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[ Abstract)

Ecogothic literature, a fusion of ecocriticism and Gothic elements, interrogates
humanity’s darker perceptions of the natural world, to scrutinize and dismantle our more
sinister environmental visions; ecogothic bridges ecological anxieties with Gothic horror.
As Andrew Smith and William Hughes explicate in Ecogothic (2013), the Gothic genre
adeptly portrays and articulates these eco-anxieties (5). The confluence of Gothic horror
and ecological critique expounds latent fears regarding environmental degradation and
humanity’s precarious relationship with nature. This literary approach exposes underlying
anxieties tied to environmental disruption while critiquing humanity’s often adversarial
stance towards nature. It highlights the fragility of our ecological systems and the grave
consequences of their destabilization. The interrelation and conflict between humanity and
nature implicate the paradox in our ecological interactions. Employing ecogothic
perspectives, this paper examines the swamp in Anne Rice’s Interview with the Vampire,
divulging the symbolic representation of the contentious relationship between nature and
humanity. This analysis emphasizes how the swamp’s menacing presence reflects the
ecological anxieties to the narrative, mirroring humanity’s fear of the untamed and
uncontrollable aspects of nature. The entwined relationship between human and natural
elements in the narrative magnifies the conflicts in their coexistence, illustrating the
ongoing struggle between human attempts to dominate nature and nature’s resistance to
such control. The swamp, as a threshold space, mirrors the transitional beings—
vampires—who inhabit it, reflecting their internal conflicts and implying the blurred
boundaries involving control and the untamed forces of nature, a paradox of creation and

destruction.

[ Keywords)
Ecogothic literature, Interview with the Vampire, ecological anxieties, Gothic

horror, human-nature conflict

1. Introduction
Ecogothic literature, an amalgamation of ecocriticism and Gothic elements, probes
into humanity’s more sinister perceptions of the natural world. Responding to the entreaties

of theorists such as Estok and Morton to examine and dismantle our darker environmental
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visions, the ecogothic bridges ecological anxieties with Gothic horror. As Andrew Smith
and William Hughes illuminate in Ecogothic (2013), the Gothic genre is equipped to
portray and articulate these eco-anxieties (5). The synthesis of Gothic horror and ecological
critique specifies the latent anxieties about environmental degradation and humanity’s
precarious relationship with the natural world. This literary approach discloses the
underlying fears tied to environmental degradation, while simultaneously critiquing
humanity’s often antagonistic relationship with nature. It exposes the fragility of our
ecological systems and the dire consequences of their disruption. The interconnection and
conflict between humanity and nature highlight the duality essential in our ecological
interactions (Sulaiman 267). Utilizing ecogothic perspectives, this paper scrutinizes the
swamp in Anne Rice’s Interview with the Vampire, revealing the symbolic representation
of the contentious relationship between nature and humanity. This examination emphasizes
how the swamp’s ominous presence reflects the larger ecological anxieties fundamental in
the narrative, mirroring humanity’s fear of the untamed and uncontrollable aspects of
nature. The connection of human and natural elements in the narrative serves to magnify
the conflicts in their coexistence. This intertwined relationship illustrates the ongoing
struggle between civilization and wilderness, highlighting the clash between human
attempts to dominate nature and nature’s resistance to such control. This dichotomy signals

the perilous outcomes of disregarding ecological balance.

2. Ecogothic Framework and Theoretical Context

The narrative’s exploration of these themes indicates the pervasive unease that
accompanies humanity’s encroachment on natural landscapes. Furthermore, it expounds
the dynamics between ecological integrity and human intervention. Through ecogothic
approaches, Rice’s work illuminates the anxieties surrounding ecological destruction and
the interchange between the natural world and human existence. This analysis foregrounds
the symbiotic relationship between human actions and environmental consequences,
emphasizing the mutual dependency inherent in this dynamic.

Ecogothic literature merges Gothic horror with ecological themes to explore
humanity’s darker interactions with the natural world. The ecogothic genre, which
deliberately integrates ecological criticism with unsettling views of nature, to analyze and
dismantle humanity’s more ominous environmental perspectives. This hybrid scrutinizes
the anthropocentric exploitation of natural landscapes, divulging the sinister consequences
of environmental degradation. The anxous “concerns” can be conveyed through Gothic
motifs, offering storytellers and scholars a medium to express their unease with astute

3
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societal insights, as Gothic Studies deciphers contemporary and historical complexities,
illuminating the layers of human nature (Lundberg et al. 10). Ecogothic narratives thus
reveal the convoluted and often malevolent interchange between humanity and the
environment, stressing the repercussions of ignoring ecological balance. The literary
approach explicates the fears associated with environmental deterioration, offering
perceptions into the anthropocentric impact on natural ecosystems. By amalgamating
elements of horror and ecological critique, ecogothic literature provides an agonizing
“critique” of the interdependence between humans and the environment (Hudson and
Going 7). This genre, therefore, provides a framework for examining the psychological and

environmental implications of humanity’s exploitation of nature.

3. The Southern Swamp: Cultural and Historical Significance

The ecogothic framework reveals the multifaceted anxieties embedded within natural
landscapes. This perspective highlights the significant impact of ecological transformations
on human consciousness. Wilson’s research on the swamp explicates it as a locus of
ambiguity and liminality, capturing the conflation of boundaries between terra firma and
aqueous expanses, civilization and wilderness, as well as life and death (IX). Such
transformations emphasize the tensions and contradictions within the human-nature
relationship. The endeavor to convert the swamp from its “natural state” into a “pastoral
garden” nevertheless renders it an obstinate, lethal, and irreducible entity (Wilson XIX).
This resistance to human control further complicates the ecological and -cultural
significance of such landscapes. The conceptualization of the swamp as an interstitial space
where conventional demarcations dissolve is pivotal in understanding its symbolic
resonance.

The ecogothic vision provides a critical framework for understanding the symbolic
role of natural landscapes in Southern literature. Given that Interview with the Vampire is
set in the American South, particularly in the swamp regions, it is crucial to address the
Southern natural ideology pertinent to this setting. The juxtaposition of the swamp with the
cultivated plantation signals the tension between untamed nature and human attempts at
subjugation:

The swamp and the myth of the plantation South have always been at odds. For
the Cavalier-era Southern mind, ideas of control, purity, and dominion over
nature (both within and without) were essential; in both literature and in the real

world, the swamp always defied those ideas (Wilson 3).
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This segment illustrates the opposition between the swamp and the mythos of the plantation
South. The Southern psyche, shaped by Cavalier ideals, esteemed control, purity, and
dominion over nature. However, the swamp, both in literature and in reality, subverted
these ideals, embodying a realm that resisted taming and control. This defiance elicited
both fear and reverence, as it contrasted with the cultivated, orderly vision of the Southern
landscape. The swamp’s untamed nature implicates a potent symbol of the limits of human
dominion and the enduring power of the natural world.

The ecogothic paradigm illuminates the dynamics between nature and societal
constructs. The swamp’s indeterminacy and fluidity, according to Wilson, present an
austere antithesis to the inflexible societal norms and compulsive obsession with order that
defined the antebellum South. The swamp’s very physical ambiguity, as exemplifying with
treacle, which is “anomalous in the classification of liquids and solids, being in neither one
nor the other set,” fundamentally undermines a system as meticulously devoted to order
and categorization. An adversary to any Victorian, European, or Southern notion of “purity,”
the essence of the swamp’s menace lies in its liminality, its perilous confluence of land and
water that can suddenly yield beneath the unsuspecting foot (Wilson 9). He expounds the
swamp’s physical ambiguity, demonstrating how it posed a substantial threat to the
Southern preoccupation with order and classification. The swamp’s treacherous
amalgamation of land and water engendered an unpredictable and hazardous milieu, thus
amplifying its feared status. Furthermore, its equivocal nature symbolized a direct affront
to the rigid societal norms of the antebellum South, embodying a space that subverted the
purity and control esteemed by Southern society. This analysis indicates the tension
between natural chaos and human attempts at imposing order, highlighting the swamp as a

symbol of resistance against anthropocentric dominance.

4. The Swamp in Interview with the Vampire: Symbolism and Liminality

The symbolic role of the swamp in Southern culture provides a framework for
understanding its depiction in Anne Rice’s Interview with the Vampire. In the novel, the
swamp functions as a symbol of the South’s untamed, mysterious, and often malevolent
nature, contrasting sharply with the controlled, cultivated landscapes of the plantations
(Rice 6, 162). According to Wilson, the dichotomy in perception between the North and
South regarding the swamp reflects larger cultural and ideological conflicts prevalent
during the antebellum period. He provides a broader cultural perspective, explaining how
the swamp was viewed differently. While Northern abolitionists used the swamp
metaphorically to criticize Southern morality, Southerners saw it as a tangible barrier to

5
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their agrarian ideals. The swamp’s physical presence served as a reminder of the gap
between the South’s idealized vision and its reality, highlighting both fear and reverence
for its stubborn existence (7). In the North, the swamp became a convenient symbol to
critique the perceived moral failings of the South, while in the South, it was an unavoidable
reality that indicated the limitations and challenges of creating a controlled, agrarian
paradise. These divergent perceptions indicate the entrenched cultural and regional
disparities of the period.

Historically, swamps have posed a significant obstacle to the imposition of order long
before European settlement in North America. From the outset, European settlers perceived
Southern swamps and the marshlands of New England distinctively, with their responses
being imbued with value judgments (Wilson 14). The swamp’s multifaceted symbolism
thus reflects a complex interaction of ecological, cultural, and ideological dimensions. The
swamp, with its resistance to cultivation and its association with disease and danger, stood
as a contrast to the romanticized image of Southern plantations, revealing the underlying
tensions between idealism and practicality in Southern culture.

The swamp’s very existence challenges the anthropocentric notion of nature as a
suppressed and disciplined entity, instead presenting it as an autonomous and formidable
force. In Anne Rice’s Interview with the Vampire, the swamp exemplifies this unrestrained
and powerful aspect of nature, functioning as an environment that juxtaposes the vampires’
battle with their predatory nature and existential challenges (Rice 16). Wilson points out
the swamp’s role as the antithesis to the meticulously constructed image of the Southern
pastoral garden. The “Cavalier myth,” a fabricated narrative, aspired to impose control and
order upon the Southern landscape, depicting it as a cultivated and tranquil environment.
This mythos reflects an anthropocentric and dominion-oriented view of nature, wherein the
natural world is subjugated and tamed. However, the swamp, with its ambiguity and
ungovernable nature, defied these hegemonic aspirations. It epitomized untamed
wilderness and chaos, resisting the imposition of artificial order and structure.

This resistance implicates the swamp’s formidable and feared nature, derived from its
essentially uncontrollable and unpredictable elements. It provides a potent symbol of the
South’s underlying wildness and complexity, contrasting the sanitized and idealized vision
of the Southern landscape promulgated by the Cavalier myth. Consequently, the swamp
remains an enduring and obstinate expanse within the Southern ‘“self-narrative,”
embodying the perpetual tension between cultivated order and natural wildness (7). This

dialectical relationship signifies the swamp’s role as a significant counterpoint to the
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controlled and orderly pastoral garden, symbolizing the inexorable presence of natural
chaos and unpredictability within the Southern cultural and environmental ethos.

In the Southern setting of Interview with the Vampire, the swamp functions as an
interstitial space where the demarcations between human and vampire, life and death, are
indistinct. This “liminal” zone implicates the ambiguity and fluidity of identity, compelling
characters to navigate a realm where traditional binaries are continually blurred (Bloom
266). The swamp’s enigmatic nature exemplifies the complexity of the characters’
identities, involving the tension within the narrative. This setting acts as a metaphorical
landscape that challenges and destabilizes the characters’ sense of self and perception of
existence. The swamp’s duality as both a site of refuge and danger mirrors the characters’
internal struggles, reinforcing the thematic exploration of identity and transformation. Thus,
the swamp’s role in the narrative is vital for understanding the wider ecogothic implications

within the text.

5. Ecogothic Atmosphere: Danger, Decay, and Beauty

In Anne Rice’s Interview with the Vampire, the swamp is a multi-layered setting that
enhances the novel’s gothic atmosphere. Its depiction combines elements of natural beauty
and seclusion with aspects of danger, death, and decay, creating a stratified context for the
characters’ experiences. This bifurcation in the swamp’s portrayal not only mirrors the
internal disquiet of the characters, particularly the vampires, but also heightens the thematic
tension between life and death, nature and civilization.

On the one hand, the swamp is described with an enchanting allure. The moss-hung
cypresses and the chorus of creatures add to the mystical charm of the narrative. This
natural beauty contrasts with the refined life of the plantations, making the latter appear
even more precious and desirable. Louis recalls the vision of the swamp rising beyond the
plantation, stating, “I can still remember that thin, rapid music and the vision of the swamp
rising beyond her, the moss-hung cypresses floating against the sky. And there were the
sounds of the swamp, a chorus of creatures, the cry of the birds. I think we loved it” (Rice
6). The swamp’s sounds, such as the cries of birds, create a sense of connection with nature
and contribute to the overall gothic ambiance. The dance of light and shadow within the
swamp further magnifies its eerie beauty, casting an almost surreal glow that heightens the
sense of otherworldliness. This ethereal quality of the swamp signals the theme of
ambivalence, presenting it as both a sanctuary and a place of lurking danger, thus enhancing

the novel’s atmospheric complexity.
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Moreover, the swamp offers seclusion and privacy, away from the prying eyes of
society. This isolation is beneficial for characters seeking to conduct secretive activities or
simply to escape the scrutiny of the civilized world. The swamp provides a secluded,
private area where characters can retreat, adding a layer of mystery and enchantment to
their lives. This seclusion is exemplified when Louis and Claudia use the swamp to dispose
of Lestat’s body, taking advantage of its remote and hidden nature to keep their dark deeds
concealed: “I hitched the horse myself, shushing the groggy coachman, and drove the
hearse out of the city, fast in the direction of the Bayou St. Jean, towards the dark swamp
that stretched to Lake Pontchartrain” (Rice 136). This use of the swamp highlights its role
as a facilitator of secrecy and concealment, crucial for the characters’ dark machinations.

Conversely, the swamp also embodies significant aspects of decay and danger. It is a
place frequently serving as a burial ground for bodies, emphasizing its ominous reputation.
The swamp is depicted as dangerous, filled with muck and rustling animals, evoking fear
and unease. The stench and the presence of creatures contribute to the sense of peril that
the swamp represents. This danger is palpable when Louis and Claudia drive towards the
dark swamp, “I could smell the stench of the muck, hear the rustling of the animals” (Rice
136), signaling the swamp’s hostile and foreboding nature. The swamp’s hazardous
environment features its role as a symbol of trepidation and malevolence.

Furthermore, the swamp symbolizes isolation and desperation, providing a setting for
hidden duels and confrontations, where societal norms are abandoned, and characters
engage in acts of violence away from the public eye. This role implicates the swamp’s
association with chaos and the breakdown of social order. The scheduled duel on the edge
of the swamp illustrates this point: “Well, the duel, as I told you, was scheduled for four
a.m. On the edge of the swamp just beyond the city’s northern gate” (Rice 43), showing
how the swamp becomes a place where characters can engage in actions they prefer to keep
hidden from society. The swamp’s capacity to harbor clandestine activities illustrates its
function as a symbol of subversion and ambiguity.

From the preceding observations, the swamp in Interview with the Vampire represents
a significant natural element that enhances the novel’s gothic tone. Its dual nature,
combining beauty and seclusion with danger and decay, parallels the characters’ own
struggles and transformations, making it an integral part of the story’s dark and
mesmerizing world. This multidimensional depiction of the swamp signifies its pivotal role
in the narrative, explicating the interconnections between the environment and the

characters’ states.
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6. The Vampiric Condition and Ecological Anxiety

The swamp’s manifold nature serves to amplify the characters’ internal conflicts,
symbolizing the entangled dynamics between humanity and monstrosity. This natural
environment becomes a stage where the characters confront their “dual identities” and the
characteristic contradictions within their existence (Craven and Sandars, 2024). In the
narrative landscape, the swamp’s duality denotes the tension and fear experienced by the
characters: “There were creatures all around him in the dark [swamp]. ... the tenacity of
the will to live” (Rice 162). This portrayal augments the narrative’s examination of survival
and primal instincts, illustrating how the ostensibly destructive swamp paradoxically
embodies a source of vitality and life force. By situating the narrative within this
ambiguous landscape, Rice denotes the tension between the characters’ humanistic
qualities and their monstrous impulses, thus enhancing the psychological depth of the
narrative.

The awakening of Louis to his vampiric nature illuminates the duality of
enlightenment and agony. Louis’ transformation into a vampire suggests both a revelatory
and tormenting experience, saturating him with an acute awareness of the preciousness of
life while simultaneously binding him to the perpetual act of taking it: “My vampire nature
has been for me the greatest adventure of my life; all that went before it was confused,
clouded; I went through mortal life like a blind man groping from solid object to solid
object” (Rice 81). Louis begins by describing his vampiric nature as the greatest adventure
of his life, indicating that it has brought him experiences and visions far beyond those of
his mortal existence. He reflects on his mortal life as being “confused” and “clouded,”
suggesting a lack of clarity and purpose. The simile of living “like a blind man groping
from solid object to solid object” conveys a sense of aimlessness and lack of direction
during his human life.

Next, “[1]t was only when I became a vampire that I respected for the first time all of
life” (Rice 81). Louis reveals that his transformation into a vampire, paradoxically, instilled
in him a newfound respect for life. This line indicates a significant shift in his perception,
where the act of becoming a vampire opened his eyes to the value and convolution of living
beings, something he had not truly appreciated before.

Lastly, “I never saw a living, pulsing human being until [ was a vampire; I never knew
what life was until it ran out in a red gush over my lips, my hands” (Rice 81). Here, Louis
conveys the paradox of his existence. He admits that he never truly “saw” or understood
the essence of a living human being until he became a vampire. The vivid imagery of life
“running out in a red gush” over his lips and hands symbolizes the act of feeding on humans,

9
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which paradoxically grants him a deeper understanding and respect for life even as he ends
it. This line illustrates the duality of his enlightenment—he gains profound insights into
life through the very act of taking it.
In sum, Louis articulates the paradox of his existence: his metamorphosis into a
vampire has endowed him with a heightened appreciation for life, even as he must
extinguish it to sustain himself. This ambivalence of humanity and monstrosity is central
to his character, as he struggles with reconciling his newfound perceptions with his
predatory instincts. The association of his enhanced reverence for life against the grim
necessity of taking it denotes the underlying conflict that defines his vampiric existence.
The duality of Louis’s existence is marked by an ongoing struggle between his innate
human empathy and his predatory vampiric instincts.
I knew peace only when I killed, only for that minute; and there was no question
in my mind that the killing of anything less than a human being brought nothing
but a vague longing, the discontent which had brought me close to humans, to
watch their lives through glass. I was no vampire. And in my pain, I asked
irrationally, like a child, Could I not return? Could I not be human again? (Rice
86)

This internal conflict delineates the constant dichotomy between Louis’s human and

vampiric natures, manifesting in his simultaneous abhorrence of and compulsion toward

killing. The subsequent passages offer more thorough interpretations.

“I knew peace only when I killed, only for that minute” (Rice 86). Louis finds a
fleeting sense of tranquility in the act of killing, suggesting that his predatory nature
temporarily quells his inner turmoil. However, this peace is ephemeral, lasting only for the
brief moment of the kill, highlighting the transient relief that violence brings him.

“[A]nd there was no question in my mind that the killing of anything less than a human
being brought nothing but a vague longing” (Rice 86). Killing non-human creatures fails
to satisfy Louis’s deeper urges, leaving him with an indistinct sense of yearning. This
statement signifies the gravity of his condition, where only human victims can temporarily
satiate his vampiric hunger and bring him a semblance of peace.

“[TThe discontent which had brought me close to humans, to watch their lives through
glass” (Rice 86). Louis’s dissatisfaction drives him to observe human lives from a distance,
symbolizing his alienation. This metaphor of watching through glass suggests his
separation from the human experience, evoking a sense of isolation and longing for a
connection he can no longer fully participate in. Louis’s intense conflict is manifest as he
contends with his need to kill to attain a momentary semblance of peace. The ephemeral

10
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consolation he derives from killing humans designates his basic connection to humanity,
whereas his dissatisfaction with killing lesser beings implicates his monstrous nature. His
fervent yearning to revert to his human form, despite its impossibility, exposes the
incessant internal struggle between his human values and vampiric instincts. This
association between his humanity and the monstrous compulsion imposed by his
vampirism indicates the pervasive discord that underpins his essence.

The continuous clash between Louis’s human empathy and his vampiric nature is
captured through his reflections on his predatory actions, emphasizing the core conflict that
delineates his being. This tension between his human and monstrous sides is symbolized
in the novel’s depiction of the swamp.

The swamp’s equivocal nature reflects the vampires’ own existential limbo, ensnared
between vitality and mortality, humanity and monstrosity. This portrayal aligns with
Wilson’s depiction of the swamp, emphasizing its role as a mirror to the characters’
ambiguous existence. The swamp’s ambiguity underlines the thematic exploration of
identity and the duality within the novel, illustrating how the natural environment can
embody and amplify the internal conflicts of the characters. The thematic resonance of the
swamp within the narrative not only highlights the internal struggles of the characters but
also extends to wider ecological and cultural anxieties.

The swamp acts to embody a compelling metaphor for the crossing of ecological and
cultural anxieties in literature. Through Parker’s methodology, the swamp is analyzed from
a perspective that scrutinizes the complex relationship between humans and the nonhuman
environment (214). This approach interprets how the swamp embodies broader ecological
anxieties and cultural trepidations, revealing the symbiosis between nature and human
perception. The swamp functions as a potent symbol for various ecological concerns such
as environmental degradation, biodiversity loss, and the ramifications of climate change.
Its volatile and inscrutable nature implicates the precariousness and “ambiguity” natural in
ecological systems, indicating an ingrained instability and mysteriousness in the natural
world (Parks 5). Culturally, it reflects fears of the unknown, the uncontrollable facets of
nature, and the perceived threat to anthropocentric dominance over the natural world. This
complex symbolism bridges the environmental and psychological dimensions of the
narrative, reinforcing the characters’ internal and external conflicts. In alignment with this
perspective, the vampires in this novel, with their static existence and resistance to change,
further embody the anxiety surrounding ecological and cultural transformations. Their
inability to adapt and evolve is ironically accentuated by the swamp’s characteristic
dynamism, reinforcing themes of inertia and the perils of resisting natural cycles.

11
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7. Human—Nature Tensions: Symbolism of Decay and Renewal

The swamp, as an ecological system, relies on the equilibrium and diversity of nature
for its existence and maintenance (Deb et al., 2016). However, anthropogenic activities
such as drainage, pollution, and development disrupt this balance, leading to ecological
degradation and species extinction. In the novel, the perilous and volatile nature of the
swamp not only symbolizes the threats inherent in the natural world but also reflects the
repercussions of human activities that degrade the environment (Van Assche et al., 2012).
These consequences include ecological disequilibrium, environmental degradation, and the
existential crises faced by humanity itself.

The swamp’s ominous presence, in Interview with the Vampire, with its miasmic
waters and tangled vegetation, reflects a space of both destruction and rebirth, signifying
the paradoxical nature of existence.

I went deeper and deeper in with Lestat’s remains, though why, I did not know. And

finally, when I could barely see the pale space of the road and the sky which was

coming dangerously close to dawn, I let his body slip down out of my arms into the

water. (Rice 136)

The subsequent analysis provides further detail:

“I went deeper and deeper in with Lestat’s remains” (Rice 136). The narrator’s gradual
immersion into the swamp with Lestat’s remains illustrates a reflective and symbolic
descent into a liminal space, where the boundaries between life and death, order and chaos,
are indistinct. This act implicates the narrator’s confrontation with the abysmal depths of
both the environment and his own psyche.

“[TThough why, I did not know” (Rice 136). This phrase indicates the narrator’s
existential bewilderment and lack of conscious volition, suggesting that his actions are
propelled by an inscrutable compulsion, resonating with the swamp’s enigmatic and
inscrutable nature.

“And finally, when I could barely see the pale space of the road and the sky” (Rice
136). The diminishing visibility signifies the narrator’s increasing alienation and
detachment from the known world, as he penetrates deeper into the swamp’s arcane and
disorienting environment. The “pale space” epitomizes the thin and precarious boundary
separating civilization from untamed nature.

“[W]hich was coming dangerously close to dawn” (Rice 136). The imminent arrival

of dawn represents a critical and lethal juncture for vampires, as exposure to sunlight is
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fatal. This temporal marker suggests the peril and urgency of the narrator’s endeavor,
heightening the narrative tension.

“I let his body slip down out of my arms into the water” (Rice 136). The
relinquishment of Lestat’s body into the swamp’s murky waters symbolizes a capitulation
to the primordial forces of decay and regeneration. This act denotes a relinquishment of
dominion and an acknowledgment of the swamp’s transformative and purgative power.

This descent signifies a symbolic surrender to the primeval forces that govern life and
death within the swamp’s depths, underlining the interaction between destruction and
renewal in the natural world. The swamp’s foreboding atmosphere, teeming with decay
and enigmatic vitality, mirrors the psychological labyrinth Louis navigates. His penetration
into the swamp signifies a descent into an environment that epitomizes desolation and
primeval decay. The swamp, with its fetid waters and ubiquitous vegetation, is a liminal
space that exists on the threshold of life and death. Louis’s journey deeper into this morass
reflects his own plunge into moral and existential ambiguity. The swamp, with its miasma
and murk, provides an apt metaphor for the convoluted and often mysterious path Louis
treads as a vampire.

The inexorable approach of dawn implicates the inescapable passage of time and the
impending threat it poses to the vampire’s nocturnal existence: “And finally, when I could
barely see the pale space of the road and the sky which was coming dangerously close to
dawn” (Rice 136). The encroachment of dawn introduces an element of imminent peril, as
the first light of daybreak heralds potential destruction for vampires. The “pale space”
denotes the nebulous line separating night from day, symbolizing the precarious balance
between safety and annihilation. This impending dawn not only heightens the tension but
also underscores the urgency of Louis’s actions. The swamp, ensconced in darkness,
becomes a sanctuary that must be abandoned with the coming of light.

The act of surrendering Lestat’s remains to the swamp’s depths represents a symbolic
gesture of relinquishment and finality: “I let his body slip down out of my arms into the
water” (Rice 136). The act of consigning Lestat’s remains to the swamp’s aqueous embrace
is imbued with both literal and symbolic significance. The water, inactive and somber,
embodies a natural repository for decay and regeneration. By relinquishing Lestat’s body
to this mire, Louis is enacting a form of purgation, attempting to expunge the vestiges of
his tormentor. The swamp’s capacity to obscure and absorb provides an agonizing reminder
of the cyclical nature of life and death, albeit in a grotesque and perverted form for the

undead.
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8. Ecogothic Warnings and Moral Implications

In this milieu, the symbolic weight of the swamp becomes more apparent. The swamp,
akin to the forest in Parker’s analysis, functions as an active agent in the narrative rather
than a mere passive background. The act of consigning Lestat’s body to the swamp can be
interpreted as an engagement with what Parker describes as the “living forest,” where
nature is not simply a setting but an entity endowed with agency and the capacity to evoke
fear and introspection (Parker 69). This dynamic interaction between the characters and
their environment is emblematic of the ecogothic tradition, highlighting the interrelation
between humanity and nature.

Wilson’s analysis further supplements this interpretation by contextualizing the
swamp within the broader cultural and historical milieu of the Southern United States. The
swamp in Southern culture, as Wilson explains, is a liminal space that embodies both refuge
and menace. It is a realm of enigma and alterity, frequently associated with the uncanny
and the supernatural (XV). In this light, Louis’s act of consigning Lestat’s remains to the
swamp transcends personal purgation, navigating these broader cultural associations. The
swamp emerges as a repository of both physical remains and cultural anxieties, a liminal
zone where the boundaries between the human and the nonhuman, the living and the dead,
are overwhelmingly blurred.

This exploration of the swamp’s symbolic significance leads into an examination of
the expansive themes of ecological disruption and suffering in the narrative. The dynamics
between the swamp and the vampires reflects the overarching themes of environmental
destruction and torment. In Anne Rice’s Interview with the Vampire, the swamp symbolizes
the vampires’ existential plight, illustrating the effects of disregarding the natural cycle.
The existence of vampires characterizes a disruption of natural order/chaos. Their
immortality and escape from the natural cycle of life and death result in perpetual suffering
and isolation (Hurtado, 2023). This “unnatural” state symbolizes the consequences of
humanity’s attempts to control and alter nature, leading not to liberation but to intensified
agony (Rice 64). The vampires’ torment can be viewed as an allegory for the backlash of
nature against the violence inflicted upon it by humans, implicating the inseparable bond
and mutual dependency between nature and humanity.

This observation reveals the significant psychological and ecological consequences
inherent in the disruption of natural cycles. The vampires’ existence exemplifies a powerful
metaphor for the unsustainable exploitation of natural resources. Such symbolic
representations signals the critical need for a harmonious relationship with the environment.
In the novel, the swamp and the vampires collectively symbolize various facets of
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ecological destruction. The perilous and unpredictable nature of the swamp intimates that
the natural world becomes increasingly perilous and unmanageable when it is disrupted
(Vickers, 2022). The vampires, conversely, symbolize the enduring agony and intrinsic
corruption engendered by such destructive actions. Their undead state contrasts with
nature’s perpetual regeneration, signifying the irrevocable impact of anthropogenic
activities on the natural world.

Vampires in Rice’s novel exhibit augmented physical attributes, including formidable
strength, celerity, and heightened sensory acuity. These enhancements are evident when
Louis delineates his metamorphosis and the newfound capabilities he acquires:

I saw as a vampire...He had seemed white to me before, starkly white, so that in
the night he was almost luminous; and now I saw him filled with his own life and
own blood: he was radiant, not luminous. And then I saw that not only Lestat had
changed, but all things had changed” (Rice 21).
The transformation not only bestows preternatural abilities but also alters the perception of
reality, implying the disjunction between mortal existence and the vampiric state.
Immortality is a core aspect of their undead state, which comes with a significant
psychological burden. Louis reflects on the endless passage of time and the existential
ennui that accompanies it.

Moreover, the conflict between vampires’ enhanced existence and perpetual suffering
implicates the essential contradictions of their condition. Their need for blood is not merely
for sustenance but is intrinsically linked to their predatory nature and the existential dread
of their condition: “Killing is no ordinary act... It is the experience of another’s life for
certain, and often the experience of the loss of that life through the blood, slowly” (Rice
29). This dependency engenders a convoluted moral landscape where vampires must
reconcile their predatory instincts with the vestiges of their humanity. The act of feeding,
suffused with both vitality and death, signals an incessant reminder of their deviation from
human norms and their immersion in an existential paradox (Kosloff & Solomon, 2020).
The predatory necessity entwined with their survival denotes the wider themes of
principled ambiguity and the struggle between their vampiric nature and residual human
empathy. This duality exacerbates their ontological conflict, perpetuating an endless
tension between their primal urges and the remnants of their conscience consciousness.

The ubiquitousness of sunlight as a lethal element indicates the peril that the natural
world poses to the vampiric condition, rendering their immortality fraught with hazards:
“You will die, you know. The sun will destroy the blood I’ve given you, in every tissue,
every vein” (Rice 25). This illustrates how sunlight, or the exposure to the outside during
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the day, is fatal for vampires. The dire consequences of such exposure highlight the fragility
and vulnerability that accompany their otherwise potent existence. Furthermore, the
omnipresent threat of sunlight serves as a persistent reminder of their perpetual
estrangement from the natural order, demonstrating the existential dichotomy between their
immortality and the mortal world. This unyielding menace not only intensifies their
isolation but also magnifies the incoherence between their eternal life and the transient
nature of the environment around them.

The constant threat of sunlight exemplifies the ecological implications of vampiric
existence. As the vampires navigate their precarious reality, they embody the
environmental narrative of unsustainable practices and their inevitable consequences. This
thematic continuity shows the inseparable link between ecological equilibrium and the
ontological dilemmas faced by the undead.

This interconnectedness between the vampires’ vulnerabilities and their ecological
consequences denotes the issues of environmental imbalance and existential suffering. In
this context, ecogothic literature features the long-term repercussions of human-inflicted
environmental degradation and the ensuing reflection (Sekhar, 2016). This genre reveals
the interchange between ecological devastation and the psychological ramifications
experienced by humanity. In Interview with the Vampire, the vampires’ immortality
represents both a defiance of natural laws and a symbol of the price paid for disrupting
nature: “My agony was unbearable. Never since | was a human being had I felt such mental
pain” (Rice 86). Louis articulates intense emotional and psychological torment. The term
“agony” signifies an extreme level of suffering, while “unbearable” connotes a pain that
surpasses his capacity for endurance. He emphasizes that this intensity of mental anguish
is unparalleled since his metamorphosis from human to vampire, thereby emphasizing the
considerable depths of his current despair. This depiction illustrates the substantial cost of
transcending natural boundaries and the psychological toll exacted by such transgressions.
It becomes clear that the quest for immortality is innately linked to a forfeiture of
psychological equilibrium and harmony with nature. The existence of the swamp
symbolizes a reminder of nature’s self-regenerative capacity and resilience, while
simultaneously warning that continued destruction will precipitate greater ecological
disasters and human suffering.

From an ecogothic perspective, the swamp and vampires in Interview with the
Vampire characterize not only the precarious relationship between nature and humanity but
also the intense anguish engendered by environmental degradation. The menace of the
swamp and the affliction of the vampires together constitute a cautionary tableau,
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admonishing us that acts of ecological desecration will inevitably recoil upon us,
implicating the imperative of symbiotic coexistence with the natural world.

The putrescent decay within the swamp mirrors the principled and mystical corruption
of the vampires, engendering a sense of pervasive dread. The esoteric quality of Potter’s
discourse reveals a panoply of perceptions into the enigmatic landscapes within literature.
By deploying an expansive lexicon, Potter’s discussion of Le Fanu’s landscapes can be
applied to understand the swamp in Interview with the Vampire as a site of ecological and
metaphysical significance. The swamp, much like Le Fanu’s landscapes, can be seen as
possessing a theological autonomy that resists human domination and interpretation. This
aligns with Potter’s argument that Le Fanu’s landscapes “subvert the Adamic primacy of
humanity over the environment” by positioning nature as an independent entity within the
hierarchy of creation (Potter 111). The swamp in Rice’s novel exemplifies a liminal space
where anthropocentric perspectives are rendered obsolete, thereby symbolizing the power
and mystery of the natural world.

In Interview with the Vampire, the swamp embodies this autonomy through its dense,
impenetrable vegetation and the pervasive sense of decay and rebirth. The swamp’s very
nature challenges the characters’ attempts to control or fully understand it, thereby
highlighting humanity’s vulnerability and limited perception. This reflects Potter’s
assertion that such landscapes reveal “humanity’s vulnerability while resisting the
attribution of meaning” (Potter 113). The swamp emerges as a potent symbol of the
inscrutable forces of nature that transcend human comprehension and demonstrate the
existential limits of human agency.

In shedding light on the dance between humanity and nature, the ecogothic elements
of'the swamp embody a crucible for existential anxiety and metaphysical reflection. Indeed,
the swamp’s malevolent characteristics manifest the theme of nature’s supremacy, thereby
reinforcing the narrative’s overarching exploration of ecological imbalance and human
frailty. Also, this thematic resonance extends to the relationship between terror and the
environment, a cornerstone of the ecogothic narrative. Parker points out the significance of
“eco-phobia”—an irrational dread of nature—in Gothic literature (6). In Interview with the
Vampire, the swamp characterizes eco-phobic elements, signifying a locus where human
dominion is subverted, and the monstrous facets of nature emerge with unsettling
prominence. The swamp’s sinister and unfathomable aspects amplify the theme of nature
as an uncontrollable force, exacerbating the characters’ existential dread.

Anthropomorphic attributes suffuse the environment with a palpable, almost human-
like consciousness. Drawing upon Parker’s discourse on animate forests, the swamp in
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Rice’s narrative is portrayed as a sentient, dynamic entity. Its perpetually shifting, perilous
terrain and the eerie, almost cognizant presence that seems to scrutinize intruders
underscore its vitality. This portrayal aligns with the Gothic tradition of depicting nature
as an active agent within the narrative, rather than a mere passive environment, reinforcing
the thematic depth and atmospheric intensity of the novel.

Concurrently, the swamp’s animated essence conveys the fundamental tension
between vitality and decay, illustrating its multifaceted role within the story. This
complication segues seamlessly into the exploration of the swamp as a liminal space,
blurring the lines between creation and destruction, a paradoxical interchange providing a
region where boundaries obscure and oppositions converge. The concept of duality, central
to Potter’s analysis of Le Fanu’s landscapes, is also pertinent to Rice’s depiction of the
swamp (115). In Interview with the Vampire, the swamp is a place where life and death
coexist, mirroring the vampire’s own liminal state between the living and the dead. This
duality is essential to the Ecogothic, as it underlines the “struggle” between the natural and
the supernatural (Keetley and Sivils 129). This thematic duality not only enhances the
atmospheric complexity of the narrative but also signifies a commentary on the
interconnectedness and cyclical nature of existence. The apposition of vitality and decay
within the swamp implicates the essence of ecogothic literature, revealing the nexus

crossing ecological realities and metaphysical anxieties.

9. Conclusion

In summation, the ecogothic paradigm within Anne Rice’s Interview with the Vampire
illustrates the dynamics involving humanity and nature through the symbolic
representation of the swamp. This natural setting, with its enigmatic and multifaceted
nature, is considered a potent metaphor for the knotty relationship crossing ecological
systems and human existence. The swamp’s duality, embodying both life and death, beauty
and decay, mirrors the internal conflicts of the characters, particularly the vampires, who
navigate their existence oscillating, straddling humanity and monstrosity. The novel’s
depiction of the swamp reinforces the themes of ecological disruption and the inherent
consequences of humanity’s attempts to dominate and exploit the natural world. The
vampires’ eternal struggle with their predatory nature and existential torment parallels the
broader ecological anxieties concerning environmental degradation and the unsustainable
exploitation of natural resources. This narrative framework amplifies the ecogothic critique
of anthropocentric perspectives, denoting the need for a more harmonious and symbiotic
relationship with the environment.
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Furthermore, the swamp’s portrayal as a liminal space where boundaries dissolve and
oppositions converge magnifies the layered theme of the novel. It embodies the paradoxical
synergy of creation and destruction, symbolizing the underlying instability and mystery of
ecological systems. This dynamic interaction between the characters and their environment
reveals the psychological and environmental ramifications of disrupting natural cycles,
offering a commentary on the impacts of ecological imbalances.

By integrating elements of Gothic horror and ecological critique, Interview with the
Vampire embarks on an exploration of the interconnectedness between human/vampire
actions and environmental consequences. The novel’s ecogothic perspective not only
enhances the atmospheric and thematic depth of the narrative but also provides a critical
framework for examining the cultural and ideological conflicts surrounding humanity’s
relationship with nature.

Ultimately, this analysis foregrounds the swamp as a symbol within the ecogothic
tradition, reflecting the multifarious and often antagonistic interrelations between humanity
and the natural world. The narrative’s examination of these themes implicates the exigency
to confront ecological anxieties and cultivate an awareness of our environmental
entanglements. Through its evocative and multilayered depiction of the swamp, Interview
with the Vampire articulates an agonizing critique of the fragile equilibrium between
civilization and wilderness, pointing out the indomitable force and persistence of nature
amidst human incursion. The paradoxical conjunction of beauty and decay in the swamp
in Interview with the Vampire parallels the characters’ internal struggles, augmenting the
novel’s gothic ambiance. Symbolizing isolation and chaos, the swamp supplies a
clandestine arena for duels and violent confrontations that subvert societal norms.
Furthermore, the swamp intensifies the tension involving humanity and monstrosity,
imbuing the narrative with psychological depth and probing the primal instincts of survival.
In short, the swamp’s depiction reveals the complex and often disquieting relationship
spanning nature and human ambition, illuminating the impact of ecological themes on the
liminal existence of both human and nonhuman entities. The swamp, as a threshold space,
mirrors the transitional beings—vampires—who inhabit it, reflecting their internal
conflicts and implying the blurred boundaries involving control and the untamed forces of

nature, a paradox of creation and destruction.
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[ Abstract)

"Manju visit a sick" is a narrative that has made a part of "Manjusri visit a sick"
in "Vimalakirti Sutra" into a story that attracts the interest of the audience, and it
depicts the process of how the Buddha ordered Manjusri to visit the sick Vimalakirti,
and Manjusri received the order and led the attendants to the place of Vimalakirti.
Bianwen, a narrative created based on historical events seen in Buddhist scriptures,
just like Jiangjingwen(narratives of Buddhist scriptures), can freely develop stories
without being restricted by the plot of the original Buddhist scriptures. On the other

hand, Jiangjingwen quotes the sentences of Buddhist scriptures and proceeds the story
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according to it, so in the main plot, it does not deviate greatly from the contents of
Buddhist scriptures. However, "Manju visit a sick" uses popular phrases that can
never be seen in Buddhist scriptures and Jingshu(explanation of Buddhist scriptures),
and people in the heavenly world such as Buddha, Manju, and other Buddhist
disciples are depicted as emotional and humane beings, and develops an interesting
story that is no less interesting than Bianwen. This paper focus on the restrictions that
are not in Bianwen in Jiangjingwen, that is, it is difficult to get out of the main plot
because it quotes the sentence of the Buddhist scriptures, and study the interest of

the story of "Manju visit a sick" created under such restrictions.

[ Keywords)
Manju visit a sick, Jiangjingwen, interest of the story, expression techniques,

character depiction
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[ Abstract)

The term parrhesia originates in Euripides’ Greek tragedies. In Fearless Speech
Foucault systematically explores the critical meaning of parrhesia as a verbal commitment
of truth-telling comprising five essentially core elements: frankness, truth, criticism
obligation, and, in the utmost form, without regard for risk-taking. He pointedly identifies

the concept as not simply a rhetorical truth game demanding courage but as a profound
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moral stance. This paper aims to analyze the distinctly vital features of parrhesia in both
personal and ancient Greek political contexts, focusing on the word’s meticulous
applications to the occurrences of parrhesiastic enunciation by key characters in
Hippolytus; moreover, this article also demonstrates how Euripides brilliantly imbues this
tragedy with the unified thematic points: the enigmatic ambivalence of truth-revealing and
truth-hiding, highlighting the representation of the ambiguous interplay between truth and
falsehood.

[ Keywords]
Euripides, Hippolytus, Foucault, parrhesia, ambivalence, ambiguity, truth

The term parrhesia [mappnoia], first appearing in Euripides’ drama Hippolytus, was
analyzed by Foucault in six lectures delivered at the University of California, Berkeley in
the fall of 1983, later published as Fearless Speech. In his seminar, entitled “Discourse and
Truth,” Foucault systematically discloses the core meaning of parrhesia as the verbal
activity of truth-speaking, involving five constituent elements: frankness, truth, criticism,
obligation, and, in its most extreme form, risk-taking; he also investigates the term in the
philosophic-literary context of Euripides’ dramas. This article analyzes the prominent
attributes of parrhesia, both in personal and ancient Greek political contexts, and exhibits
its splendid applications to the speech actions of central characters in Hippolytus. My
explicit purpose is to uncover the unifying themes of Euripides’ work: the ambivalence of
truth-telling and truth-hiding, as well as the ambiguous interplay of truth and falsehood.

In literature, a character who wishes to avoid veiling a belief or who does not want to
exert any rhetorical or sophistical device—the parrhesiastes [nappnoiactig], typically
translated as “one who speaks the truth” or “truth-teller”—*“frankly” endeavors to affect
other people’s hearts through the most direct expression possible. In Foucault’s words,
“The specific ‘speech activity’ of the parrhesiastic enunciation thus takes the form: ‘I am
the one who thinks this and that’” (13). Here, Foucault links parrhesia to parrhesiastes,
compelling us to recognize the speaker as both the enouncing subject and the subject of the
utterance (the speaker’s own opinion); “frankness,” moreover, merits the position as the
primary feature of parrhesia.

Second, following Foucault, we must distinguish negative parrhesia—a type of
logorrhea (Zapata 151)—from positive parrhesia, which represents a concord of faith and

truth. On the one hand, “there is a pejorative sense of the word not very far from
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‘chattering,” and which consists in saying any—or everything one has in mind without
qualification . . . —even the most stupid or dangerous things” (Foucault 13). However, in
most Greek texts from the late fifth century B.C., parrhesia carries a more positive sense,
leading us to its second attribute: a precise consistency between belief and truth. “It is not
improbable to envisage positive parrhesia, a concordance of logos and bios, as an exercise
of the self enacted on the self” (Zapata 151). From Foucault’s perspective, the Greek
literary parrhesiastes knows what is true and sincerely expresses what he believes to be
true (since it really is so), never imagining his statement or proposition as false; his
possession of certain moral and social qualities secures this truth achievement (Foucault
15). Thatis, the real truth-teller cultivates a singular relationship to truth through frankness
and belief.

Third, parrhesia is unquestionably related to the demands of risk-taking (sometimes,
but not always, the risk of one’s own life), and there is a danger in entering the parrhesiastic
game: “. . . in its extreme form, telling the truth takes place in the ‘game’ of life or death”
(ibid. 16). Thus, in practicing parrhesia, the genuine truth-speaker forges a bond to his
own life, even as he establishes a specific relation between himself and the Other—for
danger can, and often does, emanate from the Other. As such, a notable mark of the truly
earnest parrhesiastes is the courage to elevate oneself to the position of truth-teller,
notwithstanding the dangers involved. For instance, the fourth-century B.C. Greek
philosopher Socrates is portrayed by Plato in The Apology of Socrates as a real-life
incarnation of the literary parrhesiastes (though Plato never uses the word). By persisting
in his philosophy and faith, Socrates challenges and criticizes his interlocutors, exposing
the fallacies in their beliefs. He asserts his right to be a gadfly, to sting the sluggish horse
(thereby implying that Athens is in decline), and to persuade his fellow Athenians to
prioritize the pursuit of justice, truth, and piety in a time of chaos. He dedicates himself to
identifying universal Truth and emphasizes the immortality of the soul. However, in the
aftermath of their defeat by the Spartans, the Athenians, tired of this parrhesiastes’s voice,
tried and executed Socrates in 399 B.C.

The fourth characteristic of parrhesiastic activity is criticism, directed towards both
the self and the Other, but ultimately aimed at the interlocutor. The enounced truth and
beneficent advice offered by the parrhesiastes may wound or enrage the interlocutor; when
a true confession is made to a social superior, the parrhesiastes risks incurring castigation

for perceived wrongdoing. Foucault makes this point in Fearless Speech:
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“This is the way you behave, but that is the way you ought to behave.” “This is
what I have done, and was wrong in so doing.” Parrhesia is a form of criticism,
either towards another or towards oneself, but always in a situation where the
speaker or confessor is in a position of inferiority with respect to the
interlocutor. The parrhesiastes is always less powerful than the one with
whom he speaks. The parrhesia comes from “below,” as it were, and is
addressed towards “above.” (17-18)

According to Foucault, the fifth and final characteristic of parrhesia is the obligation
imposed by a sense of duty. The forthright advisor or frank confessor, who is at liberty
either to utter the truth or choose silence for safety, acknowledges a moral imperative to
engage in the parrhesiastic enunciation; this may be directed towards self-improvement or
towards caring for others. In essence, the verbal activity of parrhesia reflects the fact that
“the speaker uses his freedom and chooses frankness instead of persuasion, truth instead of
falsehood or silence, the risk of death instead of life and security, criticism instead of
flattery, and moral duty instead of self-interest and moral apathy” (ibid. 20).

In Hippolytus, the thematic corpus involves several dichotomies: man and woman,
speech and silence, truth and falsehood, moral ethics and blind drives, moderation and
hubris, forgiveness and revenge, culture and nature, loyalty and betrayal, passion and
callousness. While the word parrhesia itself does not function as a central motif, the
Euripidean tragedy nevertheless offers scenes of parrhesia that merit concern and
consideration, scenes that call forth its meanings and qualities, particularly its associations
with the ambivalence of truth-speaking and truth-hiding. By examining occurrences of
parrhesiastic utterance in Hippolytus, 1 elucidate the ambiguity between truth and
deception.

In Fearless Speech, Foucault expounds on occurrences of parrhesiastic enunciation
in Euripides’ six tragedies, notably Jon, which he deems representative of parrhesiastic
tragedy. The play is, in fact, dedicated to “the problem of parrhesia since it pursues the
question: who has the right, the duty, and the courage to speak the truth? This parrhesiastic
problem in /on is raised in the framework of the relations between the gods and human
beings” (27). Regarding parrhesia in Hippolytus, 1 raise the following questions: Who is
empowered to utter the truth? In what situations is truth-telling paramount? What are the
consequences of disclosing the truth? Correspondingly, the parrhesiastic scenes
themselves suggest related problematics: Who fabricates falsehoods or conceals reality?

Under what conditions is concealing the truth deemed critical? What are the consequences
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of such concealment? My subsequent analysis of these questions underscores the profound
disunion between truth-telling and the employment of deceptive speech or silence.
Although he does not detail the specific scene in Hippolytus, Foucault identifies
Phaedra’s confession of her ignominious love for her stepson as a demonstration of
personal parrhesia, contrasting it with parrhesia as a political act performed by a male
citizen for the state. Here I offer a more meticulous examination of this instance. Following
the scene depicting Hippolytus’ arrogant disdain for the love goddess Aphrodite, an
interrogation ensues between Phaedra and her trusted Nurse; this stichomythic match—a
verbal fencing contest—brings a significant secret to light. As Roisman points out,
“Scholars’ appraisal of the Nurse in the Hippolytus is not laudatory. She is usually seen as
a parody of the sophists: pragmatic, cynical, and full of doubt” (47). Afflicted by her
mistress’s desperate suffering, the devoted Nurse relentlessly questions Phaedra, ultimately

eliciting the queen’s veiled confession of her incestuous love for Hippolytus:

PHAEDRA: I will. For I respect your rights in pleading so.
NURSE: Then I'll be silent. Now it is for you to speak.
PHAEDRA: O my mother, what a love, poor thing, you fell into!
NURSE: Is what you mean, my child, her passion for the bull?
PHAEDRA: You too, my wretched sister, Dionysus’ wife.
NURSE: What is it, child? You speak ill of your family....
PHAEDRA: Ah! I wish that you could say the words I have to say.
NURSE: I am no prophetess to make the dark things clear.
PHAEDRA: What do they mean when they say people are in love?
NURSE: Something most sweet, my child, and also painful too.
PHAEDRA: I must be one who feels the painfulness of it.
NURSE: What’s this you say? You are in love, my child?

With whom?
PHAEDRA: There is a man I know, the son of the Amazon . . .
NURSE: Hippolytus?
PHAEDRA: You heard it from your lips, not mine. (Euripides 488)

Like Creusa in lon, Phaedra “manifests the same reluctance to say everything, and
manages to let her servant pronounce those aspects of her story which she does not want to
confess directly—employing a somewhat indirect confessional discourse” (Foucault 56).

Instead of voicing a public critique of Athenian political or military life (women being
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confined to the domestic sphere), Phaedra, in a mode of “truthful self-criticism and
reproach,” unveils not only her own vulnerability and illicit love, but her family’s
scandalous and tragic erotic legacy; this includes her mother Pasiphae’s unnatural desire
for a wondrous white Cretan bull and her sister Ariadne’s abandonment by Theseus on
Naxos. In so doing, Phaedra discloses her own perceived disgrace with a degree of
“courage.”

Another example of parrhesia emerges immediately after Phaedra’s confession of her
infatuation with Hippolytus. Although consumed by the torment of a shameful attachment
to her chaste stepson, the otherwise respectable Queen still demands of herself the role of
a loyal and honorable wife. Far from moral apathy and self-interest, she confides to her
Nurse her resolution to sacrifice her own life to solve her quandary. As wife and mother,
she refuses to dishonor the marriage bed and her children’s future; she longs for her sons
to live unencumbered by scandal, proud of their royal lineage and mother, and free to
perform political parrhesia. Here, we see that Phaedra, like Medea and Clytemnestra, is
driven to take a dark action by her “intense emotional commitment to house and family”
(Segal 1993, 228):

PHAEDRA: .... And then I hate the women who in words are chaste,
while hiding secretly their bold dishonest deeds....

This is the thing, my friends, that drives me to my death:

lest I be found to have brought shame on my husband

and on the children whom I bore. I want them free

to live and free to speak and prosperous to dwell

in glorious Athens, famous for their mother’s sake.

Consciousness of a father’s or a mother’s sins

enslaves a man, however stout his heart may be.

(Euripides 490; emphasis mine)

This frank speech thematically mirrors the play’s pivotal conflict: the tension between
truth-speaking and truth-hiding, honor and dishonor, reason and desire, light and dark,
reality and illusion. Although remaining silent about her passionate desire torments
Phaedra, to utter such a truth would unmask both dishonor and depravity. Despite her
internal turmoil, at this moment, the queen “criticizes candidly” the deceitful doings of
other disingenuous women, elevating honor over personal gratification; she does so from

a sense of familial obligation to her family and a womanly “nature,” a construct, in truth,
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imposed by prevailing Greek ideology. The dominant ideology of gender oppression at the
time demanded that women were “sound-minded” and confined themselves to the domestic
sphere of the oikos (family), or housework management. As moral agents, women strove
to embody areté (virtue) and fulfill their assigned “nature.” They aspired to female kleos
(renown); as Blondell states, “A woman achieves kleos who is least talked about among
men, either with blame or praise” (51). While men were generally considered to possess a
heightened sense of honor, any male contaminated by family stigma or disgrace would be
despised, imprisoned, or even exiled. Consequently, “As a force potentially threatening to
their male relatives’ honor, to the legitimacy of their children, to the stability of the oikos
and the polis, women require constant vigilance from men” (ibid. 52).

The function of parrhesia in the assembly and the law courts, as exercised by male
citizens, stood out as the stabilizing cornerstone in direct Athenian democracy; however,
the ability to practice public parrhesia or frank political criticism was not universally
accessible. Generally, it was “not a right given equally to all Athenian citizens, but only
to those who [were] especially prestigious through their family and birth” (Foucault 51).
In the phallogocentric Greek society, women, slaves, and foreigners, publicly invisible and
silenced, were in general deprived of using political parrhesia: “Attic women were
formally excluded from the political and military life of their city.... They could not attend
assemblies, serve on juries, or even speak in court” (Foley 7). Similarly, an enslaved man
could not engage in parrhesiastic activity, for this privilege belonged to those who
possessed the necessary moral qualifications and social reputation. In the gendered
hierarchy of Greek society, the act of political truth-uttering, as a masculine prerogative,
was denied to marginal and oppressed groups. Thus, “truth” itself was ideologically
constructed.

There were a few exceptions. For example, Foucault sees in Euripides’ Bacchae a
parrhesiastes who “is not an entirely free man, but a servant to the king—one who cannot
use parrhesia if the king is not wise enough to enter into the parrhesiastic game and grant
him permission to speak openly.... But Pentheus, as a wise King, offers his servant what

299

we call a ‘parrhesiastic contract’ (32). Another such instance can be found in the opening
exposition of Hippolytus, where an attendant demonstrates a parrhesiastic contract. This
passage follows the wrathful Aphrodite, Goddess of Sexual Passion, and her vow to take
swift vengeance upon the chaste youth Hippolytus, son of the Amazon Hippolyta, for his
rejection of her domain. Although Aphrodite makes an open and critical declaration, her
discourse does not constitute personal parrhesia. The love goddess is not portrayed as

engaging in this type of contract because the parrhesiastes must take a risk when uttering
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truth. The powerful goddess, like a superior king, cannot fulfill the requirements of
parrhesia, for Aphrodite incurs no personal danger in her speech; furthermore, there is no
reciprocal verbal game between a truth-teller and an interlocutor.

As the son of Theseus, King of Athens, Hippolytus is a figure of considerable power.
Throughout the course of the dramatic action, his character is defined by the consistent
attributes: overweening hubris, aloofness, and immoderation. His fervent devotion to
Artemis, the virgin goddess of the hunt, and his scornful rejection of Aphrodite, illustrate

a hint of pathological misogyny and sexual revulsion:

ATTENDANT: Sir, for “master” is a word I use for gods

if I gave good advice, would you receive it from me?
HIPPOLYTUS: Of course [ would. It would be stupid not to do so....
ATTENDANT: People hate pride and an exclusive attitude.
HIPPOLYTUS: Quite right. An arrogant person is always hated.
ATTENDANT: And people are grateful when you talk to them kindly.
HIPPOLYTUS: Certainly. It does much good, and costs little trouble.
ATTENDANT: And do you think that the same thing is true of gods?
HIPPOLYTUS: Yes. Since we morals live by the same rules as they.
ATTENDANT: Then why do you not say a word to a great goddess?
HIPPOLYTUS: Which one? Be careful that you name what can be named.
ATTENDANT: The one that stands there. The Cyprian at your gates.
HIPPOLYTUS: Since I live cleanly, I greet her from a distance....
ATTENDANT: Then I wish you happiness, and the sense you ought to have.
(Euripides 482)

Within this stichomythic dialogue, themes of profound disunity—piety and
blasphemy, humbleness and hubris—predominate. As Blaiklock puts it, “Hippolytus is
alleged, in Greek view, to have aimed at a degree of virtue which was in fact a blasphemy
against the nature of man” (37). Following Hippolytus’ display of misogyny and sexual
puritanism, his servant, conscious of his own humble status yet shocked by his master’s
extremism, cautiously inquires if he might offer counsel. In venturing this form of criticism
towards his superior, the servant proposes to engage in parrhesia, though he dreads
Hippolytus’ rage. Hippolytus, however, grants his “vulnerable but courageous” servant
license to speak freely and fearlessly. That is, the interlocutor Hippolytus, from a higher

position, permits his subordinate attendant to take part in the parrhesiastic contract.
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According to Foucault, “[t]he sovereign, the one who has power but lacks the truth,
addresses himself to the one who has the truth but lacks power, and tells him: if you tell
me the truth, no matter what this truth turns out to be, you won’t be punished” (32). In
Hippolytus, the prudent attendant, by forging a bond of “courageous frankness” with the
Other, does not risk his life, though he may offend the Other with his candid speech. As
expected, the case places more emphasis on moral conscience and obligation over
institutional systems: this parrhesia is directed from an inferior to a superior, with esteem
or even awe for the interlocutor.

A similar instance appears later in Hippolytus, involving a parrhesiastic
contract between the Messenger and King Theseus. Hippolytus, through the spite of the
goddess Aphrodite, is banished by his jealously misled father and condemned by the
sea god Poseidon. As Hippolytus lies mortally wounded, the Messenger arrives to report
his fate to the king. Driven by a sense of obligation, the Messenger offers advice, and

a truthful criticism of the Other, to King Thesus:

MESSENGER: Let me speak plain. Hippolytus no more exists.
He sees the light, but life is hanging by a thread.
THESEUS: Who killed him? Was it one who hated him because
his wife, like mine, was violated and defiled?
MESSENGER: It was the chariot he drove that caused his death;
that, and the curses from your mouth which you called down
from the sea’s governor, your father, on your son....
THESEUS: In hatred for the man who met this fate I was
pleased with your news....
MESSENGER: What are we now to do to please you? Shall we bring
this suffering creature here, or what are we to do?
Think carefully. And my advice to you would be
Not to be cruel to your own son in his pain.
THESEUS: Bring him to me, that [ may see before my eyes
him who denied that he had made my bed his own,
that I by words and acts of gods may prove him wrong.
(Euripides 508-10)

Due to his inferior rank, the Messenger risks punishment if King Theseus, from his

superior position, becomes carried away or enraged at the servant’s words. Indeed,
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Theseus’ conduct towards this forthright advisor reveals exactly his skill in employing the
parrhesiastic contract, a crucial element of leadership in classical Greece.

Now I turn to the recurring themes of truth-telling and truth-concealing, the dichotomy
of truth and falsehood, and polis and oikos, all of which permeate the tragedy. To illustrate
these themes, I will examine Hippolytus’ relationships to Aphrodite, Phaedra, the Nurse,
Theseus, and Artemis. Bernard Knox asserts that the “choice between speech and silence
is the situation which places the four principal characters in significant relationship and
makes an artistic unity of the play” (92). While I concur with Knox, I would further suggest
that the oscillation between truth-revealing and truth-hiding serves as a pivotal force that
propels the action of the play. In the Euripidean proleptic Prologue, Aphrodite delivers an
explanatory speech, openly confessing her blazing wrath against the haughty Hippolytus,
and her intention to exact revenge by ensnaring Phaedra in a scheme against Hippolytus.
Manifestly, “the freedom of the human will and the importance of the human choice are

both, in the prologue of the Hippolytus, expressively denied” (ibid. 91):

APHRODITE: ... I shall let Theseus know of it. All will come out.
Then this young man, my enemy, will be destroyed

by the curses of his father; for the lord of the sea,

Poseidon, gave to Theseus as an honored right

that he should pray three times and have his prayer fulfilled.
As for the women, Phaedra, she shall keep her name,

but none the less shall die. I shall not think her pain

of enough importance to prevent my enemies

from suffering the punishment that I think fit.

But now I see the son of Theseus coming here,

Hippolytus, fresh from his hunting exercise.

I therefore shall be gone. Behind him comes a great

and merry band of hunters, singing to Artemis,

hymning the goddess’s praise. He does not know the gates
of Hell are open and this day he sees his last.

(Euripides 480-81)

From this juncture on, Aphrodite’s motives and frank revelation perpetrate the
inevitable action of the play, while simultaneously offering insight into the goddess’

anthropomorphic nature. Her potency, temperament, arbitrary irrationality, and capacity

52



AT #2024 # 12 7 No.42
DOI: 10.29716/TKSFLL.202412_(42).0003

for violence must be considered in any interpretation of her true character as portrayed in
this play. It is crucial to remember that a parrhesiastes, rather than cloaking genuine
thoughts behind a veil of rhetoric, must honestly disclose the truth with criticism and a
sense of obligation, even in the face of danger. Not every truth-teller is a parrhesiastes.
The goddess’ opening speech is not an act of personal parrhesia, but a rhetorical
construction of truth-uttering; this clarifies that the root cause of Hippolytus’ undoing is
partly in the inherent structure of his character.

As the dramatic process unfolds, Phaedra, ignorant of the goddess’s malevolent intent,
is induced to confide her secret love to the Nurse, which illustrates her transition from
silence to honest enunciation. Loyal to her mistress and seeking to alleviate Phaedra’s
agony, the Nurse, “affectionate and officious” (Griffin 133), urges her mistress to
relinquish her pride and to yield to her love, for “It is a god that willed all this” (Euripides
491). As an anxious confidante, the Nurse conveys to Hippolytus the startling message of
Phaedra's ardent infatuation, in the hopes that her frankness will serve as a remedy for her
mistress’s affliction. It is not to be so: enraged at Pheadra’s incestuous desires and her
betrayal of his father, Hippolytus likens Phaedra to Pandora, the woman who unleashed all
the ills of mankind. His radical reaction to the Nurse’s imprudent proposal, including his
initial claim to tell Theseus the truth, is replete with misogynistic invective and insulting
tirade; his relationship with Phaedra—now, cast as the Other—is consequently
undermined. In Hippolytus, Euripides shows us “a rigid character caught in a mesh of
circumstance” (Blaiklock 37); he endeavors to do what he perceives as virtuous and decent
to the point of excess, ultimately leading to his tragic destruction.

Phaedra is presented as a woman who is left with no other alternative than suicide: on
the one hand, she desires vengeance for the rejection of her sexual advances, and on the
other she fears Theseus’” wrath if she confesses the truth. She chooses suicide to safeguard
the parrhesiastic right of her children and destroy her scornful adversary. As Erich Segal
describes it, “Phaedra—who is no Alcestis, but surely no Medea either—is denied rescue
from dilemma” (3). Phaedra forbids the Nurse to offer any disingenuous counsel, for she
has devised the one sure scheme to solve her dilemma: an “honorable” death that will keep
the truth hidden. To ensure this, she implores the women of the Chorus to hide what they
have heard in silence. In the polarized ideology of gender in classical Greece, women’s
citizenship was enacted not politically, but domestically and religiously; they were strictly
confined to the domestic sphere. But in this case, as a figure who must conceal her shame
(transitioning now from speech to silence), Phaedra is never positioned to play the

parrhesiastic role, to demonstrate moral obligation and engage in frank self-criticism.
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Moreover, she lacks the courage to jeopardize her reputation by candidly confessing her
transgression. By exploiting her husband’s devoted love and her role as queen to obscure
her own faults, Phaedra acts as the anti-parrhesiastes. Ironically, she is both a truth-
revealer and a truth-concealer. Euripides superbly explores the ambiguity between truth
and falsehood through the figure of Phaedra.

We also perceive, as Phaedra’s lifeless body is revealed, that the grief-stricken
Theseus, far from his rational norm, is misled; lamenting his wife’s ruin, he expresses his
own wish to die. Ironically, convinced that Phaedra’s suicide note—which serves in the
play as a symbol of falsehood and “darkness”— represents the truth, Theseus laments that
there is no certain measure to distinguish a true friend from a false one. This provides a
more subtle exploration of the ambivalence of reality (truth) and appearance (falsehood).
In his pursuit of truth, Theseus becomes blindly impulsive, rejecting his son’s defense. He

exclaims: —

Alas! there should have been for men some certain sign

to mark their friends, some way of regarding in their minds

which one is true and which one not a friend at all;

everyone should have had two different tones of voice,

one for his plain just dealings; one for all the rest.

Then words from false minds could have been compared and Judged
by what was true, and I should not have been deceived.

(Euripides 502)

He opts instead to believe his wife’s accusation against Hippolytus: her dead body
and incriminating letter appear to offer irrefutable evidence of Hippolytus’ wickedness and
transgression. Although “Hippolytus’ defense speech is not a mechanical, fumbling,
schoolboy rendition, but a carefully thought-out piece of argumentation that convinces
those who can be convinced” (Roisman 145), without any method of investigating
Hippolytus’ refutation, his headstrong father cannot gain access to the truth, unable to
discern who is telling the truth.

At the end of his argument with his son, Theseus concludes, “I know well young men
are no more reliable than women are when Cypris brings confusion to their youthful
hearts.... But why should I thus meet you in a strife of words, when this dead body here
is surest evidence” (951-52). He later adds: “This letter here, with no prophetic stamp on

it, is evidence enough against you” (1037-38). As Charles Segal asserts, “it is partly his
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own temperament, lustful and passionate, which makes him incapable of believing
Hippolytus innocent” (202). Indeed, “Theseus would not be Theseus without his
womanizing, cruelty, ingratitude, and manipulativeness” (Roisman 132): Hippolytus
himself is the product of Theseus’ liaison with the Amazon Hippolyta. In confronting the
false accusation of his entanglement with Phaedra, Hippolytus is barred from playing the
role of a parrhesiastes. Although Hippolytus’ sexual asceticism is universally known,
Theseus’ obsessive love for Phaedra blinds him to Hippolytus’ moral qualifications, and
he pronounces a guilty verdict. To Theseus, his son is a sanctimonious impostor with
boastful and insincere words. From the political point of view, his rash judgment is not
unbecoming of a good ruler who must preserve his ability to enter the parrhesiastic
contract.

Facing condemnation, Hippolytus is rendered mute, his speech shifting to silence,
although when Phaedra’s corpse is being laid out, he says to his father: “Surely it cannot
be right to hide your misery from friends and even more than friends” (Euripides 894-95).
Ironically, despite his inherent inclination towards parrhesia, Hippolytus is constrained
from speaking freely and frankly. Without any witness to corroborate his integrity, he
resorts to defending his innocence by asserting his renowned chastity, refusing to admit
that he was captivated by Phaedra’s splendor, and swearing by Zeus, the guardian of oaths.

He swears before his father that:

.. .. One thing has never touched me, —what you think my guilt.
This body to this moment is unstained by love.

I do not know the action, except what I hear

in talk or see in pictures, and I have no wish

to know about such things. I have a virgin soul.

Perhaps my purity does not convince your mind.

Then you must show in what way I became corrupt.

Was it this woman’s body was more beautiful

than that of all the rest....

Now, I swear to you by Zeus,

Guardian of oaths, by earth’s floor, that I never touched

your wife, nor could have wished to, nor conceived the thought.
And may I die inglorious, without a name,

without a house or city, exiled and wandering,

and, after death, let neither sea nor land receive
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my body, if in truth [ am a wicked man.

And, if it was from terror that she threw away

her life, I do not know. More than this [ must not say.
(Euripides 504-05)

As Roisman argues, “If Hippolytus shows naiveté in this speech, it is not the naiveté
of a callow, uncertain youth.... The idea that he seduced or raped Phaedra is so unlikely,
so out of line with who he is and how he has lived, that it is difficult for him to grasp that
anyone would believe this...” (145). More profoundly, “Hippolytus’ inability to defend
himself springs from the two aspects of his character with which we are by now most
familiar: his sense of honor (which prevents him from breaking his oath of secrecy to the
Nurse) and his somewhat alienating quality of aloofness” (Conacher 30-31). Insisting on
upholding his pledge to the Nurse and the gods out of his sense of honor, and lacking the
Argus-eyed perception of the fatal danger that hangs over him, Hippolytus refrains from
conveying the truth to others or from making criticism of the Other with obligable
courage—even at the point of crisis, and even though he has been branded by Theseus a
shameful knave who pollutes the air with false arguments. Ironically, by honoring his oath
to remain silent about Phaedra’s incestuous love, Hippolytus is compelled to be a truth-
concealer.

As the son of a king, his royal lineage, Hippolytus is endowed with the privilege to
execute parrhesia. But as the accused, he is deprived of the right of free speech, failing to
achieve a harmony of /ogos (speech, principle) and bios (life, conduct), unable to employ
parrhesiastic activity to criticize the Other’s misdeeds and expose the truth about Phaedra’s
death. Upon learning of Theseus’ curse and decree of banishment, he laments: “I know the
truth, but do not know how I can speak” (Euripides 1072). Tragically, this youth who is
indeed in the right cannot establish his innocence, and in the end meets his doom for not
uttering the truth. I concur with Judith Fletcher’s assertion that “[e]ven if he were to
commit perjury and reveal the truth about Phaedra, he would not be saved, for nothing he
can say has more potency than her dead body, the most powerful text of the drama” (40).
Stated simply, both Phaedra and Hippolytus construct themselves as truth-hiding figures,
the antithesis of the parrhesiastes. Yet we can discern that Phaedra’s concealment differs
fundamentally from that of Hippolytus, owing to their inherent character differences. The
former embodies the anti-parrhesiastes; the latter, a truth-hider who nevertheless yearns to
tell the truth. Through the ambiguity and the ambivalence between truth and falsehood in
his play, Euripides depicts truth construction to be both fluid and blurred.
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Foucault explains that “[i]t was traditional in ancient Greek tragedy for the god who
constituted the main divine figure to appear last” (43); eventually, it is divine enunciation
that makes possible the full revelation of truth. However, “Euripidean tragedy sometimes
invites us to adopt the cold and remote perspective of the gods, like that of Artemis at the
end of the Hippolytus” (Segal 1993, 234). The goddess Artemis, whom Hippolytus
worships above all, appears as the deus ex machina, the contrived dramatic device, who
unveils the whole truth to Theseus. It is through Artemis’ utterance that all comes to light:
Theseus uncovers the hidden truth, as the dying Hippolytus forgives his father.

At the denouement of Hippolytus, mortals are eventually guided to the path of truth by
the divine voice, despite the efforts of some to obscure it. I believe that Hippolytus’
question of truth is analogous to what Foucault calls the Oedipal problem of truth, which
“is resolved by showing how mortals, in spite of their own blindness, will see the light of
truth which is spoken by the god, and which they do not wish to see” (Foucault 41). In
Hippolytus, Aphrodite watches Hippolytus fulfill the truth of her prediction; similarly, in
Sophocles’ Oedipus the King, Apollo, God of Truth and Light, watches Oedipus enact his
foretold fate. However, the playwrights’ attitudes toward the role of the gods seem very
different. In Oedipus the King, Oedipus exhibits a strong free will and strives to circumvent
his destiny (though in vain); the throne of the Delphic oracle, which guides mankind to
know divine will, poses as the center of truth where no shadow of falsehood can exist. In
Hippolytus, the fates of human protagonist and antagonist are not foretold by an oracle, and
the tragic figures are not compelled to perform actions predetermined by the gods (in this
case, by Aphrodite); instead, characters exert their free will in defiance of divine will. After
all, Euripides incorporates Aphrodite, Poseidon, and Artemis into his play to ridicule the
Olympians, to present them as insensible, inordinate disorder rather than a solacing source
of order and rationality.

In a nutshell, the exploration of parrhesia, a frank and courageous verbal activity or
rhetorical truth game demanding courage and conviction, is brilliantly displayed in
Euripides' Hippolytus, drawing on Foucault's analysis of the term. This concept, serving
as a multifaceted practice, is exquisitely elucidated in the play through interactions like
those between Hippolytus and his servant, and the Messenger and Theseus; these
instances highlight the complexities of speaking truth to authority in ancient Greek
society. Furthermore, Euripides masterfully manipulates parrhesia to expound the
interplay of truth-revealing and truth-concealing. Phaedra's confession of her love for
Hippolytus, while an act of personal parrhesia, is intertwined with her efforts to conceal
her disgrace and safeguard her family's honor. This eventually leads to tragic undoing, as
her suicide and false accusation against Hippolytus trigger Theseus's rage and his son's

catastrophic demise. Conversely, Hippolytus, defined by his virtuous nature and hubris, is
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constrained by societal norms and an oath of keeping silence, hindering his full exercise
of parrhesia to defend himself; his inability to disclose the truth contributes to the
calamitous discord and his tragic downfall.

In essence, the play contrasts these human conflicts with the divine perspective.
Aphrodite's Prologue and Artemis's final revelation frame the tragedy, highlighting the
limitations of human knowledge and the consequences of both truth-telling and truth-
veiling. The play Hippolytus superbly serves as a splendid exploration of parrhesia and
its connection to truth, falsehood, and power dynamics in ancient Greece. The play in
effect prompts the reflection on the importance of truth-revealing and the pursuit of
unveiling truth, while acknowledging the challenges and potential risks involved in

speaking freely.
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