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Abstract 

 
Britain is one of the permanent members of the UN Security Council, a position that 

gives it both power and responsibility in responding to international crises. 

Paradoxically, Britain’s response to the Bosnian War was marked by a striking sense 

of indifference. Therefore, this article examines Sarah Kane’s Blasted (1995) as a 

radical theatrical intervention that exposes Britain’s indifference to the Bosnian War 

through the collapse of the domestic comfort into a state of consciousness. Through 

Antonin Artaud’s theory, known as theatre of cruelty coupled with semiotic critical 

approach, the study demonstrates how Kane assaults the audience with raw 

depictions of violence, rejecting euphemism in favor of visceral confrontation. With 

the help of Semiotic literary theory, the study explores the signs, symbols, metaphors 

and images permeating the disturbing scenes in Kane’s play to dismantle British 

detachment and implicate its audience in the violence it seeks to ignore.  

Moreover, this article finds that Blasted operates as both a semiotic disruption and a 

cruel revelation, indicting Britain’s indifference by turning its comfort zone into a 

War zone. 

 

Keywords: Blasted, Bosnian War, British indifference, violence 
 

 

Résumé 

 
La Grande-Bretagne est l'un des membres permanents du Conseil de sécurité des 

Nations unies, une position qui lui confère à la fois le pouvoir et la responsabilité de 

réagir aux crises internationales. Cependant, la réponse de la Grande-Bretagne à la 

guerre de Bosnie a été marquée par une indifférence frappante. Par conséquent, cet 

article examine Blasted (1995) de Sarah Kane comme une intervention théâtrale 

radicale qui expose l'indifférence de la Grande-Bretagne à l'égard de la guerre de 

Bosnie à travers l'effondrement de son confort domestique vers un état de conscience. 

À travers la théorie d'Antoine Artaud, connue sous le nom de théâtre de la cruauté, 

mailto:chrissuccess92@gmail.com
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associée à une approche critique sémiotique, l'étude montre comment Kane agresse 

le public avec des descriptions crues de la violence, rejetant l'euphémisme au profit 

d'une confrontation viscérale. À l'aide de la théorie littéraire sémiotique, l'étude 

explore les signes, les symboles, les métaphores et les images qui imprègnent les 

scènes troublantes de la pièce de Kane afin de démanteler le détachement britannique 

et d'impliquer son public dans la violence qu'il cherche à ignorer.  

De plus, cet article constate que Blasted fonctionne à la fois comme une perturbation 

sémiotique et une révélation cruelle, dénonçant l'indifférence de la Grande-Bretagne 

en transformant sa zone de confort en zone de guerre. 

 

Mots-clés : Blasted, guerre de Bosnie, indifférence britannique, violence 
 

 

Introduction 

 

The twentieth century Europe witnessed several atrocities. At 

that time, a multitude of armed conflicts have affected the world, 

including the Chinese Civil War, the Spanish Civil War, the Russian 

Civil War, the Vietnam War, the First and Second World Wars, the 

Bosnian War to mention but a few. These Wars, especially the 

Bosnian War (1992-1995) shattered Europe’s illusion of peace and 

stability, exposing horrific acts of genocide, forced displacements, and 

extensive sexual assaults.  

As a major Western power and advocate of human rights, there was 

an expectation that Britain would intervene to stop genocide and 

ethnic cleansing in Europe, especially after the Holocaust, which 

Europe swore would never happen again. But the shocking fact is, 

while the effects of war were undeniably devastating, Britain’s 

response to Bosnian War was marked by what critics call “strategic 

ambiguity” (Taylor & Kent, 2000; Janíčko, 2015). Politicians using 

vague language, the media downplaying the severity, with the public 

seeming largely disconnected. Unfortunately, this general lack of 

concern, expressed through emotional distance, skepticism, and a 

desire to remain neutral, was noticed not just in Britain’s politics but 

also in its popular culture.  

Written by Sarah Kane, a key figure in the In-Yer-Face theatre 

sensibility, Blasted is an acerbic political and moral critique to 

Britain’s indifference and lack of concern for global issues, forcing the 

audience to confront the violence they had collectively chosen to 

ignore. The play stages the brutal invasion of “A very expensive hotel 

room in Leeds” (Kane, 1995, p.3) by a nameless Soldier, a direct 
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allegory to the Bosnian War, which transforms a private comfort zone 

into a War zone. At the heart of this transformation is Ian, a racist, 

sexist tabloid journalist whose physical and ideological deterioration 

throughout the play parallels the collapse of British moral superiority. 

Kane’s choice to place war within a familiar, ordinary setting (Leeds) 

is not just about shocking the audience; but also a deep examination 

of Britain's inability to respond to, empathize with, or even properly 

inform the public about terrible events happening elsewhere. 

 

As a result, this article examines Sarah Kane’s Blasted (1995) 

as a radical theatrical intervention that exposes Britain’s indifference 

to the Bosnian War through the collapse of the domestic comfort into 

a state of consciousness. Through Antonin Artaud’s theatre of cruelty 

coupled with semiotic critical approach, the study demonstrates how 

Kane assaults the audience with raw depictions of violence, rejecting 

euphemism in favor of visceral confrontation. With the help of 

Semiotic literary theory, the study explores the signs, symbols, 

metaphors and images permeating the disturbing scenes in Kane’s 

play to dismantle British detachment and implicate its audience in the 

violence it seeks to ignore. Moreover, this article finds that Blasted 

operates as both a semiotic disruption and a cruel revelation, indicting 

Britain’s indifference by turning its comfort zone into a War zone.  

The article delves into its concern in three main stages. To 

start with, the first part provides a background to Sarah Kane’s 

shocking play Blacked (1995), showing how it is shaped by the 

Bosnian War. It looks at how the play uses a British perspective to 

reflect on the War issues away from Britain. The second part, Blasting 

Britain’s Indifference in Blasted in used as a metaphor to question 

Britain’s unacceptable attitude regarding the Bosnian War. 

Ultimately, the third part examines the dehumanizing effects of War 

as a direct result of Britain’s deliberate indifference.  

 

1. Background to Sarah Kane’s Blasted   

 

Bosnian War stands as the main background to Kane’s tragic play 

known as Blasted. In her play Blasted, Kane devotes some scenes to a 

subtle allegory to the Bosnian War (1992-1995) due to the indifference 

she thought gained too much ground both in the politics and 
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regrettably in the culture. She uses a violent military invasion of a 

‘very expensive hotel room in Leeds’ (Kane, 1995, p.3), as a metaphor 

to firstly critique the indifference and complacency observed with 

influential countries especially Britain in the face of war, and 

subsequently expose the brutalities, the social ruins and horrors, which 

stem from war as direct consequences of leaders irresponsibility. In 

order to provide context and facilitate recollection of the Bosnian War, 

Dabiri offers the following reminder: 

 

The Bosnian War took place between 1992 and 1995. The 

War was a consequence of the breakup of Former 

Yugoslavia. After the secession of Slovenians and 

Croatians from former Yugoslavia, The Bosnian Serbs 

rejected the declaration of independence by Bosnians. To 

be able to protect the Serbian territory and population, the 

Bosnian Serbs moved their forces into the republic of 

Bosnia and Herzegovina and War broke out. Bosnian 

Serbs were trying to create their Bosnian Serb through a 

War which was characterized by genocide, ethnic 

cleansing and rape. (Dabiri, 2012, p. 91) 

 

The Bosnian War, is one of the fiercest political conflicts that mapped 

the late twentieth century. According to some researches, it is 

estimated that, one hundred thousand people were killed and two 

million people, which represent more than half the population, were 

forced to flee their homes as a result of the War that exploded from 

April 1992 through to November 1995. Thousands of Bosnian women 

were systematically raped. 

 

At first, Kane was composing a theatrical piece that was intended to 

be ‘a play about two people in a hotel room’ (Sierz, 2002, p.100), 

critiquing power imbalance and sexual abuse. At a certain point in 

time, she randomly put on television, and something unexpected 

happens:  

 

At some point during the first couple of weeks of writing 

I switched on the television. Srebrenica was under siege. 

An old woman was looking into the camera, crying. She 
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said, “Please, please, somebody help us. Somebody do 

something.” I knew nobody was going to do a thing. 

Suddenly, I was completely uninterested in the play I was 

writing. What I wanted to write about was what I’d just 

seen on television. So my dilemma was: Do I abandon my 

play (even though I’d written one scene I thought was 

really good) in order to move onto a subject I thought was 

more pressing? Slowly, it occurred to me that the play I 

was writing was about this. It was about violence, about 

rape, and it was about these things happening between 

people who know each other and ostensibly love each 

other. (Sierz, 2001, pp. 100-101)  

 

This is actually part of Kane’s motives to write Blasted. The political 

conflicts that had previously occurred in the Balkans and all around 

the world had a significant impact on Kane, making Blasted a 

metaphor of social and political upheavals in the 1990s. 

 

    1.1. Exposing British Government and Media Hypocrisy  

The British government’s response was characterized by a notable 

degree of caution, detachment and passivity. Concerning British 

government’s passive response, Robison posits that:  

 

Politically, John Major’s Conservative government didn’t 

want to get too involved. They framed the War as 

“complex civil conflict,” avoiding strong condemnation or 

military action. British media often echoed that hesitation. 

Instead of calling out the atrocities clearly, reports were 

often cold, clinical or distant. They showed horrifying 

images but wrapped them in neutral, diplomatic language 

like it was too far away to matter (Robison, 2004, p.9).   

 

This is clear denial and indifference. Because these attitudes 

straightforwardly stemmed from government, it resulted in the fact 

that all strategic stakeholders, especially the media was desensitized, 

the public complacent, and almost numb to the reality. 

Instead of calling genocide by its name, the government and the media 

used euphemistic terms that diluted the horrors. They framed mass 
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killings and violence clearly seen as “ethnic tensions”, or “civil 

unrest”. Words like “ethnic cleansing” started being used. Those 

words sounded almost clinical or sanitary. When they were describing 

mass riots, rape, and displacement. It is shocking how language can 

make horror feel manageable, even forgettable (Volvach, 2023).  

Two main entities played significant roles in instilling 

complacency and detachment in the general conscience. In the first 

position, The British Government. During the term of Prime Minister 

John Major as posited by Robinson, Britain maintained a consistent 

policy of non-intervention for a long time. Paradoxically, their position 

seemed balanced because they used diplomatic and technical language 

in their discourse that tricked minds from a moral clarity. Their 

position in the face of the War was really equivocal almost neutral.   

In the second position, The British Media. A significant number of the 

press coverage were diluted. For instance, the BBC, at times, 

employed uncontroversial headlines such as “Fighting Continues in 

the Balkans,” while refraining from the use of images or language that 

might cause distress to the evening audience. Instead of referring to 

the victims of sexual violence and massacres, the discourse focused 

on the term “displaced persons”. It’s a classic example of euphemism 

working to calm and pacify rather than confront1.  

Examples of passive “framing” (Evans, 2010) of headlines are as 

follows: “Stay Clear of the Balkans” by The Independent, 24th August 

1992. This headline suggests a cautious approach, advising 

disengagement rather than intervention. Therefore the headline 

mirrors a broader idea of detachment from the conflict. Another 

example in the same vein is: “Bloody Fiasco for which We Will All 

Pay the Price” from The Daily Mail, 20th January 1994. While 

acknowledging the severity, the focus shifts to potential repercussions 

for Britain, rather than the humanitarian crisis itself. The last one 

considered is: “History Haunts Clinton over Bosnia” The Independent, 

7th April 1993. Here, the focus is on political implications for U.S. 

leadership, diverting attention from the immediate humanitarian 

concerns in Bosnia. 

 

                                                           
1 Premiership of John Major. Wikipedia. https://en.wikipedia.org/wiki/Premiership_of_John_Major. 

Accessed June 6, 2025. 

https://en.wikipedia.org/wiki/Premiership_of_John_Major
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The effect of this media reluctance is, the British public lived their 

everyday life as usual, going to supermarkets, attending football 

matches etc. Hotels were surprisingly occupied by people like Ian and 

Cate, TV channels proceeded with their shows because nothing was 

interrupted. There was no mass protest or widespread mobilization 

taking place.  

 

That indifference, that sense of immunity, that everyday 

complacency and detachment; that hypocrisy disguised in neutral 

headlines, vague and ambiguous speeches, are exactly Kane’s subjects 

of satire and critique in Blasted. Sarah Kane’s Blasted positions Ian at 

the core of its political and moral critique, not merely as a character 

but as a symbolic embodiment of Britain’s indifference to the 

atrocities unfolding all around the world. Ian, a middle-aged tabloid 

journalist, is portrayed as cynical, manipulative, sexist, and racist. In 

the exact spirit as the British government and media at that time, he 

remains blind to the human suffering around him. Through Ian, Kane 

transforms Britain’s political disposition of detachment into a visceral, 

humanized metaphor, making the indifference of a nation both 

tangible and unbearable. 

 

   1.2. Britain’s Arrogance and Indifference Reflected in the 

Character of Ian in Blasted 

A semiotic analysis of Kane’s Blasted reveals Britain’s inhumane 

attitude towards the Bosnian War. In order to perfectly depict the sad 

situation, coupled with the stark lack of concern, Kane presents the 

setting in such a way that it matches Britain’s illusory comfort. From 

the first lines of the play, the description of the hotel room unfolds: 

 

A very expensive hotel room in Leeds 

– the kind that is so expensive it could 

be anywhere in the world.  

There is a large double bed. 

A mini-bar and champagne on ice.  

A telephone. 

A large bouquet of flowers. 
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Two doors – one is the entrance from 

the corridor, the other leads off the 

bathroom. 

Two people enter – Ian and Cate.  

     (Kane, 1995, p.3) 

 

With the help of the semiotic critical approach, it is understandable 

that, the room represents Britain’s false sense of safety and decency. 

Kane starts the play in what gives the appearance of British setting 

(stylish, sophisticated), a comfort zone whereas just beyond the walls, 

the world is falling into pieces because of war and suffering. The 

room’s beauty is confirmed by Cate’s reaction: ‘Cate: stops at the 

door, amazed at the classiness of the room’ (p.3). The contrast is, 

while Cate reacts with innocent amazement, Ian rudely undermines 

her genuine emotions with the crude remark: "I've shat in better places 

than this." (p.3). On the surface, the line just looks vulgar, but beneath 

it lies a deeper class-based performance of superiority, selfishness and 

verbal domination. 

Deep down in the play, it is common to see Ian ordering for room 

service via telephone and giving command, as in “Ian: Tip that wog 

when he brings up the sandwiches” (p.3) and in “Ian: Two English 

breakfasts, son” (p.34); he also enjoys cigarettes, whiskey and gin. All 

those possibilities for Ian describe his literal domination over the space 

and entitlement for the best.  

Owing to this comfort, with the sense of superiority, Ian’s language is 

saturated with, misogyny. He controls Cate, takes advantage of her 

weaknesses, and rapes her. He outrightly says things like: Retard; 

Spaz; Joey; Wogs; Pakis; thick; coon; conker etc. all those words 

which are  swearwords, slangs carrying racist connotations.  

Ian’s selfishness reaches the paroxysm when he attempts to have sex 

with a dying Cate. Kane introduces Cate as: Cate is 21, lower-middle-

class Southerner with a south London accent and a stutter when under 

stress (p.27). On one occasion, when Ian’s verbal abuse was too much, 

Cate starts to stutter. The stutter continues to the extent that Cate faints, 

but Ian’s reaction is just inhumane.   

 
Cate   I  d- d- d- d- d- d- d- d- d- 

[…] 
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Cate   d- d- d- d- d- d- d- d- d- d-  

[…]  

Cate   I  d- d- d- d- d- d- d- d- d- d- d- d- d-  

Cate   trembles and starts gasping for air.  

She faints.  

Ian goes to her, takes the gun and puts it 

back in the holster.  

Then lies her on the bed on her back.  

He puts the gun to her head, lies between 

her legs, and simulates sex. 

As he comes, Cate sits bolt upright with a shout. 

Ian moves away, unsure what to do, 

pointing to the gun at her from behind  

(Kane, 1995, p.27) 

 

Beyond the personal dynamic, this moment also mirrors the British 

cultural mindset Kane critiques throughout the play: a nation obsessed 

with maintaining its illusion of superiority and comfort, by turning a 

blind eye to atrocities not just beyond its borders even within. It 

reflects a moral numbness, one that not only distances itself from 

suffering but also insists on its privilege even in the face of destruction.     

His crude remarks about foreigners reveal racism and his embodiment 

of xenophobia and nationalist superiority that mirrors Britain’s 

political attitude during the Bosnian crisis.  

 

Soldier   Sound English, fucking accent.  

Ian   I live here 

Soldier   Foreigner? 

Ian   English and Welsh is the same. British. I’m not 

an import. 

Soldier   What’s fucking Welsh, never heard of it. 

Ian   Come over from God knows where have their 

kids and call them English they’re not English born in 

England don’t make you English.  

(Kane, 1995, p.41) 

 

    1.3. The Sense of Media Complacency and Complicity in Blasted  

In Blasted, Ian’s report of a violent event about the regrettable 

murder of Samantha Scrace, a Bristish tourist offers does a practical 
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portrait of the British media and its moral indifference to horrific 

events. The language of the article is sensational, emotionally 

manipulative, and disturbingly methodical. This is what it looks like: 

 

A serial killer slaughtered British tourist Samantha Scrace, 

S – C – R – A – C – E, in a sick murder ritual comma, 

police revealed yesterday point new par. The bubbly 

nineteen year old from Leeds was among seven victims 

found buried in identical triangular tombs in an isolated 

New Zealand forest point new par. Each had been stabbed 

more than twenty times and placed face down comma, 

hands bound behind their backs point new par. Caps up, 

ashes at the site showed the maniac has stayed to cook a 

meal, caps down point new par. Samantha comma, a 

beautiful redhead with dreams of becoming a model 

comma, was on the trip of a lifetime after finishing her A 

levels last year point. Samantha’s heartbroken mum said 

yesterday colon quoting, we pray the police will come up 

with something dash, anything comma, soon point sill 

quoting. The sooner this lunatic is brought to justice the 

better point end quote new par. The Foreign Office 

Warned the tourists Down Under to take extra care point. 

A spokesman said colon quoting, common sense is the best 

rule point end quote, copy ends. 

 

                      (Kane, 1995, pp. 12-13)  

 

This report illustrates Ian’s detached and playful news coverage in 

Blasted. It’s a relevant example that showcases Kane’s critique of the 

media on how brutal events are presented as entertainment or 

emotional spectacle. 

What is striking at first sight in the text is the journalist’s emphasis on 

linguistic precision. He pays little attention to what his coverage really 

is about (content) but focuses more on grammar and punctuation 

(form). As Ian dictates and insists on punctuation marks loudly like 

“comma,” “point,” “new par,” meaning “new paragraph” etc., he 

expresses a deep sense of moral detachment from the real horror, 

which straightforwardly reflects Kane’s critique on media apathy. 
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Kane reveals how language can become desensitized and mechanical 

when faced with human suffering, and can also become a tool turning 

genuine horror into a simple text format stripped of empathy.  

In this coverage, the victim is depicted in shallow, sentimental terms: 

“a beautiful redhead with dreams of becoming a model”; “The bubbly 

nineteen year old”; “was on the trip of a lifetime after finishing her A 

levels” etc. this portrays her more as a figure from a soap opera than 

as a human being. Samantha is highlighted more for her appearance 

and potentials rather than her humanity, her sad experience and death, 

reducing the victim to a mere image. The result is that, the whole 

message is diluted and swayed.  This is the common remark of Carr 

and Hammond, in their respective work; Sarah Kane: The theatre of 

extremes and Framing post-Cold War conflicts: The media and 

international intervention that, this stylistic depiction of a murder 

victim reflects how British media treated the Bosnian War: distant, 

sanitized, and overly dramatized, focusing more on voyeuristic 

spectacle than on the underlying violence (Carr, 2005; Hammond, 

2007).  

The most important part of the report, which appeared almost 

inexistent is its imagery. The article creates a disturbing imagery, 

intentionally framed by Kane to shock and awaken. The imagery of 

victims buried in triangular tombs, repeatedly stabbed, hands bound 

and tied face down, uncomfortably echoes war crimes. It perfectly 

mirrors how human beings, even innocents are dehumanized and 

tortured during wars. It is also a direct allusion to execution style and 

killings during genocides, typically Srebrenica and Rwandan genocide 

which also happened in the 1990s, 1994 precisely.  

Inhumane treatments were reported at Omarska camp. Detainees faced 

severe deprivation, including hunger, unhygienic conditions, and 

brutality. Reports detail torture, sexual assault, and killings carried out 

in public. Furthermore, there are accounts of incinerated bodies being 

handled by prisoners or bulldozers (Wikipedia contributors, 2025). 

This is a very insightful allusion made by Kane an in-yer-face theatre 

playwright with humanist agenda in mind.  

The journal article, The Appalling Reality of Bosnia’s Missing Dead 

is a buttress to the authenticity of Kane’s allusion. In that article, 

Vulliamy, a scientist, accounts how in Srebrenica, men and boys were 

separated, shot often face down, bulldozed into mass graves. Bodies 
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were later exhumed and reburied to conceal evidence. One survivor 

recounted streets littered with corpses, with victims sometimes buried 

alive (Vulliamy, 2022). 

Just as war crimes turn human beings into objects, the imagery of 

victims “buried in triangular tombs, repeatedly stabbed, hands bound, 

tied face down” is an intense visual metaphor used by Kane that needs 

close attention. It shows how individuals are reduced to something 

worthless and easily rejected as waste, subjected to insane works of 

military actions.  

However, despite those atrocities, the flagrant remark is that, the 

article does not engage in any geopolitical context or political analysis. 

No moral outrage or condemnation is noticeable throughout the text. 

All these shocking and authentic details have been watered down by 

emotional clichés, with a blind focus on the victim body description. 

This phenomenon is a perfect mirror that reflects how media or the 

press compresses war trauma into consumable news. This same 

attitude was observed with the British media that denotes 

complacency, almost complicity.  

For instance, during the Bosnian War, the BBC at times, instead of 

outrightly condemning the Serbian forces for War crimes, the report 

rather called for “both sides” to “exercise restraint”. The concept of 

moral equivalence was employed as a means of appearing to act in a 

reasonable way while in fact doing nothing. Back to the case we have 

in Blasted, instead of condemning the murderer directly, Ian reports 

that “The Foreign Office Warned the tourists Down Under to take 

extra care point”.  

Ian, symbolism of the media rather intensifies fear about foreigners 

which is a xenophobic trait. He tells a story where British travelers are 

seen as innocent and helpless in unfamiliar places. By emphasizing 

that this awful event happened “in a remote New Zealand forest,” the 

reporting makes the location look dangerous or wild. This suggests 

that British tourists, like Samantha, are particularly at risk and open to 

violence in these kinds of strange environments, thus they need to take 

care.  

Saunders, in his Love me or kill me: Sarah Kane and the theatre of 

extremes is of the view that, in exposing that negligence and moral 

detachment from the press,  Kane therefore critiques not only the press 

but also the national conscience: a Britain more concerned with easy-
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to-digest headlines than with facing the magnitude of human atrocities 

nearby (Saunders, 2002).  

Right from the start, in the Leeds hotel room, Ian appears as someone 

who wants to dominate and keep his distance, showing his control and 

power. His job as a tabloid journalist is important but instead of 

reporting the truth, Ian represents a press that makes suffering seem 

unimportant or manipulates it to make it appealing to a local audience. 

As Aleks Sierz (2001) observes, Blasted is a “play that explores, by 

means of disturbing sexual and violent images, contemporary issues 

about War, gender and the media’s manipulation of news” (p. 95). 

 

2. Blasting Britain’s Indifference in Kane’s Blasted 

 

Sarah Kane’s onomatopoeic title Blasted is used as a metaphor to 

showcase Britain’s indifference as far as Bosnian War is concerned. 

The indifference denounced in Blasted is blatantly remarked at least 

three times in the play. Surprisingly, Ian a journalist, ignores all the 

hints and Warnings of War that were evident. Firstly, Kane reveals in 

the stage direction that Ian: ‘He looks briefly out of the window at the 

street, then turns back to the room’ (p.3). Despite the War, Ian feigns 

ignorance. Later, ‘Outside, a car backfires – there is an enormous 

bang.’ (p.28). At a given time, on page thirty-three, scene two, Cate 

glances outside and makes an urgent remark: Cate ‘Looks like there’s 

War on’. Despite Cate’s remark, Ian, as the stage direction carefully 

informs, intentionally ‘doesn’t look’ (p.3). Instead, he swears, orders 

for food, and shows more interest in arranging another erotic 

rendezvous. This attitude obviously, reflects complete indifference.  

 

It is at this level that Sarah Kane gradually launches the assaults on the 

comfort zone that Ian illusions himself of. After the ignorance of 

Cate’s remark on War, suddenly:  

  

There are two loud knocks on the outer door. 

Ian draws his gun, goes to the door and listens. 

The door is tried from outside. It is locked. 

There are two more loud knocks. 

Ian Who’s there? 

Silence.  
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Then two more loud knocks.  

Ian Who’s there? 

Silence. 

Then two more knocks. 

Ian looks at the door.  

[…] 

He opens the door.  

Outside is a Soldier with sniper’s rifle. 

Ian tries to push the door shut and draw his revolver. 

The Soldier pushes the door open and takes Ian’s gun 

easily.  

The two stand, both surprised, staring at each other. 

(Kane, 1995, p. 36)   

 

The Soldier’s sudden arrival in Blasted brutally destroys the false 

sense of security that Ian had built around himself. While Ian 

represents Britain’s moral detachment towards terrible events 

happening in the world, being comfortable, focused on itself, and 

emotionally distant, the Soldier embodies the horrific consequences of 

that indifference. He is more than just a character; he is war 

personified, anonymous, brutal, and overpowering. By literally 

crashing through the hotel wall, the Soldier destroys the imaginary line 

between Britain's comfortable life and the violence occurring in other 

places.  

The soldier returns from the battlefield with first-hand accounts of 

atrocities. He narrates the hideous things happenings just outside. 

Especially what happened to her beloved one Col. How “bastards” 

treated her like an object: “Soldier Col, they buggered her. Cut her 

throat. Hacked her ears and nose off, nailed them to the front door” 

(p.47). And also what he committed as crimes. Even at this point Ian 

clearly shows lack of emotional engagement and an outward 

indifference. He replies: “Ian No one’s interested; I write … stories. 

That’s all. Stories. This isn’t a story anyone wants to hear” (p.48).  

The hotel room being the symbolism of Britain, these attitudes show 

how safe Britain feels, and how it doesn't worry about what is 

happening to others. Suddenly:  

 

There is a blinding light, then a huge explosion. 
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Blackout. 

The Sound of Summer rain 

The hotel has been blasted by a mortar bomb. 

(Kane, 1995, pp.39) 

 

Unexpectedly, without any sense of Warning, no explanation, just 

chaotically, the hotel room is blasted. Nothing is recognizable 

anymore. The hotel attendants are struggling to rescue their lives. 

After the explosion, ‘There is a large hole in one of the walls, and 

everything is covered in dust which is still falling’ (p.39). Here come 

the original implication of the play’s title Blasted. This sudden 

explosion marks the downfall of the hotel room’s walls, which then 

was known as a rigid fortress, making the hotel a safe, isolated or 

immune space. The outside world, the world of war, destruction, and 

cruelty, has literally forced its way in. 

For Sierz, the blast happens ‘breaking down the distance imposed by 

geography and indifference’ (Sierz, 2001, p. 107). The same author in 

his book In-Yer-Face Theatre: British Drama Today, records Jonathan 

Miller eavesdropping on a lecturer from a college of further education 

explaining ‘how he thought the play a metaphor for our indifference 

to Bosnia’ (p. 87). He continues: 

 

What makes the play experiential is its form. Blasted 

is not a classic issue play that weighs up pros and 

cons. In Blasted, the form and the content attempt to 

be one. The form is the meaning. In its second half, 

the play collapses, putting the audience through the 

experience they have previously only witnessed. Like 

Pinter, Kane rejects the complacent view that Britain 

is immune from civil War. There has been a 

widespread attitude in this country that what was 

happening in central Europe could never happen here. 

In Blasted it happened here. (Sierz, 2001, p.98) 

 

Firstly, it signifies the breakdown of Britain’s moral isolation 

and the bridging of the imaginary distance from it and atrocities. 

Secondly, in the same line of thought, the symbolic blasting of the 

hotel room marks a turning point of the play that violently dismantles 
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its illusion of safety, privacy, and national detachment. Lastly, the 

explosion disrupts that private domestic setup and forces the external 

world in. Especially, the world of conflict, cruelty and chaos. That 

transition from private violence (Ian and Cate) to a global war reality 

(the soldier’s intrusion, and the bomb blast) reflects the 

interconnectedness of personal and political violence. They are 

intertwined.  

Therefore, it is a deliberate act of symbolic violence that mirrors the 

collapse of Britain’s narrative of neutrality and moral superiority. In 

the same vein, the blast signifies the impossibility of a nation to 

maintain distance from global atrocities, especially those like the 

Bosnian War, Rwandan genocide etc. which Britain observes from 

afar and fails to confront meaningfully.  

 

3. From Comfort Zone to War Zone: Dehumanizing Effects of 

War as a Result of Britain Deliberate Indifference  

 

As the play progresses, everything becomes upside down. The 

stylish room becomes more and more strange: A space where distress 

and torture are clearly experienced. The protective wall of the hotel is 

broken: “There is a large hole in one of the walls, and everything is 

covered in dust which is still falling” (p.39). The window is shattered. 

The bed becomes the toilet: “Soldier He stands on the bed and 

urinates over the pillows” (p.39). The real toilet is unusable. The 

flowers then, the beauty of the room, are now destroyed: “The bouquet 

of flowers is now ripped apart and scattered around the room” (p.24). 

The beautiful setting becomes a grave, where an innocent baby is 

buried. The bodies break down. 

Kane dramatizes the collapse of the British conscience. The hotel 

room becomes a wasteland, a metaphor for a country that refused to 

intervene, refused to care, until it was too late. The next steps expose 

and study the manifestation of the posttraumatic space as staged by 

Kane.    

 

    3.1. The Symbolism of the Urination Scene in Blasted  

From this instance, shocking acts kept piling up in the play. After 

its premier, Blasted faced significant criticism from theatre critics, 

who denounced its depiction of extreme violence. For instance, Jack 
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Tinker of The Daily Mail in London characterized the play as “a 

disgusting feast of filth” (McCorry, 2017), while John Gross of The 

Sunday Telegraph described it as “a gratuitous welter of carnage, 

cannibalism, male rape, eye gouging and other atrocities” (Gross, 

1995). The play was the subject of censure and criticism because of its 

excessive depiction of various forms of atrocities, and the absence of 

what was termed as acceptable or not on the British stages. 

Nevertheless, these criticisms found a U turn when Sarah Kane's 

Blasted is reconsidered from Artaud’s theory’s angle.  

Antonin Artaud is an active playwright and theorist whose ideas 

reshaped contemporary approaches to theatre performance. The 

paroxysm of his studies provides a clear definition of violence and 

informs its use by postmodern playwrights. The French dramatist 

submits an alternative perspective regarding the concept of violence. 

He calls it cruelty. He puts forth the proposition that the term “cruelty” 

does not signify the perpetration of an act of emotional or physical 

violence for the sake of it. Cruelty in his ideology, is the unflinching, 

blatant and graphic representation of all kinds of violence that occur 

in life verbatim on stage through dramatic means. In his own words:  

 

The theatre of cruelty has been created in order to 

restore to the theatre a passionate and convulsive 

conception of life, and it is in this sense of violent 

rigour and extreme condensation of scenic elements 

that the cruelty on which it is based must be 

understood. This cruelty, which will be bloody when 

necessary but not systematically so, can thus be 

identified with a kind of severe moral purity which is 

not afraid to pay life the price it must be paid. (Artaud, 

1968, p.66) 

 

In this sense, the unflinching depiction of physical and psychological 

anguish in Kane’s Blasted mirrors Artaud's vision, challenging the 

conventional boundaries of what is deemed acceptable on stage and 

demanding a visceral response from the spectators. This part of the 

work through Artaud’s theory, theatre of cruelty, does an in-depth 

analysis of such acts to decipher their rationale. 
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The first disgusting act performed by the Soldier, clearly shown on 

stage is the urination on the bed of the hotel room. “Soldier (He stands 

on the bed and urinates over the pillows.)”; “Ian is disgusted” (Kane, 

1995, p.27). 

 

To start with, the soldier’s urination, when analyzed from a 

semiotic angle, is symbolic of an act of defilement to Britain’s 

enclosed sanity, a violation of its intimacy, a brutal awakening from 

indifference. It has been previously established with the help the 

Saussurean model of semiotics that the hotel room, through its 

association with class and privilege is the symbol of Britain’s comfort. 

The play Blasted initially paints the hotel room as a refined and 

luxurious refuge, a personal area isolated from the outside brutal 

realities. But Sarah Kane through the Soldier’s intrusion into the hotel, 

bridges the imaginary distance that exists between the untouched 

Britain and horrors. This is exactly what Vicky Angelaki (2012) 

opines when she argues, Kane’s staging of War and insane acts inside 

a bourgeois setting represents the “collapse of distance” between 

distant atrocities and domestic apathy (p. 78).   

It is not all about messing up the room; he is destroying the idea of 

safety and comfort it represents. Moreover, a bed and a pillow on it is 

not only a representation of intimacy and relaxation, but more 

importantly it also implies sleep. And indeed with a flashback to Ian’s 

reactions in the face of all that is happening around him, one can safely 

hypothesize that Ian, symbolically the British media sleeps over the 

atrocities prevalent at the time. In this war context, it has a deep 

meaning that some people like Ian (which turns to be the symbolism 

of media), are sleeping, while others are on the battlefield struggling 

for their lives.  

By peeing on the bed, he turns it into a display of aggression and power 

control. The urine makes it impossible to use the bed for sleep again. 

Therefore, through the Soldier as a character, the audience has to see 

Sarah Kane waking the media up the hard way, to the realities around 

since it refuses to acknowledge and cover for the sufferings 

surrounding it.  
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    3.2. Ian’s Rape by the Soldier as a Metaphor 

This scene stands out as incredibly unsettling and packed with 

symbolic meaning in postmodern plays like Blasted. Examining it 

helps us understand how Kane fearlessly tackles themes of violence, 

power, through rape. 

 

The Soldier turns Ian over with one 

hand.  

He holds the revolver to Ian’s head 

with the other 

He pulls down Ian’s trousers, undoes 

his own and rapes him – eyes closed 

and smelling Ian’s hair.  

The Soldier is crying his heart out. 

(Kane, 1995, p.49)  

 

The rape of Ian by the Soldier in Blasted constitutes one of the play’s 

most disturbing and symbolic moments, which collapses traditional 

hierarchies of power, masculinity, and even victimhood. Cate was then 

the victim of Ian’s absolute superiority and she is a woman. Now Ian 

is the new victim ridiculously raped. Through his rape as a man Kane 

shatters the traditional hierarchies, which implies that only women can 

be victim of sexual assault. I argue that this indicates the cyclical 

nature of violence and trauma. Therefore the first conclusion I draw 

from this rape is that, the author is staging a type of violence: it is a 

systemic violence. Here violence because of authorities negligence 

becomes a cycle. In a more elaborated way, Kane depicts a world in 

which violence rotates; perpetrators create victims, and the victims are 

the new perpetrators creating other victims and so forth.  

In another sense, this rape also stands for a symbolic remuneration, a 

figurative punishment for Ian’s past lack of concern for suffering 

around the world, not forgetting his prior rape to Cate. What catches 

attention is how Kane graphically describes the rape scene in details. 

As Saunders (2002) notes, Kane’s portrayal of sexual violence is 

meant “to strip away the audience’s ability to detach themselves from 

the suffering of others” (p. 51). Angelaki (2012) similarly sees this as 

part of Kane’s broader project to dismantle “the protective wall 
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between audience and atrocity” (p. 89). The act becomes a true 

symbolic retribution for Ian’s indifference to foreign conflict and a 

theatrical metaphor for Britain’s own complicity in global violence. 

Finally through the lenses of Artaud’s theory, it is bold staging of a 

shocking act of homosexual rape. However Kane does not expose 

these shocks for shock value. Inherent in the advocacies of theatre of 

cruelty is this explicit rationale found in Artaud’s The Theatre of 

Cruelty: First Manifesto: 

 

The theatre will never find itself again except by  

furnishing the spectator with the truthful precipitates 

of dreams, in which his taste of crime, his erotic 

obsessions, his savagery, his chimeras, his utopian 

sense of life and matter, even his cannibalism, pour 

out on a level not counterfeit or illusory, but interior . 

 

Consequently, from a theatre of cruelty view, both Ian’s rape to Cate 

and the Soldier’s rape to Ian should not just be considered as shocking 

or disgusting images but as extensions to the horrors that were 

experienced in rape camps in Bosnian during the war. The same way, 

the explosion of the hotel room is not just violence or shock. It is an 

extension of the sad bombardments innocents are experiencing from 

battlefields of wars on a global scale. It is not possible to sit 

comfortably in a theatre seat and imagine that the events being 

presented are taking place elsewhere. Kane’s intention mirroring 

Artaud’s ideology is that, the atrocities you feign not to be aware of is 

on stage, right before you. In confronting the audience with this scene, 

Kane refuses to let the horrors of war remain unseen or comfortably 

abstract. 

 

    3.3. The Symbolism of the Soldier Gouging Ian’s Eyes in Blasted 

The Soldier grips Ian’s head in his hands.  

He puts his mouth over one of Ian’s eyes, 

sucks it out, bites it off and eats it.  

He does the same to the other eye. 

    

(Kane, 1995, p.50) 
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The gouging of Ian’s eyes in Blasted is one of Kane’s most 

powerful acts of literalized metaphor, transforming Ian’s willful moral 

blindness into a physical reality. As a journalist accomplice in washing 

war narratives, Ian embodies Britain’s reluctance to confront the raw 

truth of foreign atrocities. The Soldier’s violence strips Ian not only of 

vision but of the capacity to witness, judge, or testify. Saunders (2002) 

argues that Kane’s theatre “turns metaphor into event, ensuring that 

the audience experiences the consequence rather than merely 

contemplating it” (p. 54). This moment also reverses the play’s earlier 

power dynamic: Ian, once the observer and objectifier, becomes the 

object of scrutiny, forcing the audience to reflect on their own act of 

looking. In Artaudian terms, the scene dismantles the protective 

distance between audience and atrocity, confronting spectators with 

the visceral cost of their detachment. 

Kane’s work echoes Antonin Artaud’s concept of theatre of cruelty, 

where violent acts are not just aggressive representations, but events 

that pierce through our psychological comfort. What we accept for 

right or wrong. Theatre of cruelty shows rather than tells. By showing 

Ian’s state of blindness, the message is twofold. First, Kane displays 

the real picture of the media. This suggests that the media is blind. It 

does not see anything. In the other sense, Ian’s mutilation becomes a 

mirror held up to the audience, implicating them in the same failure of 

perception. 

It also leads us to do and introspection and to interrogate ourselves if 

we too have been blind to War crimes. The soldier is compelled to do 

this because the media refuses to acknowledge his suffering. Owing to 

this complacency, this reluctance to take constructive actions, Sarah 

Kane instead of just informing the audience about the consequences 

of their inertia through words, uses drama as perfect mirror to society. 

On this basis, Artaud provides the following insight:  

 

The power of theater is not in the written text, as had 

been believed, but in the attack on the senses that can 

bring the audience closer to the performance, and 

thereby closer to the harshness of the world. […] It is 

through the vibrations, sounds, lights, and other visual 

effects that the audience is able to believe that they 
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are a part of the drama instead of an outside observer. 

(Artaud, 2010, p.13) 

 

In his doctoral dissertation: Sarah Kane’s cruelty: Subversive 

performance and gender, Dluback joins Aleks Sierz in his opinion 

that, “Blasted is a play that explores, by means of disturbing sexual 

and violent images, contemporary issues about War, gender and the 

media’s manipulation of new” (Dluback, 2008). 

 

Conclusion 

 

The concern of this article has been to examine Sarah Kane’s 

Blasted (1995) as a radical theatrical performance that exposes 

Britain’s indifference to the Bosnian War through the collapse of the 

domestic comfort into a state of consciousness. The study of Sarah 

Kane’s Blasted has exposed Britain’s indifference towards the 

Bosnian War by collapsing the safe boundaries of domestic life into a 

chaos of conflict. Therefore, through Ian, whose misogyny, racism, 

and journalistic cynicism signify national arrogance, Kane has 

dramatized the blindness and apathy that shaped Britain’s political 

position. Ian’s eventual degradation into helplessness allegorizes the 

collapse of a nation that chooses distance over responsibility.  

At the same time, the play critiques the euphemistic language of the 

media and the government’s calculated neutrality to show how 

language can normalize atrocity by disguising its urgency. Through a 

semiotic lens, the study of Blasted has revealed how systems, 

institutions even Nations of influence through subtlety and diplomatic 

ways maintain indifference. Therefore, through the perspectives of 

Artaud’s theatre of cruelty, the study destroys those systems by 

confronting the audience with raw, unavoidable violence. 

Ultimately, by forcing spectators to experience what they would rather 

ignore, Kane transforms theatre into an act of moral witness. This 

might be a criticism of a Nation. But everything started with an 

individual: Ian, an irresponsible journalist. Therefore, it is a clarion 

call to us as individuals to wake up and react to the injustice ongoing 

around us, since the Nation is made by the individuals. Blasted thus 

stands both as a political condemnation and an artistic strategy, 

demonstrating that comfort and war are never separate zones but close 
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realities. The former should not be cherished whenever the latter is 

imminent because, neutrality in case of violence in complicity as 

Desmund Tutu thinks: “If you are neutral in situations of injustice, you 

have chosen the side of the oppressor” (Brown, 1984). 
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