 
6:&/$1$6:!"1):*A!)8/*&%!,)7:*7)7:!"!)&1)*')!11!'7&*/)S8$"!0)&'):@%*'1)7:*7)@',!"/&!1)*//)$#)7:!&")
8@/7@"*/)*',)$7:!"),&##!"!'8!1E)O$%!):*A!)8*//!,)7:&1)8$"!)S;!*1$'0c)$7:!"1<)S7:!)d'&A!"1*/)
F&',0c)*',)17&//)$7:!"1<)S7:!)G"*'18!',!'7*/)e($E0])O@//&A*'01)17@,C)D@!17&$'1)7:&1)7"*,&7&$')
?C)!56$1&'()!11!'7&*/&17)*',)6*7"&*"8:*/)7:&'f&'()7:*7)17*',1)?!:&',)&7)^`4_E
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ego boundaries<)?@7)"*7:!")#!!/&'()!($)*1)*')&%6$1&7&$'<+E+E+E+!%6$=!"!,)#$")
*+%*'<),&1!%6$=!"!,)#$")*+=$%*'])̂ gh<)%C)!%6:*1&1_E)P$'7"&?@7&'()7$)7:!)
&%6"!11&A!)?$,C)$#)*A*&/*?/!)18:$/*"1:&6),!A$7!,)7$).$$/# 01)$!@A"!<)B)=$@/,)
/&f!)7$)6"$6$1!)*+"!*,&'()$#):!")2342)%$,!"'&17)%*17!"6&!8!) !"?$%&"'#in 
7:!)8$'7!57)$#)*+'@%?!")$#)8"&7&8*/)6!"16!87&A!1) 7:*7)$6!')'!=)*A!'@!1)
#$") 7:&'f&'()*?$@7).$$/# 01)=$"f<)*',)1:$=)*+8$%%&7%!'7)$'):!")6*"7)
to push the writing towards the non-unitary and non-dualistic concep-
tualization of female identity, as well as its dynamic evolution over time 
and recuperative potential. One such noteworthy perspective is offered 
&')J&%)KE).$"7:&'(7$'01)4"05#%'#@%..%;)&":#4+AB"3;)&);C#%7,#D1>>+7);C#
)7#D17;">E1.%.C#-)3;)176#=:&8:) "!M!5*%&'!1) *+'@%?!")$#) 7:!) 8@""!'7/C)
debated critical approaches to the question of identity constitution, and 
!##!87&A!/C)7"&!1)7$)$A!"8$%!)7:!)6$1717"@87@"*/&17)&%6*11!)&'),!>'&'()7:!)
modern self that has been frequently enough bemoaned as fragmented 
or theorized along much more dramatic lines as being under the con-
stant threat of complete dissolution. By contrast, Worthington sets out 
7$)!56/$"!)1@?L!87&A&7C)*1)[*')*87&A!)&'7!"6"!7*7&A!)6"$8!11]c)[*)'*""*7&A!)
$#)6!"1$'*/)8$'7&'@&7C)7:"$@(:)7&%!])^24_E)i!")6"$L!8701)!%6:*1&1)$')7:!)
16*7&$M7!%6$"*/) ,&%!'1&$') $#) 7:!) 1!/#) "!%&',1) @1) 7:*7) 1@?L!87&A&7C) :*1)
*/=*C1)?!!')&%6/&8*7!,)&')7:!)/*"(!")8$'8!67)$#)&'7!"1@?L!87&A&7C<)1&'8!<)*1)
.$"7:&'(7$')*67/C)17*7!1<)[j$k'!01)8$'8!67&$')$#)1!/#)&1)'!A!")>5!,)1&%6/C)
&')$'!)6!"%*'!'7)17"@87@"!)$#)"!6"!1!'7*7&$'<)?@7)&')*+6/@"*/&7C)$#)1:&#7&'()
*#>/&*7&$'1])^bW_E).:!"!*1)&'7!"1@?L!87&A&7C)&1)@',$@?7!,/C)*')@',!"/C&'()
7"*&7)$#).$$/# 01)!'7&"!)$!@A"!<  it is particularly conspicuous in the experi-
mental narrative of  !"#$%&"'6#where the intertwined planes of spatiality 
*',)7!%6$"*/&7C)6/*C)*+%*L$")6*"7)&')17"@87@"&'()7:!)8:*"*87!"10)8$//!87&A!)
*',) &',&A&,@*/)!56!"&!'8!E).$"7:&'(7$'01)*66"$*8:)%*C)1!"A!)*1)*+A*/@-
able context for rethinking  !"#$%&"')*1)*+7!57)7:*7)&1),!!6/C)6"!$88@6&!,)
with the question of identity in process, which Woolf masterfully articu-
/*7!1)7:"$@(:)*+1!7)$#)8:*"*87!"1)=:$1!)&'7!""!/*7!,)1$/&/$D@&!1)1&%@/7*'!-
$@1/C)*',)8$'7&'@$@1/C)7!17)7:!)1&'(@/*"&7C)$#) SB0) &')7:!)8$%%$')=$"/,)
[=:!"!)%*'C)1!/A!1)8$%!)7$)%&'(/!)*',),!6*"7])^.$"7:&'(7$')2Xh_E  As 

V) .:&/!)&'7!"1@?L!87&A&7C)&1)?C)'$)%!*'1)@'&D@!)7$).$$/# 01)$!@A"!<)B)=$@/,)/&f!)7$)
@',!"18$"!)&71)6*"7&8@/*")1&('&>8*'8!)&'),&18@11&'()7:!)'*""*7&A!)1@8:)*1) !"#$%&"'E)Q1)*+=*C)
$#),&18$A!"&'()*',)8$'17"@87&'()$'!01)1!/#)7:"$@(:)7:!)1!/A!1)$#)$7:!"1)*',)[&'7!"/&A&'(])=&7:)
$7:!"1<)&'7!"1@?L!87&A&7C)&1)$'!)$#)7:!)f!C)&11@!1)&').$$/# 01)7!57<)*',);:$,*)&1)*+>(@"!)%$17)
6$&('*'7/C)("*66/&'()=&7:)1&%@/7*'!$@1)8$'9&87&'(),!1&"!1)#$")=&7:,"*=*/)&'7$)1$/&61&17&8)
&',&A&,@*/&1%)*',)*+1!'1!)$#)?!/$'(&'()7$)7:!)8$%%$')=$"/,)$#)1:*"!,)%!*'&'(1E

4) Q1)*+A*"&*'7)$#),"*%*7&8)%$'$/$(@!<)1$/&/$D@C)*//$=1).$$/#)7$)*A$&,)7:!)8$'17"*&'71)
$#)7:!)7:&",)6!"1$')'*""*7&$')?C)8"!*7&'()*')!##!87)$#)=&7:,"*=*/)&'7$)*+%$,!)$#)'*""*7&A&7C)
that hinges on the stream of consciousness technique, and simultaneously allows for 
&'7!"1@?L!87&A&7C)7:"$@(:)*')$'M($&'()1@?8$'18&$@1),&*/$(@!)=&7:)$7:!"1E
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.$$/#)#*%$@1/C)$?1!"A!,)=&7:)*+8$'1&,!"*?/!),$1!)$#)8*/8@/*7!,)&"$'C)&')
her (";;".':

G:!) 1&5) 8:*"*87!"1)=!"!) 1@66$1!,) 7$) ?!) $'!E) B0%) (!77&'() $/,)%C1!/#Z
B+1:*//)?!)>#7C)'!57)C!*"c)*',)B)8$%!)7$)#!!/)%$"!)*',)%$"!):$=),&#>8@/7)
&7)&1)7$)8$//!87)$'!1!/#)&'7$)$'!)-&"(&'&*c)!A!')7:$@(:)7:!)16!8&*/)-&"(&'&*)
in whose body I live for the moment is violently susceptible to all sorts of 
1!6*"*7!)#!!/&'(1E)G:!"!#$"!)B)=*'7!,)7$)(&A!)*+1!'1!)$#)8$'7&'@&7CE)^43`_

Indeed, Bernard, Susan, Rhoda, Neville, Jinny, Louis, and Percival 
#$"%)*+f&',)$#) &'7!"1@?L!87&A!)8$'7&'@@%E)G:!C)*"!)6"!1!'7)7$(!7:!")$')
the stage of the world, but as each of them speaks, they are not necessarily 
always heard or seen by the others. As Worthington would have it, they ac-
tively participate in the sustained process of identity constitution through 
&71)'*""*7&A&H*7&$')$A!")7&%!)=:!')7:!C)S&'7!"/&A!<0)=:!')7:!C)8:$$1!)1!6*-
rate paths in life, when they are reunited at different points in their lives, 
and when they continue to coexist through their interrelated narratives 
!A!')?!C$',)7:!)%$%!'7)$#)7:!&")/&A!10)8/$1@"!E

In his compelling study ();".%.C# F>E."'')17)'># %7,#G1,".7)';# 8"'-
thetics<) l!11!)F*7H) "!%&',1) @1) 7:*7) &').$$/# 01) =$"f) &'7!"1@?L!87&A&7C) &1)
always combined with her preoccupation with impersonality, which gave 
"&1!)7$):!")=$"f01)$A!"*"8:&'()D@!17&$'<)"!1$'*7&'()6*"7&8@/*"/C)17"$'(/C)&')
 !"?$%&"'6#$#):$=)7$)[,!18"&?!)7:!)=$"/,)1!!')=&7:$@7)*+1!/# ])^Vb`_E)Q8-
8$",&'()7$)7:&1)*66"$*8:<) &'7!"1@?L!87&A&7C)*',)&%6!"1$'*/&7C)1:$@/,)'$7)
be viewed as contradictory. As it will be explained further in the article, 
B+7"*8!)7:!)&%6!"1$'*/&7C)7:*7)F*7H)%!'7&$'1)&'):&1)17@,C)7$)F!"/!*@M $'-
7C01)&,!*)$#)*'$'C%&7C)*',<)7$)?!)6"!8&1!<)7:!)*'$'C%$@1)?$,C<)=:&8:<)#*")
from the negative sense of the word, for the phenomenologist implied the 
impersonal (i.e., shared and prepersonal) level of bodily existence. Matz 
*/1$)!56/*&'1).$$/# 01)*66"$*8:)7$)1@?L!87&A&7C)?C),!>'&'()&7)*1)*+8$'8!67@-
al variant of literary Impressionism that emphasizes “a phenomenological 
/&'f)$#)1@?L!87)*',)=$"/,])7:*7),!"&A!1),&"!87/C)#"$%)U!"(1$'&*')'$7&$'1)
of duration and intuition) ^VX_E) B') 7:!)8:*67!") 7&7/!,)[.$$/# 01) :!'$%!-
nological Impression,” Matz underscores her commitment to expressing 
*+=:$/!)"*'(!)$#)&'7!""!/*7!,)&',!7!"%&'*8&!1)*',),&##!"!'8!1)&')%$$,)*',)
#!!/&'(<)=:&8:)%*f!1).$$/# 01)B%6"!11&$'&1%)[*)%*77!")$#)#!%&'&17)!6&17!-
%$/$(C])^2`X_E)R$")F*7H<)7:&1)/&7!"*"C)f&',)$#)B%6"!11&$'&1%)&1)8:*"*87!"-
ized by the fundamental problem, located somewhere between empiricism 
and phenomenology, of the radical uncertainty) 8$'8!"'&'() 1@?L!87&A&7C)
*',)7:!):$""$")$#) &71)8$%6/!7!),&11$/@7&$')^V3_E) B%6$"7*'7/C<)F*7H)1@(-
(!171)!%?"*8&'()7:&1)6*"7&8@/*")f&',)$#)@'8!"7*&'7C)*1)*+A!:&8/!)7:*7)$##!"1)
[*+"*'(!)$#)6$11&?&/&7&!1])*',)7:*7)7@"'1)[,&/!%%*1)&'7$)$67&$'1])^2b_E)G:!)
potential of uncertainty emphasized by Matz constitutes the core of im-
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pressionist modernist narrative of  !"#$%&"'6#all the more important when 
8$'1&,!"!,)&')7:!)/&(:7)$#).$$/# 01)$6!'/C)#!%&'&17)*(!',*. Uncertainty si-
multaneously structures and frustrates the world of interconnected selves 
&').$$/# 01)=$"fE)i!") 8:*"*87!"1<)6!"A!"1!/C),!18"&?!,) &')$'!)$#):!"),&-
ary entries as “merely views,” are, as Lisa Marie Lucenti observes, always 
6"!8*"&$@1/C)[9@87@*7&'()?!7=!!')*88!67*'8!)*',)"!L!87&$')$#) 7:!&")$=')
insubstantial nature” (Woolf, The Diary VXgc)K@8!'7&)`h_E)G:!)[1!*%/!11/C)
@'&>!,)1!/#<])7$)"!1$"7)7$)F$&01)6:"*1!)*(*&'<)&1)8$'17*'7/C)D@!17&$'!,)*',)
deconstructed by all the characters of  !"#$%&"'c)&')6*"7&8@/*"<)&7)&1)7:!)!/@-
1&A!)>(@"!)$#);:$,*)7:*7)!%!"(!1)*1).$$/# 01)%*&')A!:&8/!)#$")*"7&8@/*7&'()
7:!)*?$A!),!/&'!*7!,)8$'8!"'1)̂ F$&)b_E)B')&71)#$8@1)$');:$,*01)@'8!"7*&'7C)
*',) &71) 6"!8*"&$@1)6$7!'7&*/&7C<) 7:&1) !11*C) &1) ?*1!,)$') *+ "&1fC)=*(!") 7:*7)
the poignantly fragile self-effacing female character, whose performance 
&1)!'*87!,)7:"$@(:)*+'@%?!")$#)#!*"#@/)1$/&/$D@&!1)7$)>'*//C)!',)&')*+1@&-
8&,*/)9&(:7)/$'()?!#$"!)7:!)8/$1@"!)6"$6!")$#)7:!)?$$f<)&1)6*"7)*',)6*"8!/)
$#).$$/# 01)#!%&'&17)6"$L!87)$#)"!8$'8!67@*/&H*7&$')$#)#!%*/!)&,!'7&7C)7:*7)
F$&)8:$$1!1)*1)*+6$&'7)$#),!6*"7@"!)#$"):!")$=')*"(@%!'7)&')7:!)$6!'&'()
lines of Sexual/Textual PoliticsE) B7) &1)%C)8$'7!'7&$')7:*7);:$,*01)1&('&>-
cance needs to be reconsidered in the light of textual evidence and critical 
contexts that are more sympathetic to the ambivalence that her complex 
character embodies.

While the available criticism of  !"#$%&"' has not been entirely indiffer-
ent to Rhoda, she does not feature prominently in the scholarship devoted 
7$)7:!)'*""*7&A!E)B',!?7!,)*1)B)8!"7*&'/C)*%)7$)*+A*17)'@%?!")$#)17@,&!1)7:*7)
$##!")1&('&>8*'7)*'*/C1!1)$#)7:!),&/!%%*)$#)7:!)1@?L!87)&') !"?$%&"' and in 
.$$/# 01)$!@A"!)&')(!'!"*/<)B)>',)7:!&")8:*"*87!"&H*7&$'1)$#);:$,*)"!,@87&A!<)
&#)'$7)!'7&"!/C),&1%&11&A!E)l@17)7$)(&A!)*+?"&!#)$A!"A&!=<)m*?"&!//!)O8:=*?01)
essential chapter on  !"#$%&"' coming from her book 4+AB"3;'#$);!1+;#
Selves),!6/$C1)7:!)J"&17!A*')7:!$"!7&8*/)%$,!/)$#);!"#'+AB"3;H)7HE.13"''I17#
trial)*',),!A!/$61)*1)*+=*C)$#)8"&7&D@&'()7:!)"!,@87&A!'!11)$#)7:!)&,!*)$#)7:!)
,!*7:)$#)7:!)1@?L!87E)O8:=*?<):$=!A!"<)#*&/1)7$)1!!)7:*7)&7)&1)8:&!9C)7:"$@(:)
Rhoda that Woolf articulates her views on ;!"# '+AB"3;H)7HE.13"''I17# ;.)%06 
*',)7:&1)$A!"1&(:7)8*@1!1):!")7$),!>'!);:$,*)*1)*+8:*"*87!")["!%*&'j&'(k)
emotionally imprisoned in herself ” who betrays the “psychotic dissolution 
$#) 7:!)?$,C]) ^``<) `h_E) O8:=*?) 1@((!171) 7:*7) 7:!)'*""*7&A!)$#) !"#$%&"' 
merely “prepares the way for later, less dichotomous presentations of sub-
L!87&A&7C<])*1)&#)&('$"&'()7:!)#*87)7:*7)7:!1!)6"!$88@6*7&$'1)*"!)*/"!*,C)6"!-
1!'7)&').$$/# 01)2342)=$"f<)*',)>'*//C)!',1):!")*'*/C1&1)$')*+,@?&$@1)'$7!)
*1f&'()=:!7:!");:$,*)8$@/,)?!) 1!!')*1)[7:!) &'7"@1&$')$#) 7:!) "!*/]) ^3V_E)
In J).2)7)%#$1105#%7,#;!"#=.1A0">#15#;!"#4+AB"3;, Makiko Minow-Pinkney, 
=:$1!) 8"&7&D@!) */1$) "!/&!1)$') 7:!)J"&17!A*')%$,!/)$#) 1@?L!87&A&7C<) *"(@!1)
7:*7);:$,*) &1) [&'8*6*?/!) $#) !17*?/&1:&'() 7:!) 7:!7&8) 1@?L!87]) *',) "!%*&'1)
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fearfully suspended between the “denial of unity” and “the agony of the 
#"*(%!'7!,)1!/# ])^2X4<)2X3_E)F&'$=M &'f'!C01)/*"(!/C)%&17*f!')@',!"/C-
&'()&,!*)$#)7:!)#"*(%!'7*"&'!11)*1)*')!11!'7&*/)7"*&7)$#)7:!)7!5701)7!%6$"*/&7C)
*',)7:!)#"*87@"!,)1!/#)$#);:$,*)&1)7:!)%*L$")=!*f'!11)*',)/&%&7*7&$')$#)7:&1)
otherwise important analysis. Another critical examination of  !"#$%&"', 
8$%&'()#"$%)l@,C)K&77/!01)J"&17!A*'nU*f:7&'&*')17@,C)7&7/!,)The Experi-
mental Self<)*77!%671)7$)8:*"*87!"&H!);:$,*)&')*+%$"!)6$1&7&A!)*',)6"$,@8-
7&A!)=*C)*1)*+>(@"!)=:$),!>'!1):!"1!/#)&')8"!*7&A!)*',)7"*'1#$"%*7&A!)*6-
positional relation to others, rather than being in opposition to them, and 
"!%*&'1)&')[*')*%?&A*/!'7)"!/*7&$')7$)7:!)1C%?$/&8)$",!"])^XX_E);$5*''!)
lE)R*',01)U*f:7&'&*')"!*,&'()$#);:$,*)&'8/@,!,)&'):!")?$$f)The Dialogic 
Self)6"$6$1!1)*+%$"!)6"$%&1&'()*',)8$%6/!5)'$7&$')$#)7:!)1!/#)$18&//*7&'()
?!7=!!')@'&7C)*',),&A!"1&7C)1@((!17&'()7:*7);:$,*)&1)[*+'$%*,&8)8:*"*8-
7!"])=:$1!):&(:) /!A!/) $#) 1!/#M*=*"!'!11):!/61):!") ,!A!/$6) *+ 8$'18&$@1/C)
ironic stance toward the worldly order and ultimately renounce the world 
&')7:!)16&"&7)$#)o&!7H18:!*')S=&//M7$M6$=!"0)^XW_E)B')R*',01)A&!=<):$=!A!"<)
;:$,*01)[,&18$@"1!)$#)A&$/!'8!)*',)=&//)7$)6$=!"])*"!)[7:!)@',!"1&,!)$#)
:!")6*7:!7&8):!/6/!11'!11<])=:&8:)(&A!1):!")*'*/C1&1)$#);:$,*)8:&!9C)'!(*-
7&A!)&'9!87&$'1)^3W_E)R!=)$#)7:!)!5&17&'()*'*/C1!1),!%$'17"*7!)1!'1&7&A&7C)
to the critical role Rhoda plays in the narrative. Instead, in spite of their 
commitment to the deconstructive strategy of reading, they often stop at 
7:!),&1*66$&'7&'(/C)"!,@87&A!)/&7!"*/)&'7!"6"!7*7&$')$#);:$,*01),!*7:<)"!*,-
&'() &7) *1) :!") #*&/@"!<) "*7:!") 7:*') *+ "!#@1*/<) 7$) ,!A!/$6) *+ 1!'1!)$#) @'&>!,)
selfhood through entering the social sphere. Preoccupied as these analyses 
@',$@?7!,/C)*"!)=&7:).$$/# 01)!##$"71)7$)8:*//!'(!)7:!)@'&7*"C)'$7&$')$#)
selfhood, they still appear to hold on to the traditionally sanctioned notion 
of the Cartesian self, and contradict the deconstructive goal of their pro-
L!871)?C)#*&/&'()7$)1!!);:$,*)*1)*+f!C)>(@"!)&').$$/# 01)$!@A"!)&')(!'!"*/<)
*',)?C)%&17*f&'();:$,*01)7*8&7)7"*'1("!11&$')#$")"!1&('*7&$')*',)&'*?&/&7C)
to integrate into society.

B)=$@/,) /&f!) 7$)8:*//!'(!) 7:!)=*C1) &')=:&8:);:$,*01)8$'9&87!,)>(-
@"!):*1)?!!')A&!=!,)&')7:!)7!5701)*A*&/*?/!)&'7!"6"!7*7&$'1c):!")1&('&>8*'8!)
largely reduced by her apparently marginal status relative to other char-
acters of  !"#$%&"' and, more directly, by her suicide. In contrast to the 
%*L$"&7C)$#)"!*,&'(1)7:*7)$##!")8:&!9C)'!(*7&A!)&'7!"6"!7*7&$'1)$#);:$,*)
!%6:*1&H&'()#*&/@"!)*1):!")&',!/&?/!)7"*&7<)*',)="&7&'():!")$##)*1)*+,C1#@'8-
7&$'*/)61C8:$7&8)8:*"*87!"<)B)=$@/,)/&f!)7$)*66"$*8:);:$,*)*1)*+8$%6/!5)
>(@"!)$#)@'8!"7*&'7C)*',)*7)7:!)1*%!)7&%!).$$/# 01)A!:&8/!)#$")*"7&8@/*7&'()
*+6"$#$@',)"!8$('&7&$')$#)7:!)'!8!11&7C)7$)8:*//!'(!)7:!),@*/&17&8)7:&'f-
&'()@',!"/C&'()7:!)"&(&,/C),!>'!,)8$'7$@"1)$#)7:!)G"*'18!',!'7*/)1!/#E)B')
7:!)#$//$=&'()6*(!1<);:$,*)=&//)?!)!5*%&'!,)*1)*+8:*"*87!")7:"$@(:)=:&8:)
Woolf radically destabilizes the boundaries of the ego through exposing 
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and renouncing the conception of unitary selfhood. In my interpretation, 
B)=&//)"!/C)$').$"7:&'(7$'01)8$'8!67)$#)'*""*7&A&H*7&$')$#)7:!)1!/#<)F*@"&8!)
F!"/!*@M $'7C01) *'7&M,@*/&17&8)'$7&$')$#) ;!"#K"'!#15# ;!"#L1.0, developed 
&'):&1) @'>'&1:!,)=$"f) !"#J)')A0"# %7,# ;!"# F7&)')A0"6#O:*''$')O@//&A*'01)
#!%&'&17)"!A&1&$')$#)F!"/!*@M $'7C01)6:!'$%!'$/$(&8*/)6"$L!87)*1)=!//)*1)
her deployment of the concept of transactionality (via John Dewey), and 
>'*//C)TC(%@'7)U*@%*'01) &'1&(:7#@/) "!9!87&$'1)$')7:!)%$,!"'M,*C)@'-
8!"7*&'7C) 8$%&'() #"$%):&1) VWWX)=$"f)()*+),#-"%.6# all of which provide 
8"@8&*/)&'1&(:71)&'7$).$$/# 01)!57"*$",&'*"C)8$%%&7%!'7)7$)'*""*7&A&H*7&$')
of female identity and to the feminist agenda in general. In the following 
*'*/C1&1<);:$,*)=&//)?!)!5*%&'!,)6"&%*"&/C)*1)*+/&%&'*/)>(@"!)7:*7)!%?$,-
&!1).$$/# 01) @'8!"7*&'7C) "!(*",&'() 7:!) ?$@',*"&!1) $#) 7:!)G"*'18!',!'7*/)
Ego presupposed on the Cartesian dualism of mind and body.

As Judy Little aptly observes in passing in her study The Experimen-
tal Self, the complex character of Rhoda is “a radical and experimental 
A$&8!])!56"!11&A!)$#)7:!).$$/>*'),&18$@"1!1)7:*7)[,$)'$7)>7)&'7$)*+18:!%!)
$#)?&'*"C),&##!"!'8!]) ^Xb<) 4`_E) B',!!,<)=:!"!*1) 7:!) #!%*/!) 8:*"*87!"1) &')
 !"?$%&"' are constantly questioning their positions in gendered reality, 
7:!C) ,$) 1$) 6"!,$%&'*'7/C)=&7:&') 17"&87/C) ,!>'!,) ?$@',*"&!1) $#) 7:!) 1$-
8&*/) "$/!1) *A*&/*?/!) 7$) 7:!%c) l&''C) D@!17&$'1) 7:!) 1$8&*/) 8$'17"@87&$'1) $#)
#!%&'&'&7C<)=:!"!*1)O@1*')>',1)/&77/!)"!8$'8&/&*7&$')?!7=!!'):!")&',&A&,@*/)
freedom and motherhood. Rhoda, on the other hand, noticeably surpasses 
Jinny and Susan in trying to articulate her uncertainty about these two so-
cially acceptable models of femininity, portrayed by Woolf as inscribed in 
essentialist realizations of female identity. Unlike Jinny and Susan, Rhoda 
not only refuses to subscribe to either of these two orders traditionally 
constitutive of female identity, but also becomes painfully aware of the 
fact that no in-between position in the biologically determined essential-
ist binary (i.e. mother versus beloved) regulating the normative concep-
tualization of femininity is available to her. At the same time, however, as 
*+8:*"*87!")=:$)%$17)$#)7:!)7&%!)6!"8!&A!1)7:!)=$"/,)*',)$7:!"1)#"$%)7:!)
,&17*'8!)$#)1!/#M&%6$1!,),!7*8:%!'7<);:$,*)&1)("*'7!,)*+8$'1&,!"*?/!<)&#)
not striking, degree of authority and insight. In the following sections of 
7:&1)!11*C<)B+=&//)8/$1!/C)!5*%&'!):!")6$1&7&$')&')7:!)1$8&*/)16*8!)"!/*7&A!)7$)
the other characters, as well as her own perception of that position, with 
*+6*"7&8@/*")!%6:*1&1)$')7:!),C'*%&81)?!7=!!')7:!)&'7!"&$"&7C)$#)7:!)%&',)
*',)7:!)?$,C<)*',)>'*//C<)?C)!57!'1&$'<)7:!),C'*%&81)?!7=!!')7:!)1$8&*//C)
17"@87@"!,)&'1&,!)*',)&71)$@71&,!c)7:!),@*/&1%1)7:*7);:$,*)&'1&17!'7/C)D@!1-
tions throughout the narrative.

B')$",!")7$)6@7)7:!)8$%6/!5&7&!1)$#);:$,*01)8$'9&87!,)6$1&7&$')8$'-
cerning the mind versus body dualism in perspective, one might want to 
7@"') *7) 7:&1) L@'87@"!) 7$)F!"/!*@M $'7C01) 6:!'$%!'$/$(C) $#) 6!"8!67&$')
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and his notion of K"'!) #$"%@/*7!,) &'):&1) @'>'&1:!,)The Visible and the 
Invisible. Merleau-Ponty describes the K"'!#15#;!"#L1.0,)*1)*+'$'M,@*/&17&8)
#$"%)$#)?!&'()7:*7):!)"!#!"1)7$)*1)*+[/!11):!*AC<)%$"!)7"*'16*"!'7)?$,C])
presupposed on the balance between the psychical and physical dimension 
of our coexistence in the world, and constitutive of the sustaining tissue of 
7:!)=$"/,)^2h4_E)Q/$'()7:!)1*%!)/&'!1<)&')7:!).$$/>*')&'7!"=$"/,)$#)1!/A!1)
;!"#K"'!#15#;!"#L1.0,)&1)=$A!')$@7)$#)7:!)8:*"*87!"10)%@7@*/)7"*'1*87&$'1  
occurring on the plane where the psychical and the corporeal are interre-
lated: “But when we sit together, close,” as Bernard says in the narrative, 
“we melt into each other with phrases. We are edged with mist. We make 
*') @'1@?17*'7&*/) 7!""&7$"C]) ^2X_E) R$")F!"/!*@M $'7C<) 7:!) '$7&$')$#)K"'! 
is presupposed on the pre-personal anonymity that ensures the common 
("$@',) #$")$@") &'7!"1@?L!87&A!)6"$8!11!1E)R$").$$/#<) 1&%&/*"/C<) 7:!)8:*"-
acters are enmeshed in the invisible yet almost palpable sustaining tissue 
in and through which they interlive with one another, and which makes 
their own presence possible and recognizable to themselves and others. 
Nonetheless, while they all share the feeling of belonging to the common 
interworld of selves, Rhoda, like the solitary chirping bird spotted by the 
bedroom window at the beginning of the narrative of  !"#$%&"', resolutely 
chooses not to sing “in chorus” despite her acute awareness of belonging 
to ;!"#K"'!#15#;!"#L1.0,)^2W_E)B'17!*,<)1:!)8"!*7!1):!")$=')&%*(&'!,)"!*/&7C)
&')=:&8:)1:!)'$%&'*7!1):!"1!/#)7:!)8*67*&')$#):!")/&77/!)9!!7)$#)=:&7!)6!7*/1)
&')*+?"$=')?*1&'p

B):*A!)*+1:$"7)7&%!)*/$'!+E+E+E+B):*A!)*+1:$"7)16*8!)$#)#"!!,$%E)Q',)B+=&//)
now rock the brown basin from side to side so that my ships may ride 
the waves. Some will founder. Some will dash themselves against the 
8/&##1E)q'!) 1*&/1) */$'!E)G:*7) &1)%C) 1:&6+ E+ E+ E+G:!C):*A!) 18*77!"!,<) 7:!C)
have foundered, all except my ship which mounts the wave and sweeps 
before the gale and reaches the islands where the parrots chatter and the 
8"!!6!"1+E+E+E+^23_

G:!)=*C)&')=:&8:)/&77/!);:$,*)!'A&1&$'1)7:!)#@7@"!)$#):!")6!7*/)9!!7)
early in  !"#$%&"', clearly an allegorical enactment of her life among the 
$7:!")8:*"*87!"1<)&1)1&('&>8*'7)'$7)$'/C)?!8*@1!)&7)*,@%?"*7!1)7:!),&##!"!'7)
*',)$#7!')&'7!"8$''!87!,)7"*L!87$"&!1)$#):!")#"&!',10)/&#!M17$"&!1<)?@7)*/1$)

g) B)?$""$=) 7:!)8$'8!67)$#) [7"*'1*87&$']) #"$%)O@//&A*'01)VWW2) 17@,C<) &')=:&8:) 1:!)
deploys the term, via American pragmatist philosopher John Dewey, to account for “the 
,C'*%&8<) 8$M8$'17&7@7&A!) "!/*7&$'1:&6)$#) $"(*'&1%1) *',) 7:!&") !'A&"$'%!'71+ E+ E+ E+ j*',) 7$)
"!9!87k)*+"!L!87&$')$#)1:*"6),@*/&1%1)?!7=!!')1@?L!87)*',)$?L!87<)*',)1!/#)*',)=$"/,<)*1)=!//)
*1)*+"!L!87&$')$#)7:!)*7$%&17&8<)8$%6*"7%!'7*/&H!,)8$'8!67&$'1)$#)7:!)1@?L!87)*',)1!/#)7:*7)
$#7!')*88$%6*'C)1@8:),@*/&1%1])^2_E
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because of the imaginative power with which she emphatically depicts her 
1$/&7*"C) 1:&601) !5$7&8)A$C*(!1<)6"&A&/!(&'():!")?"*A!) #@7@"!)$A!") 7:!)6"!-
carious fates of others. This early image of Rhoda dreaming of becoming 
the captain of the ship, later frequently evoked by others, is followed by 
moments during which she dreamily ventures past “the ordinary scene” 
towards dangerous seas, and even the distant land of India, where her be-
/$A!,) !"8&A*/)($!1)*',)*88&,!'7*//C),&!1)^23`_E);:$,*01)$88*1&$'*/)1@"(!1)
$#)1!/#M8$'>,!'8!<)=:&/!)*/=*C1)/*"(!/C)8$',&7&$'!,)@6$'):!"),!7*8:%!'7)
from her friends and shot through with the awareness that ”[riding] rough 
waters [she] shall sink with no one to save [her]” clearly point to her sub-
A!"1&A!)'*7@"!)^2XW_E)i!")"!8@""&'(),"!*%1)$#)*,A!'7@"!1)*',)/!*,!"1:&6<)
however, can only remain impossible fantasies created in the safety of her 
1!/#M&%6$1!,)1$/&7@,!)7$)?!)&%%!,&*7!/C)7:=*"7!,)?C)7:!)8$'>'!1)$#)(!'-
dered social reality, where such brave feats are reserved for men. While 
;:$,*)"!L!871)7:!)8$'A!'7&$'*/)#!%&'&'&7C)*',)[6"!77&'!11])7:*7)@',!"6&')
the socially constructed notion of womanhood, she also realizes that she 
=&//)8$'7&'@!)7$)?!)6!"8!&A!,)*1)*+C$@'()=$%*')&':*?&7&'()(!',!"!,)1$8&*/)
16*8!1<)=:&8:)1:!)1@%1)@6)=&7:)*+?/@'7)$?1!"A*7&$'p)[B0%)*/1$)*+(&"/<):!"!)
&')7:&1)"$$%])^2XW<)2W`_E

Once Rhoda becomes aware of the social, spatial and temporal bound-
aries of her ego, she will continue her narrativization of identity, to use 
.$"7:&'(7$'01)6:"*1&'(<)*/%$17)!58/@1&A!/C)7:"$@(:),!6!"1$'*/&H*7&$'<)"!-
6!*7!,/C)"!L!87&'()7:!)G"*'18!',!'7*/)e($)7:*7)&').$$/# 01)7!57)!%!"(!1)@'-
%&17*f*?/C)*1)*+6:*//&8)&%6!"&*/&17)1!/#<)*',)7:*7)7:!)8:*"*87!"1)$#) !"#$%&"' 
simultaneously insistently question and identify with, which can be seen in 
their almost worshipful attachment to Percival. As Helen Wussow notes 
&'):!")233b)?$$f)$').$$/#)*',)IEiE)K*="!'8!)The Nightmare of History, 
Percival is the one who embodies “the self-centred imperialism” that the 
author of  !"#$%&"')%$8f&'(/C)!56$1!1)^222_E)B7)&1)7:"$@(:)$'!)$#);:$,*01)
6$=!"#@/) 1$/&/$D@&!1) 7:*7).$$/#) 1:$=1) 7:!) 8:*"*87!"10) ,!1&"!) 7$) &,!'7&#C)
=&7:)7:!)@'&7*"C)1!/#)1@8:)*1) !"8&A*/01p)[B)*%)'$?$,CE)B):*A!)'$)#*8!E)G:&1)
("!*7)8$%6*'C<)*//),"!11!,)&')?"$=')1!"(!<):*1)"$??!,)%!)$#)%C)&,!'7&7C+E+E+E)
B)=&//)1!!f)$@7)*+#*8!<)*+8$%6$1!,<)*+%$'@%!'7*/)#*8!<)*',)=&//)!',$=)&7)
=&7:)$%'&18&!'8!<) *',)=!*") &7) @',!")%C),"!11) /&f!) *+ 7*/&1%*'+ E+ E+ E]) ^44_E)
 !"8&A*/01)7"*(&8),!%&1!)&')B',&*),!!6/C)*##!871);:$,*<)'$7)$'/C)?!8*@1!)$#)
her love for him, but rather because his death paradoxically makes her feel 
*//)7:!)%$"!)1!/#M8$'18&$@1)*',)A@/'!"*?/!)?C)#$"8&'():!")&'7$)*+8$//!87&A!)
!56!"&!'8!)$#)%$@"'&'(E)B%6$"7*'7/C<)&7)*/1$)*%6/&>!1)7:!)8$'7"*17)?!7=!!')
her fearful vulnerability and low self-esteem and his grandeur that remains 
unquestioned by others, except by Woolf herself, and is continuously ex-
pressed by the other characters before and after he dies. The fact of Rhoda 
*',) !"8&A*/01)%@7@*/)*##!87&$')'$7=&7:17*',&'(<)7:!)8$'7"*17)?!7=!!'):!")
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#"*(&/&7C)*',):&1)7$=!"&'()>(@"!)&1)&',!!,)17"&f&'(E)i$=!A!"<)&7)&1)*/1$)=$"7:)
$?1!"A&'()7:*7)7:!"!)!5&171)*'$7:!")&'7!"!17&'()*#>'&7C)?!7=!!')7:$1!)7=$)&')
:$=)7:!C)?$7:)*16&"!)7$)*@7:$"&7Cc) !"8&A*/)8/*&%1)&7)&')7:!)$@71&,!)=$"/,)^&7)
&1)1&('&>8*'7)7:*7)=!)$'/C)f'$=)$#):&%)7:"$@(:)$7:!")6!$6/!01)A$&8!1<)?@7)
we never hear him speak) while Rhoda strives to achieve it both externally 
and internally. For all her withdrawal and introversion, she makes her pres-
ence intensely felt throughout the narrative, and there is an uncanny sense 
$#)@"(!'8C)!A!"C)7&%!)=!)"!*,);:$,*01)1$/&/$D@&!1E)i!")!A!"C)1$8&*/)*66!*"-
ance is always commented on by others and she is frequently described as 
*+[=&/,])%!"8@"&*/)>(@"!)[$'!)'!A!")8$@/,)8*78:]c)1$%!$'!)=:$)7"&!,)7$)
1!!)6*17)7:!)#*%&/&*"):$"&H$')?!C$',)=:&8:)7:!)$7:!"10)(*H!),&,)'$7)A!'7@"!)
^Vg`_E)O&%@/7*'!$@1/C<),!16!"*7!/C)7"C&'()7$)17*?&/&H!):!")1!'1!)$#)1!/#:$$,)
&')7:!)#*8!)$#)1!A!"!/C)/&%&7!,)*%?&7&$'1<);:$,*)#!!/1)7:*7):!")9!!7&'()@'-
8!"7*&')&%*(!)8*')?!)>5!,)$'/C)%$%!'7*"&/C<)*',)&'1$#*")*1)&7)&1)8$'7"*17!,)
=&7:)*',)%!,&*7!,)7:"$@(:)$7:!"10)17*?/!)&,!'7&7&!1p

G:*7)&1)%C)#*8!)E)E)E)&')7:!)/$$f&'(M(/*11)?!:&',)O@1*'01)1:$@/,!"Z7:*7)
face is my face. But I will duck behind her to hide it, for I am not here. 
B) :*A!) '$) #*8!E)q7:!") 6!$6/!) :*A!) #*8!1c) O@1*') *',) l&''C) :*A!) #*8!1c)
they are here. Their world is the real world. The things they lift are 
:!*ACE)G:!C)1*C)Y!1<)7:!C)1*C)o$c)=:!"!*1)I shift and change and am seen 
7:"$@(:)&')*+1!8$',E)^g4<)%C)!%6:*1&1_

Unlike her friends, whose selves are securely stabilized by the social 
roles they choose to adopt, Rhoda is torn between her latent desire to 
preserve the autonomy of her dynamic and changeable instable identity 
and the simultaneous fear of identity dissolution, which keeps pushing her 
back towards some safe anchorage in the fabric of social reality: 

SB#)B)8$@/,)?!/&!A!+E+E+E+7:*7)B)1:$@/,)("$=)$/,)&')6@"1@&7)*',)8:*'(!<)B)1:$@/,)
?!)"&,)$#)%C)#!*"E+ E+ E+ E+B):*A!)'$)!',)&')A&!=E)B),$)'$7)f'$=):$=)7$)"@')
minute to minute and hour to hour, solving them by some natural force 
until they make the whole and indivisible mass that you call life. Because 
C$@):*A!)*')!',)&')A&!=Z$'!)6!"1$'<)&1)&7<)7$)1&7)?!1&,!<)*')&,!*)&1)&7<)C$@")

?!*@7C)&1)&7\)E)E)E)U@7)1&'8!)B)=&1:)*?$A!)*//)7:&'(1)7$):*A!)/$,(%!'7<)B+pre-
7!',+E+E+E+7$):*A!)*')!',)&')A&!=+E+E+E+B)=*&7)#$")C$@)7$)16!*f)/&f!)C$@E)B+*%)
,"*='):!"!)*8"$11)K$',$')7$)*+6*"7&8@/*")16$7<)7$)*+6*"7&8@/*")6/*8!<)'$7)7$)
1!!)C$@)$")C$@)$")C$@<)?@7)7$)/&(:7)%C)>"!)*7)7:!)(!'!"*/)?/*H!)$#)C$@)=:$)
/&A!)=:$//C<)&',&A&1&?/C)*',)=&7:$@7)8*"&'()&')7:!)%$%!'7E)^24Wa42_

Q8@7!/C)*=*"!)$#)7:!)8$'17"@87!,)*',),@*/&17&8)'*7@"!)$#)1@?L!87&A&7C<)
whose underlying primacy of mind over body becomes the main source 
of her anxiety and uncertainty throughout the narrative, she is constantly 
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driven by the fear of the impermanence and vulnerability of the body. Not 
1@"6"&1&'(/C<)7:!"!#$"!<)1:!)>',1)"!/&!#),@"&'()%$%!'71)$#)[7:!),&1!%?$,-
&!,)%$$,])1@""$@',&'():!")*',)$7:!"1<)*',)$#7!')*"7&8@/*7!1)*+=:$/!1*/!)
,&1*A$=*/)$#)8$"6$"!*/&7C)^VVb_E)d'/&f!)7:!)$7:!")8:*"*87!"1)=:$)"!%*&')
attached to the vicissitudes of ordinary experience, and are in different 
=*C1)8$'17"*&'!,)?C) 7:!&")?$,&!1) *',) /*'(@*(!<);:$,*01) 7"$@?/!,) &'7"$-
16!87&$'<)*',)1&('&>8*'7/C)*/1$)!57"$16!87&$'<)1&'8!)1:!)&1)8$'16&8@$@1/C)
and obsessively preoccupied with the inside and outside reality, cannot be 
"!*,&/C),&1%&11!,)*1)#*&/@"!1)7$)!&7:!")>7)&')$")7"*'1*87)=&7:)$7:!"1E)G$)@'-
,!"17*',);:$,*01)#!*"<)=!):*A!)7$)1!!):!")*1)1$%!$'!)=:$)&':*?&71)*+=$"/,)
,!>'!,)?C),@*/&17&8)7:&'f&'(<)*+"!*/&7C)7:*7)8$%6*"7%!'7*/&H!1):!")=$"/,)
*',):!")&,!'7&7C)&'7$)1@?L!87)*',)$?L!87)6$1&7&$'1<)%*/!)*',)#!%*/!)(!'-
der, as well as disconnected realities of mind and body, where the former 
component of each binary is clearly privileged. Rhoda is the only character 
in  !"#$%&"')=:$<)!57"!%!/C)1!'1&7&A!)7$)7:!)>"%/C)"$$7!,)?!/&!#) &')7:!)
dualistic conception of selfhood with its socially enforced irreconcilable 
16/&7)&'7$)%&',)*',)?$,C<)8$'#"$'71)*+6$11&?&/&7C)$#)7:!)'$'M,@*/&17&8)'*-
7@"!)$#)&,!'7&7C)!'A&1&$'!,)*1)*+8$'7&'@$@1),C'*%&8)Fr?&*'M/&f!)"!/*7&$'-
ality occurring between the activity of the mind and the activity of the 
body. Throughout the narrative of  !"#$%&"', Rhoda gradually and fear-
fully comes to understand what it means for her to step both inside and 
outside of “the loop” of social performativity. Her solitary and intensely 
&'7"$Mn!57"$16!87&A!)D@!17)&1)&'#$"%!,)?C)*+,!1&"!)#$")*',)*+1&%@/7*'!$@1)
#!*") $#)9@&,&7C) $#) &,!'7&7C) *',) !56!"&!'8!<) *1)=!//) *1) 7:!&") 7"*'1("!11&A!)
nature. She dreams of existence as an immanent plane devoid of “hard con-
7*871) *',)8$//&1&$'1<]) *',) "!9!871p) [j%k$'7:)?C)%$'7:) 7:&'(1)*"!) /$1&'()
7:!&"):*",'!11c)!A!')%C)?$,C)'$=)/!71)7:!)/&(:7)7:"$@(:c)%C)16&'!)&1)1$#7)
/&f!)=*5)'!*")7:!)9*%!)$#)7:!)8*',/!])^gh_E);:$,*01)@'8*''&/C)17"$'()*#-
>'&7C)=&7:)7:!)&%*(!"C)$#)=*7!")*',)9@&,&7C)&1)*/=*C1)1:$7)7:"$@(:)=&7:)
*'5&!7C)*',)@'8!"7*&'7C)8$%&'()#"$%)*+8$'17*'7)8/*1:&'()$#)7:!)'!!,)#$")
the reassuring solidity and clearly distinguishable palpable contours of 
&,!'7&7C)$')7:!)$'!):*',<)*',)*+1&%@/7*'!$@1)8$'#"$'7*7&$')$#)7:!&")9@&,)
permeable boundaries and the outside reality on the other. Characteristi-
8*//C<);:$,*01) "!/&!#)*7) 7:!) #!!/&'()$#)[7:!)=*//1)$#) 7:!)%&',)?!8$%j&'(k)
7"*'16*"!'7])8$%%@'&8*7!1)'$7)$'/C)7:!)%&',01)8$%&'()&'7$)8$'7*87)=&7:)
!57!"'*/)"!*/&7C<)?@7)*/1$)&71)8*6*?&/&7C)7$),&18!"')*',)!A*/@*7!)/&#!01)1$8&*//C)
8$'17"@87!,)8$/$'&H&'()17"@87@"!p)[."!'01)6*/*8!<) /&f!)7:!)D@*"7!7)6/*C!,)
to the dry and stranded people in the stalls, makes an oblong. A square is 
stood upon the oblong and we say, ‘This is our dwelling-place. The struc-
7@"!)&1)'$=)A&1&?/!E)-!"C)/&77/!)&1)/!#7)$@71&,!0])^VVb_E)G:!)&'1&(:7)(*&'!,)?C)
this moment of heightened perception is that the interiority of the mind is 
overcome through her senses and therefore also through her body towards 
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the outside. It is only through an ongoing transactionality between herself 
and others, between the inside and outside, that she can experience so-
8&*/)16*8!1)*',)?$@',*"&!1)?!7=!!')!%!"(&'()1:*6!1<)$?L!871<)?$,&!1<)*',)
7:$@(:71<)*',)8$%!)8/$1!")7$)*+6"$#$@',)"!*/&H*7&$')$#):$=)?$7:)7:!)%&',)
and body equally participate in her perception of reality and constitute her 
1@?L!87&A&7CE)q#)*//)7:!)8:*"*87!"1)&') !"#$%&"', Rhoda is particularly sensi-
tive and vulnerable to how the materiality of the outside physical reality, 
the physical boundaries of the body, and the interiority of the mind are 
violently drawn into relation, which is something that she simultaneously 
desires and fears. One of the central images of the narrative is the scene 
&')=:&8:);:$,*01)#!*")&1)!5*8!"?*7!,)?C)7:!)#!*")$#)9@&,&7C)7:*7)7:"!*7!'1)
*+8$%6/!7!),&11$/@7&$')$#)&,!'7&7Cp

SG:!"!)&1)7:!)6@,,/!<0)1*&,);:$,*<)S*',)B)8*''$7)8"$11)&7E)B):!*")7:!)"@1:)
of the great grindstone within an inch of my head. Its wind roars in my 
face. All palpable forms of life have failed me. Unless I can stretch and 
touch something hard, I shall be blown down the eternal corridors for 
ever. What then can I touch\).:*7)?"&8f<)=:*7)17$'!\)Q',)1$),"*=)%C1!/#)
*8"$11)7:!)!'$"%$@1)(@/#)&'7$)%C)?$,C)1*#!/C\)^2hbah3<)%C)!%6:*1&1_

In this powerful scene, Rhoda is paralyzed by the horror of the physi-
8*/)*',)%*7!"&*/)S6*/6*?/!0)"!*/&7C)1/&66&'()*=*C)#"$%):!")("*16<)?@7)*/1$)7:!)
:$""$")6"$%67!,)?C)*+"!8$('&7&$')7:*7):!")1!'1!)$#)&,!'7&7C),!6!',1)$')
the physical contact with the “palpable forms of life.” She feels disembod-
ied and unable to identify with her own body, which turns out to be fright-
fully incapacitating. At the same time, she is also overcome by the abysmal 
fear of the suddenly unfamiliar outside reality, whose only certainties are 
7:!)/&D@&,)"!*/&7C)$#)7:!)6@,,/!)*',)&'17*?&/&7C)$#)7:!)?"&77/!)$?L!871)=&7:&')
:!")"!*8:)^?"&8f)*',)17$'!_)7:*7)#@"7:!")7:"!*7!');:$,*01)6"!8*"&$@1)6$1&-
tion. Her identity can be stabilized by the return to the body, as the last 
line of the quoted passage clearly demonstrates. The puddle, which in her 
6!"8!67&$')("$=1)7$)!'$"%$@1)6"$6$"7&$'1<)?!8$%!1)*+8$'7!'7&$@1)1&7!)$#)
*%?&A*/!'8!)8$'8!"'&'()*+,!1&"!)7$)"!(*&')8$'7"$/)$A!")7:!)%*7!"&*/&7C)$#)
the body and the simultaneous horror of questioning her own corporeality 
and thereby losing grasp of the physical and the material, another symbol 
$#);:$,*01)#!*"E)Q'$7:!")8"@8&*/)!/!%!'7)"!/*7!,)7$)8$"6$"!*/&7C)7:*7)&1)6"!-
1!'7)&')7:!)6@,,/!)18!'!)&1)7:!)1!'1!)$#)7$@8:<)=:&8:)7"*'16&"!1)&');:$,*01)
repeated references to it. The body might be another source of uncertainty 
#$"):!"<)?@7) 1:!) 1&%@/7*'!$@1/C<) &#) 1@?8$'18&$@1/C<)>"%/C) "!/&!1)@6$') &71)
properties. She knows that she needs to touch)7:!)$?L!871)&'):!")A&8&'&7C)
to be saved from falling into “the enormous gulf ” that the puddle appears 
7$):!")7$)?!E)G:&1)f!C)6*11*(!)*/1$)6$&'71)7$)7:!)1&('&>8*'8!)$#)16*7&*/)*',)
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7!%6$"*/)?$@',*"&!1)7:*7),!!6/C)*##!87);:$,*01)=*C1)$#)6!"8!&A&'():!"1!/#<)
others, and the surrounding reality.

B')$",!")7$)/$$f)%$"!)?"$*,/C)*7);:$,*01)6!"16!87&A!)$')7:!)&'7!"7=&'!,)
planes of social spatiality and temporality we need to return to her school-
*(!)*87&A&7C)$#)>(@"!M,"*=&'(<)=:&8:)?!7"*C1)?$7:):!")#!*")$#)8$'7*&'%!'7)
*',)*+1&%@/7*'!$@1)7!""$")$#)&':*?&7&'()7:!)$@71&,!)$#)1$8&*//C)8$'17"@87!,)
7&%!)*',)16*8!p)[K$$f<)7:!)/$$6)$#)7:!)>(@"!)&1)?!(&''&'()7$)>//)=&7:)7&%!c)
&7):$/,1)7:!)=$"/,)&')&7E)B)?!(&')7$),"*=)*+>(@"!)*',)7:!)=$"/,)&1)/$$6!,)&')&7<)
*',)B)%C1!/#)*%)$@71&,!)7:!)/$$6c)=:&8:)B)'$=)L$&'Z1$Z*',)1!*/)@6<)*',)
make entire. The world is entire, and I am outside of it, crying, ‘Oh, save 
%!<) #"$%)?!&'()?/$=')#$")!A!")$@71&,!) 7:!) /$$6)$#) 7&%!s0]) ^VV_E);:$,*01)
peculiar manner of describing various social spaces and situations, always 
intensely abstract and based on sharp spatial contrasts between geometric 
>(@"!1)*',)7:!&")1:*6!1<)=&7:)*+17"$'()!%6:*1&1)$')7:!&")8$'7$@"1)*',)7:!)
?$@',*"&!1)?!7=!!')7:!%<)?"&'(1)&'7$)#$8@1):!"<)*',)7:!)'*""*7&A!01<)%*L$")
,&/!%%*)$#)7:!),@*/&17&8)'*7@"!)$#)"!*/&7C)*',)1@?L!87&A&7CE)G:!)*66*"!'7/C)
&""!8$'8&/*?/!)8$'9&87)?!7=!!')&'1&,!)*',)$@71&,!)*',)7:!),"*%*)$#),&1!%-
?$,&!,)&,!'7&7C)*"!)6/*C!,)$@7)7:"$@(:);:$,*<)*',)&7)&1);:$,*01)!57!"'*/)*',)
internal struggle that brings the problem of the amputated corporeality into 
focus in  !"?$%&"'E)B7)*/1$)8*//1)#$")*+"!8$'1&,!"*7&$')$#).$$/# 01)=!//Mf'$=')
!%6:*1&1)$')&%6!"1$'*/&7C)*',)&'7!"1@?L!87&A&7C)*',);:$,*01)8"&7&8*/)"$/!)&')
!##!87&'()*+,&##!"!'8!)&'):$=)7:!1!)8$'8!671)8$@/,)?!)*66"$*8:!,E

Q7)7:&1)L@'87@"!<)B)=$@/,)/&f!)7$)"!7@"')?"&!9C)7$)F!"/!*@M $'7C01)&,!*)
$#)7:!)9!1:<)*',)*')&'7!"!17&'()*',)&%6$"7*'7)&'7!"1!87&$')7:*7)B)1!!)?!7=!!')
:&1)*',).$$/# 01)6"!$88@6*7&$')=&7:)7:!)8$%%$')&'7!"=$"/,)$#)1!/A!1E)R$")
the philosopher, what lies at the foundation of the transgressive notion of 
;!"#K"'! is of course the idea that it is primarily the body, and not the mind, 
7:!)6"&%*8C)$#)=:&8:)F!"/!*@M $'7C01)/*7!)6"$L!87)7"&!1)7$)$A!"8$%!<)7:*7)
underlies our mutual transactions occurring in the tissue of anonymous 
!5&17!'8!E)Q1)O:*''$')O@//&A*')!56/*&'1)&'):!")*'*/C1&1)$#)F!"/!*@M $'7C01)
late work, “anonymous existence is that unnamed and perhaps unname-
*?/!)/!A!/)$#)?$,&/C)!5&17!'8!)7:*7)&1)6"!6!"1$'*/+E+E+E+P$%6/!%!'7*"C)7$)7:!)
8:*"*87!"&H*7&$')$#)*'$'C%$@1)!5&17!'8!)*1)6"!6!"1$'*/)&1)F!"/!*@M $'7C01)
,!18"&67&$')$#)&7)*1)&%6!"1$'*/+E+E+E+?!8*@1!)7:!)$7:!"01)S/&A&'()?$,C):*1)7:!)
1*%!)17"@87@"!)*1)%&'!0])^X3a`W_E)o!A!"7:!/!11<)O@//&A*'):*17!'1)7$)"!A&1!)
the Merleau-Pontian perspective arguing that “[b]odies cannot be appealed 
7$)*1)1$%!)1$"7)$#) #$@',*7&$'*/) S(&A!'0) 7:*7)!*1&/C)1$/A!1) 7:!)6"$?/!%)$#)
8$%%@'&8*7&'()*8"$11)7:!&"),&##!"!'8!1])^`2_E)B')$7:!")=$",1<)&'7!"1@?L!8-
tivity becomes problematic when presupposed exclusively on the idea of 
anonymous existence, neutrality of the body, and impersonality. Needless 
to say, it is precisely the neutral perspective on the body that becomes one 
$#)7:!)7*"(!71)$#)O@//&A*'01)6"*(%*7&17)#!%&'&17)8"&7&D@!E).:*7)&1)?"$@(:7)7$)



119

Let Rhoda Speak Again…

the foreground in her rereading of Merleau-Ponty is, among other things, 
7:!)16!8&>8&7C)*',)6*"7&8@/*"&7&!1)$#)(!',!"E)Q/$'()7:!1!)/&'!1<)B)=$@/,)/&f!)
7$)*"(@!)7:*7) &').$$/# 01) #!%&'&17)6"$L!87<) 7:!)8$'9&87!,)>(@"!)$#);:$,*)
%*f!1)*+%@8:)'!!,!,)>11@"!)&')7:!)&%6!"1$'*/)&'7!"1@?L!87&A!)8$'7&'@@%)
$#)1!/A!1)=:$1!),&##!"!'8!1)*"!)$A!"8$%!)7:"$@(:)7:!&")*""&A*/)*7)*+"!*/&H*-
tion of their own mortal nature and the idea of the eternal return poignantly 
!%6:*1&H!,)&')7:!)'*""*7&A!01)8$'8/@1&$'E)G$"')?!7=!!')7:!)8$'7"*,&87$"C)
desires of embracing the common consciousness of the Transcendental Ego 
and testing the boundaries of identity and the limits of difference, Rhoda 
>'*//C)"!'$@'8!1):!")8$"6$"!*/&7C)*',)(!',!")&,!'7&7C<)*',)=&7:)7:!%)*/1$)
her life, not so much because she is ultimately convinced that the fact of 
!%?"*8&'()7:!1!)*16!871)$#)1@?L!87&A&7C)=$@/,)%*f!)/&77/!),&##!"!'8!)&')7:!)
general scheme of things, or even that their acceptance would push her 
deeper into already heavily gendered social reality, but because the level of 
awareness that she arrives at is too radical to be readily and immediately 
!%?"*8!,<)*',)?!8*@1!)&7)$6!'1)@6)*+6"!8*"&$@1)7!""&7$"C)7:*7)1!!%1)7$):!")
too dangerous and overwhelming.

R&'*//C<) 7:"$@(:) 7:!) 8$'9&87!,) >(@"!) $#) ;:$,*<).$$/#) */1$) 8"!*7!1)
*+#!%*/!)8:*"*87!")=:$1!)7"*'1("!11&A!)&,!'7&7C)6"!>(@"!1)7:!)%$,!"'M,*C)
17*7!)$#)*'5&!7C)7:*7)*88$",&'()7$)1$8&*/)7:!$"&17)TC(%@'7)U*@%*')8:*"-
*87!"&H!1)6$17M%$,!"'&7CE) B'):&1) VWWX) 8$%6!//&'() 17@,C)$#) [/&D@&,) #!*"<])
Bauman writes:

Fear is at its most fearsome when it is diffuse, scattered, unclear, unat-
7*8:!,<)@'*'8:$"!,<)#"!!)9$*7&'(<)=&7:)'$)8/!*")*,,"!11)$")8*@1!c)=:!')&7)
haunts us with no visible rhyme or reason, when the menace we should 
?!)*#"*&,)$#)8*')?!)(/&%61!,)!A!"C=:!"!)?@7)&1)'$=:!"!)7$)?!)1!!'E)SR!*"0)
is the name we give to our uncertaintyE+E+E+^V_

P:*"*87!"&17&8) $#) 6$17M%$,!"'&7C) "*7:!") 7:*') .$$/# 01) %$,!"'&7C<)
U*@%*'01)6*"*,$5&8*/)8$'8!67@*/&H*7&$')$#)[/&D@&,)#!*"])*1)1&%@/7*'!$@1-
/C)!18*6&'()8/!*"),!>'&7&$')*',)!*1&/C)7"*8!,)7$)*+'@%?!")$#)6"!1!'7M,*C)
,*'(!"1)'$'!7:!/!11)!%!"(!1)*1)*+#@',*%!'7*/)7"*&7)$#);:$,*01)@'8!"7*&'-
ty. Even though Woolf deliberately does not give the readers easy expla-
'*7&$'1)$#);:$,*01)#!*"1)$")*'C)!56/&8&7)f!C)7$):!")8$'9&87!,)'*7@"!<)&7)&1)
'$7):*",)7$),!,@8!)7:*7)7:!)%*L$"):$""$")1:!)#*8!1)&1):*A&'():!")&,!'7&7C)
6"!M,!>'!,<)"!&>!,<)*',)>'*//C),&11$/A!,)&')7:!)("!C)#*8!/!11)8"$=,p

K&#!<):$=)B):*A!),"!*,!,)C$@+E+E+E+$:<):@%*')?!&'(1<):$=)B):*A!):*7!,)
you! How you have nudged, how you have interrupted, how hideous 
you have looked in Oxford Street, how squalid sitting opposite each 
other staring in the Tube! Now as I climb this mountain, from the top 
of which I shall see Africa, my mind is printed with brown-paper parcels 
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*',)C$@")#*8!1E)B):*A!)?!!')17*&'!,)?C)C$@)*',)8$""@67!,E)Y$@)1%!/7)1$)
unpleasant, too, lining up outside door to buy tickets. All were dressed 
&') &',!7!"%&'*7!) 1:*,!1)$#)("!C) *',)?"$='<)'!A!") !A!')*+?/@!) #!*7:!")
6&''!,)7$)*+:*7E)o$'!):*,)7:!)8$@"*(!)7$)?!)$'!)7:&'()"*7:!")7:*')*'$7:-
er. What dissolution of the soul you demanded in order to get through 
$'!),*C<)=:*7)/&!1<)?$=&'(1<)18"*6&'(1<)9@!'8C)*',)1!"A&/&7Cs)^VW4aWg_

G!""&>!,)$#)?!&'()!'(@/#!,)?C)7:!)*'$'C%$@1)8"$=,<)7:!)@1@*//C)1!/#M
effacing Rhoda occasionally longs for individuality and difference. And 
:!"!)/&!1)7:!)("!*7!17),&#>8@/7C)$#)*66"$*8:&'().$$/# 01)A&!=1)$')&%6!"1$'-
*/&7C)*',)&'7!"1@?L!87&A&7Cc);:$,*)!%?$,&!1)7:!)#!%&'&17),&/!%%*)$#):$=)
7$)1@17*&')*+1!'1!)$#)'$'M@'&7*"C)&,!'7&7C)=&7:$@7)1@?18"&?&'()7$)&71)6"!M
,!>'!,)1$@"8!1)*',)=&7:$@7):*A&'()&7)17*?&/&H!,)$")"!&>!,)?C)$7:!"1E).:*7)
1*A!1);:$,*01)*@7$'$%C)*',)*7)7:!)1*%!)7&%!)!',$=1):!")=&7:)*+8$'1&,!"-
able degree of authority is her insistently self-conscious and questioning 
introverted stance along with her strategic approach to reality. As she says 
*7)$'!)6$&'7<)[U@7) &7) &1)$'/C)7:*7)B):*A!)7*@(:7)%C)?$,C)7$),$)*+8!"7*&')
7"&8fE)B'=*",/C)B)*%)'$7)7*@(:7])^VVV_E

As Bernard observes, Rhoda chooses “intense abstraction” because she 
fears others and the ways in which they “shatter the sense of being which 
&1)1$)!57"!%!)&')1$/&7@,!])^244_E)B',!!,<);:$,*)&1)#"!D@!'7/C)6!"8!&A!,)*1)
*+f&',)$#)S*?1!'7)6"!1!'8!0c)=:&/!)7:!)$7:!")8:*"*87!"1)$#7!')"!%*"f)7:*7)
Rhoda is always clumsily “lagging behind” the rest, she is quite literally 
“not with them” throughout most of the narrative, but rather occupies an 
@'&,!'7&>!,)16*8!)?!C$',)*//)$#)7:!%<)*',)&1)$#7!')1!!')*1)[/$$f&'()6*17])
$")[7:"$@(:])$7:!"1)^gW<)2V_E);:$,*01)[17"*'(!)8$%%@'&8*7&$'1)=:!')1:!)
/$$f1)6*17)j$7:!"1k])1@((!17)*+,&##!"!'7)f&',)$#)f'$=/!,(!)7:*7)'$'!)$#)7:!)
8:*"*87!"1)*"!)6"&AC)7$)^3b_E)P$'7"*"C)7$)=:*7)%$17)8"&7&81):*A!)1*&,)*?$@7)
;:$,*01)1!/#M,!17"@87&A!)#!*")*',)&71)8@/%&'*7&$')&')7:!)[1@&8&,*//C)1$/&61&1-
7&8)9&(:7])#"$%)1$8&*//C)8$'17"@87!,)!5&17!'8!<):!")"*,&8*/)=&7:,"*=*/),$!1)
'$7)'!!,)7$)?!)8$'17"@!,)/&7!"*//C)*1)*+8$=*",/C)&'17*'8!)$#)!18*6&1%<)?@7)
"*7:!")>(@"*7&A!/C<) *1) *+8$'18&$@1)(!17@"!)$#) *+ 1!/#M*=*"!) &',&A&,@*/)=:$)
=&7:,"*=1)&')$",!")7$)&,!'7&#C)*+,&##!"!'7)%!'7*/)16*8!)7:*7<)&')7:&1)8*1!<)*/-
lows for reconsideration and transformation of the traditionally conceived 
1!/#:$$,)^F8m*A"*')X`_E)B')()*+),#-"%., Bauman speaks about such in-
,&16!'1*?/!)S,&17*'8&'(0)7@"'&'()7$)Q,$"'$01)&,!*)$#)7:!)&'7!//!87@*/)=:$)
withdraws into “inviolable isolation”:

J!!6&'()*+,&17*'8!<)6*"*,$5&8*//C<)&1)*')*87)$#)!'(*(!%!'7Z&')7:!)$'/C)
#$"%)=:&8:)!'(*(!%!'7)$')7:!)1&,!)$#)@'#@/>//!,)$")?!7"*C!,):$6!1)%*C)
sensibly take: ‘The detached observer is as much entangled as the active 
6*"7&8&6*'7c)7:!)$'/C)*,A*'7*(!)$#)7:!)#$"%!")&1)&'1&(:7)&'7$):&1)!'7*'(/!-
%!'7<)*',)7:!)&'>'&7!1&%*/)#"!!,$%)7:*7)/&!1)&')f'$=/!,(!)*1)1@8:E0)^2`4_
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Let Rhoda Speak Again…

Q/$'()1&%&/*")/&'!1<);:$,*01)=&7:,"*=*/)8*')6!":*61)?!)1!!')*1)*')*87)
$#)!'(*(!%!'7)*',)*+=*C)$#)*8D@&"&'()f'$=/!,(!)$#)7:!)1$@"8!1)*',)8$'-
1!D@!'8!1)$#):!")#!*")*',)*'5&!7CE);:$,*01)/*"(!/C)@'*88$@'7!,M#$")1@&8&,!)
that Woolf merely hints at through the voices of other characters, or rather, 
7$)@1!)Q''!77!)q5&',&'!01)%$"!)1!'1&7&A!)=$",<):!")[,&1*66!*"*'8!<])'!!,1)
7$)?!)"!8$'1&,!"!,)*1)*')*87)$#)7"*'1("!11&$')$#)7:!)8$'>'&'()1$8&*/)$",!")
that is exposed in  !"#$%&"')7:"$@(:):!")6$=!"#@/)&'1&(:71)^q5&',&'!)VW4_E)
Rhoda is an outsider, an “authentic,” as Bernard once referred to her, who 
[!5&17j1k)%$17)8$%6/!7!/C)&')1$/&7@,!])^22X_E)O:!)&1)*/1$)7:!)$'!)=:$)[:*j1k)
'$)!',) &')A&!=]c):!")@'8!"7*&'7C<)8$''!87!,)=&7:) "!%*&'&'() #!*"#@//C)*',)
6*&'#@//C<) C!7)'$7)=&7:$@7) *+ "!*1$'<) [@'*77*8:!,<)=&7:$@7) *'8:$"*(!) *'C-
where, unconsolidated,” indeed becomes the only attainable freedom that 
7:!) ,&#>8@/7) f'$=/!,(!) $#) 7:!) ?$@',*"&!1) $#) 1!/#:$$,) !'7*&/1) ^2VV_E) ;!-
/&'D@&1:&'()7:!)G"*'18!',!'7*/)e($<)S7:!),*%'!,)!($7&17&8*/)1!/# 0)$#)=:&8:)
.$$/#)=*1)1$)=!*"C<);:$,*<)/&f!)*"7&171)K&/C)U"&18$!)#"$%).$$/# 01)23V`) 1?;!"#
()2!;!1+'")$")F&11)K*)G"$?!)#"$%):!")>'*/)23g2)=$"f)Between the Acts, re-
!%!"(!1)*1)*+7"*'1("!11&A!)A$&8!)$#)7:!)#!%&'&17)&'7!//!87@*/)=:$)@1:!"1)&')
change, invites contradiction and ambiguity, and whose powerful discourse 
subverts the neutral anonymity of ;!"#K"'!#15# ;!"#L1.0,#deconstructing it, 
=:&8:<)*1)F$&)*67/C),!18"&?!1).$$/# 01)7!57@*/)6"*87&8!<)&',!!,)[/!*Aj!1k)7:!)
8"&7&8)'$)1&'(/!)@'&>!,)6$1&7&$')?@7)*+%@/7&6/&8&7C)$#)6!"16!87&A!1)7$)("*66/!)
=&7:])^4_E)I!16!"*7!/C)&'7!""$(*7&'():!")6"!8*"&$@1)6$1&7&$')&')7:!)1$8&*/)$"-
,!"<);:$,*)6*"*,$5&8*//C)"!%*&'1)*+#"*(&/!)C!7)6$=!"#@/)>(@"!)$#)@'8!"7*&'7C)
7:"$@(:)=:&8:).$$/#)A$&8!1)*+,!1&"!)#$"),&##!"!'8!<)*',)=:$1!)=&7:,"*=*/)
1:$@/,)?!)"!*,)*1)*+"*,&8*/)"!L!87&$')$#)@'&7*"C)1@?L!87&A&7C)6"!1@66$1!,)$')
the mind-body dualism. “Let Rhoda speak,” therefore, “whose face I see re-
9!87!,)%&17&/C)&')7:!)/$$f&'(M(/*11)$66$1&7!c);:$,*)j=:$)=*1k)&'7!""@67!,)
=:!')1:!)"$8f!,):!")6!7*/1)&')*+?"$=')?*1&'+E+E+E+O:!)&1)'$7)(&,,C)=:!')1:!)
/$$f1),$='E)O:!)/$$f1)#*")*=*C)$A!")$@"):!*,1<)?!C$',)B',&*])^24b_E
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