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ABSTRACT

Sarah Kane’s Blasted is a harrowing exploration of violence, trauma, and the fragility of human morality in a
world ravaged by brutality. Through the characters of lan and Cate, Kane examines the collapse of societal
structures, the abuse of power, and the enduring question of what it means to act ethically under extreme
circumstances. The play’s graphic depictions of abuse and vulnerability force audiences to confront the raw
complexities of morality, particularly in the context of suffering and survival. This paper investigates lan’s
transformation in Blasted through the lens of Kant's philosophy of moral actions. According to Kant, the morality
of an action is determined not by its outcome but by the intention and adherence to moral duty guiding it. lan's
progression from an unjust aggressor to a helpless dependent raises critical questions about the ethical value of
his later actions and whether they signify genuine moral growth. By contrasting lan's behaviour with Cate's acts
of selflessness, this analysis aims to uncover the more profound ethical implications of Kane's work, emphasizing
how her play challenges and redefines the boundaries of morality in the face of unimaginable violence.
Keywords: Kantian ethics, morality, redemption, authority, and violence.
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Sarah Kane'in Blasted adli oyunu, siddet, travma ve insan ahlakinin kirilganligini acimasiz bir dunyanin
baglaminda ele alan sarsici bir eserdir. lan ve Cate karakterleri tizerinden Kane, toplumsal yapinin ¢okusuni,
gliclin kotuye kullanimini ve asiri kosullar altinda etik davranmanin ne anlama geldigine dair kalici sorulari inceler.
Oyundaki siddet ve savunmasizlik tasvirleri, izleyiciyi ahlakin karmasikliklariyla ylzlesmeye zorlar, 6zellikle aci
¢ekme ve hayatta kalma baglaminda. Bu makale, Blasted eserindeki lan’in donusimuni Kant’in ahlak felsefesi
perspektifinden incelemektedir. Kant’a gore, bir eylemin ahlaki degeri, sonucuyla degil, bu eylemi yonlendiren
niyet ve ahlaki géreve baglilikla belirlenir. lan’in baskici bir saldirganken ¢aresiz bir bagimliya déniismesi, daha
sonraki eylemlerinin ahlaki bir biytimeyi temsil edip etmedigi ve bu eylemlerin etik deger tasiyip tasimadigi
konusunda 6nemli sorular ortaya koyar. lan’in davranislari ile Cate’in fedakarlik dolu eylemleri arasindaki karsitlik
tzerinden bu analiz, Kane’in eserindeki daha derin ahlaki ¢ikarimlari ortaya ¢ikarmayi ve oyunun, hayal edilemez
siddet karsisinda ahlakin sinirlarini nasil sorguladigini vurgulamayi amaglamaktadir.

Anahtar Kelimeler: Kantgi etik, ahlak, kefaret, otorite ve siddet.
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Introduction

situations that force characters to confront extreme

Literature has been a powerful tool for exploring complex
moral concerns, offering insight into the ethical dilemmas
that define human experience for an extended period.
Through portraying characters and their actions, literature
often challenges established moral frameworks, allowing
readers to engage with the concepts of virtue and vice,
right and wrong. Literary works frequently depict

circumstances—such as violence, trauma, and survival—
pushing their moral compass's boundaries. These
narratives invite readers to examine the motivations
behind actions and reflect on the consequences that
follow, thereby fostering philosophical inquiry into what it
means to act morally in the face of adversity. By
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presenting these moral challenges, literature provides a
unique space for contemplating human behaviour and the
ethical complexities that arise under challenging
circumstances.

As a literary and performative art form, drama has
long served as a powerful medium for exploring moral
dilemmas, survival, and the nature of violence. Placing
characters in extreme circumstances exposes ethical
quandaries and challenges societal norms, offering a
space for reflection on human behaviour. Classic tragedies
like Sophocles' Antigone and Shakespeare's Macbeth
explore moral conflicts involving duty, ambition, and
justice. In modern drama, these dilemmas are often
presented through fragmented and ambiguous narratives,
reflecting the complexities of contemporary ethics.
Survival, a recurring theme, is frequently intertwined with
violence, which emerges both as a physical act and as a
metaphor for power struggles or existential despair.
Through the lens of violence and survival, drama probes
the breakdown of morality and the complexities of human
behaviour under extreme conditions, forcing audiences to
confront difficult questions about the influence of
violence on moral frameworks and the reevaluation of
societal norms.

In-Yer-Face Theatre, a term popularized to describe
the provocative works of playwrights like Sarah Kane and
Mark Ravenhill, engages with complex ethical issues such
as survival, violence, and moral dilemmas, challenging
audiences to reflect on the consequences of human
actions in extreme circumstances. Through intense
emotional experiences, these works expose the fragility of
ethical systems and invite deeper philosophical reflection
on the nature of good and evil. Kantian ethics,
emphasizing duty, moral law, and the categorical
imperative, provides a framework to assess these
challenges, focusing on the intrinsic value of actions
guided by moral duty rather than consequences. In this
light, Blasted serves as a compelling text for exploring the
ethical decisions of its characters, lan and Cate, through
the lens of Kantian principles, particularly their struggles
with violence, survival, and preserving human dignity
amidst moral chaos.

This intersection between drama, moral conflict, and
Kantian ethics provides a powerful lens to explore human
behaviour and decision-making complexities. By applying
Kant's principles to the portrayal of violence and suffering
in drama, we can better understand how individuals
reconcile their moral duties with the harsh realities of the
world around them. Kant's emphasis on goodwill and
moral duty and the universal application of moral laws
through the categorical imperative offers a framework for
examining how play characters confront their ethical
dilemmas amidst personal and societal turmoil. Kant also
stresses the importance of respect for human dignity,
asserting that each person should be treated as an end in
themselves, never merely to an end. He argues that duty
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over inclination is essential in moral action, meaning that
the moral worth of an action depends on its motivation—
whether it arises from a sense of obligation and goodwill
rather than personal inclination. This exploration invites a
deeper reflection on individuals' moral choices in the face
of suffering, questioning the possibility of moral
redemption in a world often driven by conflict and
violence.

This paper explores the moral complexities in Sarah
Kane's Blasted through the lens of Kantian ethics. By
examining lan's transition from aggression to vulnerability
and contrasting his moral evolution with Cate's responses,
the analysis highlights how Kane's portrayal of violence
and compassion challenges conventional moral
judgments. The play raises critical questions about power,
redemption, and human dignity while also situating
human behaviour within broader philosophical discourse.
This paper demonstrates that literature serves as a
medium for storytelling and a critical space for
interrogating and expanding upon established ethical
theories, particularly about profound moral dilemmas.

Ethical Behaviour in Blasted

Despite her tragic and brief life, Sarah Kane (1971-1999)
was a British playwright whose work profoundly impacted
contemporary theatre. Kane's plays were renowned for
their raw, intense, and frequently startling nature, and her
writing challenged the limitations of conventional
dramatic form by concentrating on themes of love,
suffering, mental illness, and violence. Her work is
frequently linked to the "in-yer-face" theatre movement
of the 1990s, distinguished by its aggressive style and
willingness to depict graphic and disquieting content.
Themes of trauma and suffering are frequently employed
in Kane's plays to confront the audience with disquieting
truths about human nature, investigating the most sinister
aspects of human existence (Sierz,2001).

Blasted is a dark and intense play that explores
themes of violence, trauma, and human suffering. It is a
profound exploration of survival and morality amidst
incomprehensible violence, using the Bosnian War as a
backdrop to simulate the barbarism of real-world
conflicts. The play forces the audience to confront the
intersections of personal and political violence, examining
how intimate relationship violence mirrors the more
enormous atrocities of war. Through its non-linear
narrative and unconventional staging, Blasted challenges
characters and viewers to face the brutal realities of
human suffering, blurring the line between the personal
and the global. Kane's unflinching portrayal of violence
highlights the limits of human compassion and the
potential for malice, raising questions about the
possibility of redemption or hope in a fragmented world.
By depicting violence without leniency, the play asks
critical questions about individual moral actions during
conflict and the lasting impact of trauma on both personal
and collective identities.
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Set in a hotel room in Leeds, Blasted has two main
characters: lan, a middle-aged, manipulative, and abusive
journalist, and Cate, a younger woman who is his
companion. The play begins with their dysfunctional
relationship, marked by lan's cruelty and Cate's
vulnerability. As the play unfolds, the action shifts
dramatically when a soldier enters the room, bringing the
horrors of war with him. The Soldier is a metaphor for the
violence and brutality that pervade both the personal and
political spheres. As the play progresses, lan is physically
and emotionally broken, revealing the deep scars of his
past and the trauma he has inflicted on others. Cate,
initially submissive, begins to confront the violence
around her, showing strength and resilience in the face of
suffering. The play ends in a chaotic and haunting climax,
symbolizing the destruction of human dignity and the
breakdown of moral structures. Blasted forces the
audience to confront uncomfortable truths about the
nature of violence, survival, and the human capacity for
cruelty and compassion

When Blasted premiered at the Royal Court Theatre
in 1995, it provoked immediate controversy due to its
graphic depictions of violence, including scenes of rape,
cannibalism, and torture. Critics were divided, with some
condemning it as gratuitous and nihilistic. In contrast,
others praised it as a bold exploration of human suffering
and moral decay, particularly in the context of trauma and
war. The play sparked debates about the role of violence
in contemporary theatre and its ability to reflect the
darkest aspects of human condition (Sierz, 2001). Initially,
critics questioned the artistic and intellectual merit of its
explicit violence. However, over time, Blasted was
recognized as a profound critique of the horrors of war,
both personal and political. Its portrayal of the breakdown
of human dignity under extreme circumstances has been
seen as an allegory for the brutality of conflict (Batty,
2007). Furthermore, the play's examination of power
dynamics, vulnerability, and survival under duress earned
it a place in the In-Yer-Face Theatre movement,
challenging conventional boundaries in drama. Sierz
argues that Kane's work critiques the apathy of the
Western world toward war, using violence not only for
shock value but also to address complex moral questions
about human endurance and compassion (2001).

The chaotic and senseless nature of the violence
depicted in Blasted is reflected in the disorientation that
Kane induces using stark imagery and fragmented
dialogue. The play's transition from personal conflict to
war-torn devastation serves as a commentary on the
interconnectedness of human suffering, implying that the
violence we inflict on one another in intimate spaces is a
microcosm of the broader violence that afflicts society
collectively. When viewed through the lens of Kantian
ethics, this transition from intimate malice to pervasive
conflict raises significant philosophical concerns about the
moral value of human actions. Immanuel Kant argues that

nothing can be considered good without qualifications
except goodwill. He stresses that:

Nothing in the world can possibly be conceived as
good without qualification, except a good will.
Intelligence, wit, and judgment, and likewise
qualities of temperament, such as courage or
resolution, are, without doubt, good and
desirable, but they can become extremely bad
and harmful if the will which makes use of them
is not good. (Kant, 1941:7)

Kant asserts that the intrinsic moral value of actions
lies not in the traits or qualities an individual possesses but
in the "goodwill" behind them. Even qualities typically
seen as virtues, such as intelligence, courage, and wit, can
have harmful consequences if not guided by goodwill. This
argument emphasizes the moral responsibility to ensure
that our traits and capacities are aligned with a moral will.
Without goodwill to guide them, positive attributes can
become instruments of harm. Kant's perspective
encourages individuals to reflect on the morality of their
intentions, as the absence of goodwill can distort even the
most admirable qualities into tools for adverse outcomes.
He also argues that moral actions are not driven by the
consequences they produce but are rooted in the intrinsic
intention behind them. He states:

An action from duty has its moral worth, not in
the purpose that is to be attained by it, but in the
maxim according to which it is resolved upon.
The moral worth of an action does not lie in the
effect expected from it but in the principle of
volition by which the action is determined. (Kant,
1941:9)

Kant’s assertion that moral worth is determined by
the intention behind an action rather than its outcomes
underscores the importance of ethical motivation in
human behaviour. He emphasizes that the rightness of an
action does not depend on the results it achieves but on
the principle that guides it. This perspective shifts the
focus from what is achieved through actions to why they
are undertaken in the first place. The moral value of an
action, according to Kant, lies in the resolution to act out
of a sense of duty, irrespective of any personal or external
gains. This highlights the importance of making ethical
decisions motivated by moral principles rather than the
consequences one hopes to achieve. He also states:

Act in such a way that you treat humanity,
whether in your own person or in the person of
another, always at the same time as an end, and
never merely as a means to an end. In other
words, act in such a way that you respect the
humanity of others, recognize their inherent
dignity, and never use them merely to achieve
your own purposes. (Kant, 1941: 37)
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This quote reflects one of the central tenets of Kant's
moral philosophy—the imperative to treat others as ends
in themselves, not merely as means to personal gain. Kant
stresses the need to recognize the inherent dignity of
others and to respect their humanity, regardless of how
they may serve one’s purposes. In this view, using another
person merely as a tool to achieve personal goals violates
their inherent worth. Kantian ethics demands that we act
in ways that affirm the dignity of others, ensuring that
they are never reduced to objects to be exploited. This
principle calls for a moral respect that transcends self-
interest, urging individuals to treat others with the highest
regard for their humanity, not as instruments to fulfil
personal desires.

Kant highlights the central tenets of ethics,
emphasizing the primacy of intention, the intrinsic value
of goodwill, and the moral responsibility to treat others
with inherent dignity. Kant argues that the goodness of an
action is rooted in the intention behind it, not in the
consequences it produces. Moral actions must be
motivated by a sense of duty rather than personal gain or
external outcomes. His assertion that intelligence,
courage, and other virtues can be harmful if not guided by
goodwill underscores the importance of ensuring that
one’s traits and actions are aligned with ethical principles.
Furthermore, Kant’s command to treat humanity as an
end in itself and never merely as a means reinforces the
ethical imperative to respect the dignity of others and
avoid exploiting them for personal benefit. These
principles challenge individuals to examine the
motivations behind their actions, urging them to prioritize
moral intent over external results. Kant's ethical
framework ultimately underscores the enduring
significance of cultivating goodwill, aligning personal
desires with universal moral law, and striving to achieve
ethical integrity.

In Blasted, Kane's portrayal of moral ambiguity
amidst extreme violence challenges any simplistic
evaluation of the characters' seemingly altruistic actions.
Their moral disintegration aligns with Kant's assertion that
morality cannot be judged solely by its outcomes. Instead,
a deeper examination of the motivations behind their
actions is crucial, regardless of their ambiguity or conflict.
Kane further explores this moral complexity through the
play's setting, where the external environment sharply
contrasts with the internal violence. The characters’
actions, shaped by conflicting motivations, exemplify the
breakdown of moral integrity that Kant describes. Kane
creates a disturbing juxtaposition between outward
luxury and hidden brutality by situating lan and Cate in an
opulent hotel room. This contrast underscores the
necessity of going beyond surface-level perceptions when
making moral judgments. lan's choice to bring Cate into
this seemingly comforting space reveals his warped sense
of intimacy and control, complicating any straightforward
interpretation of his actions as purely altruistic or
malicious. The hotel suite, which is "so expensive that it
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could be anywhere in the world"(Kane,2001:2),
symbolizes lan's detachment from the consequences of
his actions. lan's moral decay and indifference to the
emotional damage he inflicts on Cate are reminiscent of
this space devoid of reality. The chamber's opulence,
which encompasses a substantial bouquet and
champagne on ice, is in striking contrast to the violation
within its confines. lan's utilization of luxury to obscure his
more malevolent intentions implies that he is a
profoundly manipulative individual who is endeavouring
to conceal his abusive nature through superficial acts of
devotion. Cate's initial reaction to the chamber
emphasizes her innocence and innocence. She is "amazed
at the classiness"(2) of the space, gleaming and blissfully
unaware of the malevolent undercurrents that lan has
entangled her in, basking in the aroma of the flowers.
Despite her apprehensions, her infantile examination of
the room indicates her vulnerability and her motivation to
identify a positive aspect of lan's gesture. Her stutter and
hesitation, which suggest that she intuitively recognizes
something is amiss, further complicate this dynamic
between them despite the outward appearance of
concern.

While Cate shows innocence, lan is a figure who
embodies aggression. lan’s dialogue with Cate vividly
demonstrates his use of power dynamics to assert
dominance, beginning with demeaning remarks about her
appearance:

lan: Don’t like your clothes.

Cate: (looks down at her clothes)

lan: You look like a lesbo.

Cate: What's that?

lan: Don’t look very sexy, that’s all. (4)

This exchange underscores lan's intent to diminish
Cate's self-esteem and subtly reinforce his control. By
targeting something as personal as her appearance, lan
places himself in a position of superiority while making
Cate feel scrutinized and inadequate. Cate's immediate
reaction, looking down at her clothes, illustrates the
psychological impact of lan's words, which cloak
domination under the guise of casual commentary. These
remarks, far from harmless, are calculated to undermine
her confidence and disempower her. This pattern
continues as lan shifts from her appearance to belittling
her intelligence:

lan: You're stupid. You’re never going to get a job.
Cate: | am. | am not.
lan: No, I'm talking, you're just too thick to understand.

(8)

This interaction reveals lan’s deliberate effort to
erode Cate’s sense of self-worth. His blunt insults and
dismissive tone force Cate into a defensive position,
rendering her unable to assert herself. Her hesitant
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responses reflect her internal struggle to counter his
relentless criticism. lan’s final remark— “No, I’'m talking,
you’'re just too thick to understand” (8)—further silences
her, positioning him as intellectually superior and
reinforcing the power imbalance between them. His
actions are not aimed at supporting or uplifting Cate but
at stripping away her confidence and autonomy, ensuring
her dependence on him. lan’s invitation to the hotel
further reveals his manipulative intentions. Cate initially
interprets his request as a sincere plea for emotional
connection, as shown when she says, “l was worried. You
sounded unhappy” (4). This response reflects her
compassion and readiness to offer support. However,
lan’s subsequent actions expose his true motives. His
declarations— “You know | love you” and “Don’t want you
ever to leave” (4)—appear affectionate but are calculated
attempts to exploit Cate’s empathy and create a false
sense of intimacy. By framing his desires in the language
of love and dependency, lan manipulates Cate into staying
close to him, further entrenching the imbalance in their
relationship.

From a Kantian perspective, lan's behaviour starkly
violates the principle of treating others as ends in
themselves rather than as means to one's ends. Kant
emphasizes that moral actions must be guided by goodwill
and respect for others' autonomy and dignity. lan's
calculated attempts to undermine Cate's confidence and
exploit her trust demonstrate a will driven by selfish
desires rather than moral duty. Even seemingly positive
gestures, such as his suggestion of marriage—“You ever
thought of getting married? | would” (4)—are not genuine
expressions of commitment but strategic tools to bind
Cate to him and maintain his control. lan's ethical failure
lies in his inability to act out of respect for Cate as an
autonomous individual. His words and actions are not
rooted in goodwill but are instead driven by self-serving
motives. Kane's portrayal of lan's manipulative tendencies
highlights the toxic power dynamics within their
relationship, offering a critique of relationships built on
control and exploitation rather than mutual respect and
care. lan's behavior represents a profound moral failing
through the lens of Kantian ethics. His actions lack the
moral worth Kant associates with duty and respect for
others, exposing the inherent harm caused by his
exploitation of emotional vulnerability.

By juxtaposing lan's actions with Kantian ideals,
Sarah Kane underscores the devastating effects of
unethical behaviour in intimate relationships and critiques
the broader societal dynamics that enable such toxicity.
Through the portrayal of lan as a morally compromised
character, Kane reveals how manipulation, domination,
and emotional exploitation erode the foundation of
human dignity and mutual respect. Examined through a
Kantian lens, lan's actions lack the goodwill and moral
grounding necessary to uphold the autonomy and worth
of another person. Kane's critique extends beyond lan's
personal moral failings, prompting a deeper reflection on

the systemic power imbalances that foster toxic
relationships. lan's treatment of Cate is a microcosm of a
more enormous ethical void, where self-interest
supersedes principles of duty and care. By exploring these
dynamics, Kane compels the audience to confront
uncomfortable truths about the human tendency to
prioritize control over compassion and the societal norms
that permit such behavior to flourish. In this context, lan's
lack of moral intention highlights the broader decay within
toxic relationships. Kane's work becomes not just a
narrative of individual ethical failure but a critique of the
cultural forces that undermine respect, equality, and
genuine connection in intimate human interactions.

Kant's moral philosophy revolves around the
concept of the categorical imperative, which serves as a
universal guide for ethical behaviour. Kant's idea
challenges individuals to transcend selfish desires and
consider the broader implications of their actions,
fostering a moral framework rooted in rationality, respect,
and universality. He believes that everyone should:

act only according to that maxim whereby you
can, at the same time, will that it should become
a universal law. This formula of the moral law
does not command us to follow any particular
action, but to act in a manner that can be made a
universal law. It requires that we not act in any
way that we would not want others to act in the
same situation (Kant, 1941: 30).

Kant's categorical imperative, as expressed in the
quote, is a fundamental principle of his moral philosophy.
It commands individuals to act only according to maxims
(principles or rules of action) that can be universally
applied. This means one should behave in a way that they
would find acceptable if everyone in similar circumstances
acted in the same manner. For example, if someone
considers lying to achieve their goals, they must ask: What
if everyone lied whenever it suited them? The result would
be a breakdown of trust and communication, making lying
unsustainable as a universal rule. Thus, Kant argues
morality requires actions that uphold universal respect for
others as rational beings, ensuring their autonomy and
dignity. This principle is grounded in the belief that
humans are ends in themselves, not a means to an end,
and that moral actions must respect this intrinsic worth.
Therefore, any action that uses another person as a mere
object or violates their autonomy contradicts the
categorical imperative.

In Blasted, Kant's philosophy of the categorical
imperative provides a framework for analyzing lan's rape
of Cate, highlighting the profound moral implications of
his actions by violating Cate's autonomy. lan's behaviour
starkly contrasts with Kantian ethics, emphasising the
importance of individuals as rational agents and the
necessity of universal moral principles. lan’s rape of Cate
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during her unconscious state represents a complete
disregard for Kant’s categorical imperative. His action is
not guided by a principle that could be universalized, as
the notion of universalizing rape would lead to the erosion
of fundamental human dignity and agency. lan mocks and
laughs at Cate, exploiting her wvulnerability as she
experiences fit whenever she is placed in distressing
situations. His initial amusement and derision underscore
his lack of empathy and dominance over her. Cate faints,
and he:

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.

lan moves away, unsure what to do, pointing the gun at
her from behind.

She laughs hysterically, as before, but doesn't stop.

She laughs and laughs and laughs until she isn't laughing
anymore,

she's crying her heart out.

She collapses again and lies still. (Kane, 2001:21)

lan’s predatory laughter and calculated actions
reflect his belief in his own supremacy, further symbolized
by his possession of a gun. His actions signify his
perception of ultimate power and entitlement, which he
uses to strip Cate of her agency. This depravity is the
antithesis of Kantian morality, where respect for
individuals’ autonomy and rationality is paramount.
However, his demeanor shifts when Cate's uncontrollable
laughter transforms into hysterical sobbing, exposing the
profound emotional and psychological damage she
endures. At this moment, lan stops laughing, marking a
turning point where his sense of control and detachment
is disrupted, leaving him unsure and unsteady in the face
of Cate's raw suffering. This dynamic exemplifies the
interplay of power, vulnerability, and dehumanization
central to Blasted.

lan’s actions are not merely the product of personal
choice but reflect broader societal expectations that
equate masculinity with dominance and aggression. These
expectations create a cultural framework where men are
pressured to demonstrate power and control as markers
of their identity, often at the expense of empathy,
vulnerability, and moral responsibility. This dynamic, as
analyzed by scholars such as Michael Kimmel, reveals how
deeply ingrained these ideals are within patriarchal
systems that normalize and even glorify aggression as an
inherent trait of masculinity. Kimmel argues:

The ideals of manhood are frequently associated
with the desire for dominance and aggression,
shaping a cultural narrative in which masculinity
is often measured by the ability to exert control
over others and suppress vulnerability. This
association creates a framework where power
and aggression are not just encouraged but
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expected, reinforcing harmful gender dynamics
and perpetuating cycles of violence. (2006:9)

Kimmel’s statement highlights the toxic cultural
norms that define masculinity through dominance and
aggression, positioning power as the ultimate measure of
manhood. This perspective fosters behaviors that
prioritize control over empathy or equality, normalizing
violence as a tool for asserting superiority while
stigmatizing vulnerability. By linking masculinity to
aggression, society creates a rigid and destructive
framework that perpetuates harm and limits male
identity. These deeply ingrained patriarchal systems
glorify aggression as an inherent trait of masculinity,
fostering cycles of harm that reinforce damaging
dynamics of power and control at both individual and
societal levels.

lan epitomizes toxic masculinity, using violence and
sexual aggression to dominate Cate. His rape of her is not
only a deeply immoral act but also a reflection of societal
systems that valorize aggression as an inherent trait of
masculinity. lan's behavior echoes the entitlement rooted
in patriarchal norms, which view control over others—
particularly women—as a justifiable assertion of male
power. His possession of a gun further symbolizes his
reliance on intimidation to sustain his dominance. When
viewed through the lens of Kant's moral philosophy, lan's
actions starkly violate the categorical imperative, as his
treatment of Cate could never be willed as a universal law.
Instead, his behaviour dehumanizes both himself and his
victim, exemplifying moral degradation within a corrupt
cultural framework. lan's rape of Cate exemplifies the
intersection of individual immorality and systemic cultural
failings. Kane's portrayal of lan critiques a societal
framework that perpetuates toxic masculinity, enabling
violence and depriving individuals of agency. lan's actions
expose the dissonance between personal behaviour and
universal ethical principles, as outlined by Kant,
emphasizing how societal norms often contradict moral
imperatives. Kane challenges the audience to confront
lan's depravity and the broader cultural systems that
condone and perpetuate such brutality, making Blasted a
powerful critique of both personal and collective moral
failure.

The play's pivotal moment occurs when the soldier
retaliates, gouging out lan's eyeballs. This violent act
transforms lan from an aggressor into a vulnerable,
disabled individual dependent on Cate for survival. Judith
Butler's concept of vulnerability, which asserts that
"vulnerability is a condition of humanity" (Butler, 2004:
23), is crucial here. lan’s vulnerability exposes the fragility
of his identity, dismantling the power dynamics he once
controlled. The encounter with the Soldier shifts the
narrative tone and foreshadows lan's descent into
powerlessness. As the Soldier disarms him, the tension
gives way to a brutal assertion of dominance, symbolizing
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the destruction of lan's constructed authority and
eventual subjugation.

When a knock sounds at the door, lan hesitates,
mirroring the knocking pattern from the other side. His
measured approach builds tension, underscoring his
growing paranoia. Finally, he unlocks the door, and sees:

A Soldier with a sniper’s rifle.

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

The Soldier pushes the door open and takes lan's gun
easily.

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

Eventually. (Kane, 2001: 34)

After the Soldier disarms lan and establishes control,
the dynamic shifts dramatically. In this moment, the
Soldier mirrors the power and violence that lan previously
exerted over Cate. With lan now vulnerable and
defenseless, the Soldier takes advantage of his newfound
dominance, sexually assaulting lan. This brutal act serves
as a reversal of the earlier violence, demonstrating how
power can be violently transferred and the dehumanizing
effects of such power dynamics. The Soldier's grip on lan's
head further emphasizes his complete control over the
situation, mirroring lan's earlier dehumanizing treatment
of Cate. This moment shifts the power dynamics and
marks a devastating transmutation of lan's identity, as he
is reduced to the exact position of helplessness he once
imposed on others. The Soldier:

puts his mouth over one of lan's eyes, sucks it out,
bites it off and eats it.
He does the same to the other eye. (48)

In this grotesque moment, where the Soldier
physically blinds lan by sucking out and eating his eyes,
Sarah Kane employs a powerful metaphor to illustrate the
consequences of lan's past actions. lan, once in control, is
now completely incapacitated, and in this loss of sight,
there is a more profound symbolic message. Kane seems
to be criticizing the very notion of power and respect in
human relationships. The loss of sight is not just a literal
disability but a moral one, indicating lan's inability to truly
"see" or understand the consequences of his actions —
particularly his violence against Cate.

This moment can be interpreted through the lens of
Kant's categorical imperative. The categorical imperative
suggests that individuals should act according to principles
that they would want to be universal laws, meaning you
should treat others as you would wish to be treated. If lan,
as a journalist and as a man, had adhered to this principle,
he would have respected Cate's autonomy and humanity.
Had he truly "seen" her as equal, he would not have raped
her. The idea here is that lan's moral blindness, in both a
literal and figurative sense, stems from his failure to
respect others' rights and dignity. Furthermore, the act of

lan losing his sight can be seen as a reminder to the
audience of the importance of seeing the truth,
particularly for those in positions of power, such as
journalists. A journalist is expected to be objective, to
"see" the facts, and report them fairly. But lan, as a
character who exploits and abuses others, symbolically
loses his ability to "see" the truth of his own actions, thus
also losing the right to continue in a position of moral
authority. The brutal reversal of power here serves as a
comment on the moral degradation of those who abuse
their power and the necessity of accountability. Through
this moment, Kane forces the audience to confront the
relationship between power, respect, and the
consequences of violent actions.

The idea of the Transcendental Aesthetic, Space, and
Time in Kantian philosophy illuminates an insightful
analytical framework for Blasted by Sarah Kane. Kant, in
his book Critique of pure reason, argues that the space and
time are not objective existences independent of human
perception. However, they are modes of intuition
imposed on sensory experience by the mind to make
sense of, becoming an incredibly potent philosophical
conception when considering Kane's play, which
dismantles the conventions of space and time to reveal
the disintegration of both personal and collective realities
under the weight of trauma, violence, and moral collapse
(1999). In Blasted, space and time are liquidated from
their fixed, objective character and, instead, are fluid,
fractured, and destabilized - as is the psychic and
emotional carnage that constitutes the destruction of her
characters.

At the start of Blasted, the hotel room acts as a
standard, confined space: a structured and recognizable
framework in which the characters' interactions can
occur. The space, tainted by lan's predatory behaviour and
palpable unease on the part of Cate, at first grounds the
audience within a specific, tangible, physical environment.
The hotel room is the concrete presentation of Kant's
phenomenal reality, wherein the mind then organizes the
sensory input into understandable spatial and temporal
frameworks. As the play proceeds, this sense of stability is
torn asunder. The explosion that rips the room apart
metaphorically indicates a cataclysmic collapse of these
mental schemata. The room is transformed into a
surrealistic, fragmented landscape where boundaries
between interior and exterior, personal and political,
break down. In this transformation, the Kantian idea is
evident that space is a contingent construct of the mind,
not an inherent quality of the world. The characters'
disintegrating psychological states, battered by trauma,
slowly break down the spatial confines of the play's
setting into a liminal chaotic environment reflecting their
fractured realities.

The hotel has been blasted by a mortar bomb.
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There is a large hole in one of the walls, and everything is
covered in dust

which is still falling. (Kane, 2001: 37)

The stage direction is a striking representation of
literal and symbolic destruction in Blasted. The explosion
shatters the spatial boundaries of the hotel room,
transforming it from a confined, intimate setting into a
fragmented and surreal landscape. This physical
destruction reflects the psychological disintegration of the
characters, particularly lan, whose sense of control and
dominance collapses along with the room. The hole in the
wall here acts like a metaphorical bridge between the
personal and the political, destroying the border between
the private world of lan and Cate and the outer horrors of
war, underling that personal violence is interconnected
with collective violence; trauma simply cannot be
confined to places set aside. That "everything is covered
in dust which is still falling" adds a sense of aftermath and
ongoing destruction. Dust becomes this powerful
metaphor for decay and lingering trauma, obscuring
clarity and suggesting that violence leaves an enduring
residue. Its continuous fall creates an atmosphere of
suspension where the past destruction seeps into the
present, making any recovery or resolution impossible.
Once a recognizable and structured space, the setting
turns unrecognizable, reflecting disorientation and
fragmented perception by the characters, aligning with
Kant's view that space is not a property of the world but
is, instead, an imposition of the mind that breaks down
under the intense burden of trauma.

Using this moment, Kane deconstructs the spatial
and temporal matrices, introducing a venue wherein
internal and external collapse into one indistinguishable
continuum. The blast forces the audience to confront the
fragility of these constructs and the pervasive nature of
violence that erodes not only physical structures but also
psychological and moral boundaries. The hole in the wall
serves as a stark reminder that trauma collapses
distinctions, forcing personal suffering to merge with
collective atrocities in a chaotic and destabilized reality.

Time in Blasted becomes fragmented and non-linear,
reflecting the breakdown in the characters' ability to
process their experiences coherently. The play is not
presented in chronological order. Instead, events fold into
each other and shift from personal conflict to the broader
atrocities of war happening with little warning or
explanation. Such temporal disorientation reflects Kant's
idea that time is, in fact, subjective: a construct imposed
by our minds to organize our experiences. In Blasted,
trauma shatters this cognitive framework, plunging the
characters into a suspended state in which past, present,
and future collapse into a single, overwhelming moment
of suffering. The transition from lan and Cate's deeply
personal interactions to the soldier's horrific account of
war is jarring. There is no indication of how the characters
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move between these two realities, suggesting that trauma
has obliterated the linearity of time. The play breaks the
illusion of separation between lan and Cate's private
struggles and the global atrocities of war. Time no longer
progresses logically but instead loops and collapses, much
like the characters' fragmented psychological states,
forcing both characters and the audience to confront the
inseparability of personal pain and collective violence.

Kane's decision to stage the entire play in a single
setting further amplifies the sense of spatial and temporal
disintegration. While the hotel room initially provides a
fixed reference point, its transformation into an
unrecognizable space strips it of any sense of stability or
continuity. The setting becomes surreal, boundless space
unaccountable by logic, reflecting the Kantian notion that
space is not an absolute reality but a mental construct that
can be distorted or destroyed under extreme conditions.
Kane's portrayal of space and time as fractured and fluid
raises critical questions about the limits of human
perception and understanding. Thus, Kane aligns the
play's structure to the character's states of mind; she
makes her audience endure a similar dislocation and tests
them as much as her characters against the instability of
those frameworks on which they would rely to
contextualize their world. However, it simultaneously
allows for criticism concerning the alienation of an
audience in such fragmentation. While the disorientation
serves a thematic purpose, it risks overwhelming the
viewer, potentially creating a barrier to empathy or more
profound engagement with the characters' suffering.

Moreover, Kane's use of Kantian ideas to explore
trauma and violence highlights the limitations of
philosophical constructs in the face of extreme human
experiences. Although Kant's Critique of Pure Reason
offers a conceptual paradigm necessary to understand the
role of space and time, Blasted has shown that both
elements may be drained of significance in the visceral
reality of war, abuses, and dehumanization, meaning that
in these regards, the play moves beyond the ideas of Kant:
the experience of human beings regarding violence and
trauma simply resists cognitive models per se. Aesthetic,
is a deep exploration in which trauma deconstructs space
and time as subjective colanders, leaving characters and
audience alike disoriented. Kane's manipulation of setting
and narrative progression mirrors the collapse of the
mental frameworks that organize perception, forcing a
confrontation with the fragility of human cognition. At the
same time, the play does criticize the adequacy of
philosophical frameworks in grappling with visceral and
incomprehensible realities of violence, which dares the
audience to grapple with the limits of reason and the deep
trauma affecting individual persons and society.

The subversion of traditional structures in Blasted
provokes a broader philosophical question about the
limits of reason and the ability of conventional paradigms-
such as Kantian aesthetics-to contain the raw, chaotic
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nature of human suffering. While Kant's discussion of the
sublime offers one model for approaching massive,
incomprehensible experiences, it often assumes that such
experiences can be situated within a framework of
reflective judgment. In Blasted, the violence and trauma
are so intense that they resist simple classification, and in
so doing, the play questions the sufficiency of
philosophical models that try to ascribe meaning or
structure. Kant's Critique of the Power of Judgment is
especially relevant here since it gives a theoretical
framework for understanding how the sublime can press
at the limits of human knowledge and judgmental
capabilities, even as it displays the failures of rational
systems to come to grips with the actual experiences of
human suffering. In his scholarly examination, Kant
discusses the nature of aesthetic experiences, particularly
taking up the concept of the sublime, which becomes very
important for interpreting Blasted.

In the book Critique of the Power of Judgment (2000),
Immanuel Kant examines the nature of aesthetic
experiences, with specific attention to the concept of the
sublime. Kant defines the sublime as those experiences
that go beyond human comprehension, often provoking a
two-fold reaction of awe and fear. Kant argues that "the
sublime is the natural faculty of thought which shows a
mental faculty that exceeds all sensible measures "(2000:
25). This definition places the sublime not only as an
overwhelming experience but also as a figure of the
cognitive powers that allow the individual to engage with
ideas that refuse immediate sensory grasp, like infinity or
intense terror. In Blasted, Kane constructs an
environment where the boundaries between personal
suffering and the greater horrors of war fade away, thus
producing a sublime experience. The disordered visual
representations, from the devastation of the hotel room
to the violent incursion, flood both the characters and the
viewers with the compulsion to come face to face, not just
with the acute astonishment of the incident but with its
more profound existential consequences. The play's
dramatic depiction of trauma, violence, and moral
degradation echoes Kant's description of the sublime as
something that exceeds common human experience and
knowledge, which moves an audience to reflect upon a
reality much more significant than their normal modes of
knowing.

Another important quote from the Critique of the
Power and Judgment that further develops the sublime is
"the experience of the sublime is such that our
imagination, trying to seize an object recognized as
infinite by reason, brings about a feeling of a transcendent
calling" (26). The sublime reveals an irreconcilability of
contradiction between the limits of human perception
and the enormity of experience portrayed. In Blasted, the
representation of violence and suffering is depicted as
being not just frightening but, more importantly, infinite
and beyond the reach of complete comprehension by the
characters or the audience themselves. Such descriptions

by the soldier of war, like lan's brutal behavior toward
Cate, put into question how well an audience can relate to
the enormity of human suffering. The destruction of the
hotel room serves as a metaphor for the gap between
what is reasonably possible and what is morally or
existentially conceivable. The origins and motive behind
the violence are obscure, but it unfolds in a way that
makes normal modes of reasoning inapplicable. Just like
Kant argues, the sublime is a thing that forces us to
confront a purpose beyond ourselves. Hence, Kane's
Blasted invites the audience to contemplate moral and
existential questions that transcend the reach of ordinary
understanding. While Kant's conception of the sublime
encourages transcending conventional reason, Blasted
complicates this by refusing to offer any resolution or
fixed experience of transcendence or redemption. Where
the Kantian sublime is often associated with a feeling of
awe at the cognitive faculties capable of reflecting on
one's limitation, Kane leaves an audience who
experiences moral and emotional distress. In confronting
characters with such terror—of the brutality from lan and
the absurdity of this kind of warfare, wherein there is no
possibility for transcending or even a logic to be
understood—the theatre piece blasts open the failure of
private and shared experiences. In this respect, the play
explores the nature of the sublime in art. While Kant
claims that the sublime elevates human understanding,
Kane shows a world in which pain and violence dissolve
any trace of rational control or moral judgment.

The tumultuous stage design and the depiction of
devastation in Blasted do even more to reinforce this
reversal of the sublime. The hotel room, at first a
constricted, intimate space, now expands to an immense,
fragmented void in which former spatial and ethical
boundaries no longer apply. Moreover, as the dust settles
and the inside and the outside start to blur, the audience
is left with this vast, limitless sense of a reality which
refuses to vyield definite answers. Instead of Kant's
proposed enhancement of the human condition, Kane's
portrayal of violence in Blasted emphasizes the fragility of
human existence and the intrinsic challenges in setting
order in a world filled with random suffering. Kane's
manipulation of the sublime challenges the Kantian
paradigm by forcing the viewer to confront the
inaccessibility of humanity to understanding deep trauma
and violence. While Kant's sublime can create a greater
appreciation for the ability of the cognitive faculties to
reason and transcend limits, Blasted mainly highlights the
futility of human knowledge against a reality defined by
violence and chaos. By its very nature, the play omits any
redemptive or reflective transcendence. It forces the
audience to confront the disturbing reality that, in the
aftermath of acts of extreme violence, there is no clear
resolution but rather an overwhelming sense of the
inevitable and endless suffering that defines human
existence under such circumstances. This dispiriting
examination of the limits of human judgment and
understanding brings out in sharp relief the large gap
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between Kant's idealized vision of the sublime and Kane's
wrenching portrayal of moral and existential
degeneration.

In an outlook that makes it divergent from Kant's
view of the sublime, Kane's representation of moral
disintegration shows the failure of philosophical models in
the face of extreme human suffering. In contrast, Kant
sees the sublime as a way to transcend ordinary
understanding and elevate moral judgment; Blasted
shows the uselessness of such transcendence in the face
of overwhelming violence and psychological torture. The
characters in Kane's play wrestle less to attain clarity or
any sense of moral order; instead, their actions are driven
by need and instinct for survival, not guided by
philosophical ethics. Thus, Blasted rejects the main
arguments of Kantian morality while suggesting that in
harrowing circumstances, the idea of moral behaviour
cannot take its measure exclusively from good intention,
as Kant averred, but is at the mercy of the gruesome
situations at hand. The difference between Kant's abstract
moral framework and the messy nature of human reality
is one of the primary criticisms explored in Kane's work. In
Blasted, Kane presents a world in which the characters
struggle to navigate the extremes of human behavior,
violence, and survival. The characters’ moral decisions are
often clouded by desperation and suffering, prompting
reflection on the nature of morality and duty. This ties in
with Kant’s ethical philosophy, which suggests that the
morality of an action is not dependent on the outcomes it
produces. He argues:

An action done from duty has its moral worth not
in the purpose to be attained by it, but in the
maxim according to which it is decided upon.
Therefore, an action can have moral value not by
achieving a particular result but by being done
with respect for the moral law, regardless of the
consequences. (Kant, 1941: 12)

Kant's statement emphasizes that the moral worth
of an action is not determined by the outcome it achieves
but by the intention behind it and the principle that guides
it. According to Kant, an action holds moral value when it
is done out of duty, not because of the consequences it
produces. This perspective emphasises the motivation
behind an action rather than the tangible results. In this
framework, an individual's actions are morally significant
not because they lead to a particular outcome but
because they are based on a sense of moral responsibility
and respect for moral principles. Kant asserts that the
value of an action lies in whether it is performed out of
duty, regardless of the consequences. For instance, if
someone helps another person not out of self-interest or
a desire for reward but because they feel morally
compelled, that action is considered morally worthy. This
view contrasts with approaches that focus on the results
of actions, such as consequentialism, which determines
the morality of an action based on the outcomes. For Kant,
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the essential factor is whether the individual acted with
the right intention, specifically out of a sense of duty,
rather than acting based on personal gain. Kant further
explains that the principle, or "maxim," guiding an action
is crucial in determining its moral worth. For an action to
be morally valuable, the maxim behind it must be one that
could be universally applied without contradiction. This
idea was discussed earlier in Kant's theory of the
categorical imperative, where he argues that individuals
should act according to principles that could be universally
accepted. This underscores the importance of consistency
and fairness in moral decision-making, as individuals
should act to accept their principles as a universal
standard. Kant also emphasizes that actions should be
driven by respect for moral law rather than by personal
desires or the desire for outcomes. Adherence to moral
law means acting according to principles of justice,
fairness, and respect for others, independent of the
results. Kant's focus on moral law highlights the
importance of internal motivations, suggesting that moral
actions arise from a commitment to doing what is right,
regardless of external factors or the consequences.

Kant's philosophy distinguishes the morality of an
action from its consequences. Unlike some moral theories
that judge actions based on their outcomes, Kant asserts
that the intention behind the action is the key
determinant of its moral value. This challenges the idea
that actions should be evaluated solely by their results,
instead advocating focusing on the ethical principles that
guide an individual's behaviour. Even if the outcome is
negative, Kant argues, an action can still be morally
worthy if performed with the right intentions and in
adherence to moral duty. In Blasted, lan begins the play
driven by personal desire, survival instincts, and a blatant
disregard for Cate's well-being. His violent behaviour
toward her reflects a selfishness that prioritizes his own
needs over any moral consideration for others. However,
as the play unfolds and lan becomes the victim of brutal
violence, losing both his sight and power, his
circumstances change dramatically. Stripped of his
strength, he relies on others, particularly Cate, for
survival. This shift in power dynamics prompts a reflection
on Kant's concept of duty and moral responsibility. lan's
transformation from aggressor to vulnerable dependent
raises important questions about the moral worth of his
later actions. While his earlier behaviour was driven by
selfishness, his newfound helplessness forces him to
confront the possibility of engaging in actions guided by
duty rather than personal desire.

In the final moments of Blasted, Cate's selflessness
emerges as she feeds lan the remaining food, sharing with
him even though she is herself starving and desperate.
The scene speaks volumes about the complicated
relationships of power, survival, and morality in the play:

She feeds lan with the remaining food.
She pours gin into lan's mouth.
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She finishes feeding lan and sits apart from him, huddled
for warmth.

She drinks the gin. She sucks her thumb.

Silence. It rains.

lan: Thank you.

Blackout. (61)

Cate's actions demonstrate a kind of duty, one that
is grounded in compassion, even as she is equally
suffering. Her care for lan, despite the pain and abuse he
has caused her, raises important moral questions. She
seems to act not out of personal desire but out of a sense
of duty—perhaps to her humanity or some more
profound, intrinsic need to care for others, even in dire
circumstances. While her actions could be seen as morally
commendable, they also reflect the tension between
moral duty and human survival. Cate's ability to act out of
duty rather than self-interest contrasts sharply with lan's
earlier behaviour, suggesting that both characters are
grappling with their respective moral responsibilities in a
world defined by violence and collapse. Kant's concept of
morality can be applied to these final moments, asking
whether Cate's actions, grounded in a kind of moral duty,
offer a redemption of sorts—something that lan, in his
selfishness, never genuinely grasped until it was too late.

Sarah Kane’s work in Blasted portrays a grim and
brutal reality where the lines between morality and
survival are blurred. In the play, Kane explores the
complexities of human relationships under extreme
circumstances, using violence, vulnerability, and
dependence to challenge the audience’s understanding of
morality. Through the characters of lan and Cate, Kane
critiques power dynamics, abuse, and the human capacity
for both destruction and care.

Kane's depiction of lan's transformation from an
aggressor to a vulnerable individual who must rely on Cate
for survival is a commentary on the fragility of identity and
power. She does not offer easy answers about morality
but instead forces the audience to confront the harshness
of the world she creates. The violence in the play is not
gratuitous but exposes the characters' raw humanity and
the moral compromises they must make to survive. As
reflected in Blasted, Kane's worldview suggests that their
actions do not simply define human beings but are also
shaped by the situations and environments in which they
find themselves. The play questions traditional moral
frameworks, highlighting the ambiguity of human choices
when survival is at stake. Kane’s portrayal of moral conflict
in Blasted presents a compelling exploration of human
nature but one that is partially devoid of ethical reflection.
While Kane's work emphasizes the chaos and violence
inherent in the world, it also allows for moments of moral
clarity—particularly in Cate's selflessness. Kane shows
that, even in the most desperate circumstances, there are
choices that reflect a moral duty, such as Cate feeding lan
despite his abuse of her. This situation raises an important
ethical question: Can an act of compassion and care, made

from a sense of moral duty rather than self-interest, be
considered a redemptive act in the face of such brutality?

Drawing on Kant's idea that moral worth lies in the
intention behind an action, Cate's actions are morally
valuable, stemming from her respect for moral law and
human dignity despite the horrific circumstances. lan's
actions are initially driven by self-interest and violence,
showing how moral responsibility becomes more
apparent when one's power and sight are stripped away.
His vulnerability exposes the limits of his earlier behaviour
and forces him to confront the consequences of his
actions.

Blasted offers a more nuanced approach to morality
than simply presenting a world without ethical
considerations. Itillustrates how people can still act out of
a sense of moral duty even in extreme conditions and how
such actions can provide some form of redemption or
moral clarity, especially when juxtaposed with violence
and cruelty.

Conclusion

Sarah Kane's Blasted powerfully examines the
complex interplay between violence, trauma, and
morality. lan's transformation from an aggressor to a
vulnerable individual highlights the importance of
analyzing moral actions based on intention and duty, as
reflected in Kantian philosophy. His loss of power and
subsequent dependency signifies personal change and
serves as a metaphor for the misuse of power and the
redefinition of moral responsibility.

Cate's compassion and selflessness demonstrate
humanity's capacity for moral solidarity even under the
direst circumstances. Kane’s play challenges the
boundaries of morality and presents a profound
exploration of the nature of morality and the fragility of
humanity. Ultimately, Blasted encourages the audience to
contemplate the intricacies of human morality, where
vulnerability and violence coexist and where the potential
for redemption exists even for those who have committed
the most heinous acts. Kane encourages us to reflect on
the ethical obligations we bear to one another and the
significant influence that moral actions, founded on duty
and humanity, can have in a world rife with violence
through the interaction between lan and Cate.
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