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1. Introduction

Although her name is not particularly well known to the Czech theatre audience,
Sarah Kane is a famous figure on the theatre scene. Kane was a writer who
essentially subverted traditional British theatre and made her mark so strong that it
influenced a whole upcoming generation of British playwrights. She did not,
however, merely achieve prominence in her country, but has had her plays
performed all over the world. They still retain the power to shock audiences and
readers, making them relate to it, responding to her style of writing in some way,
simply either loving it or hating it.

The aim of this thesis is to present this extraordinary author and her distinctive
work and mainly to study the use and portrayal of violence in Kane's plays. Also
the impact of violent scenes on the audience is going to be explored in this work.
First of all, Sarah Kane's biography will be shortly mentioned, followed by a
description of the atmosphere in playwriting in Britain in Kane's epoch. Another
chapter will consist of notes upon her style as a dramatist with special attention to
features that I consider important and significant for her work. The major part of
this thesis examines the violence in plays and on stage. Firstly, the violence will
be examined as a general device employed by various authors and then Kane's
approach and her methods of using it as well as different types and representations
of it. Finally, the thesis is going to focus on the contrast between violent scenes
and scenes dominated by love and beauty which is another dramatic technique
that can be found in Kane's plays. It contributes to the uniqueness of her oeuvre

and also partly explains her use of violence.



2. Sarah Kane — A Short Biography

Sarah Kane was definitely a prominent figure on the theatre scene of the turn of
the twentieth and twenty-first centuries but also an undeniably interesting
personality. Her biography is quite shocking in the light of the fact that she ended
her life when she was only twenty-eight. However, in the rather short time she
managed to write five full-length plays, certain unpublished monologues and
several TV scripts including a script for a short film called Skin. She also tried the
role of a director and acted in a number of plays. Her main occupation was
playwriting, of course, and she considered herself only to be a playwright.

Sarah Kane was born on 3 February 1971 in Essex. After she obtained a BA
degree in drama at Bristol University she continued her studies for MA in
playwriting at the University of Birmingham. She never finished her degree
though due to her strong aversion towards the academic system, which she felt not
to be really developing one's own voice in the field of drama. Her first full-length
stage play Blasted gained her certain recognition in the dramatic circles and
shortly after that she began writing for theatres.

During her career Kane was associated with the Royal Court Theatre, the Gate
Theatre in Notting Hill, Bush Theatre, Paines Plough, etc. All of these theatres are
known for their support of young artists, especially the Royal Court Theatre which
is the most famous one. It is a cradle of many contemporary artists such as Martin
McDonagh or Mark Ravenhill. On the website of the theatre the principal
objective is described: “The Royal Court Theatre is Britain's leading national
company dedicated to new work by innovative writers from the UK and around
the world.”" For the Gate Theatre she wrote and directed her second play
Phaedra's Love. The rewrite of ancient theme was followed by a controversial
play called Cleansed which again premicred at the Royal Court Theatre. Her
penultimate play is called Crave and her last play 4. 48 Psychosis was finished
shortly before her first suicidal attempt in 1999. She was kept in a hospital
because of pill overdose which she recovered from but she ended her life there by
hanging herself with her shoelaces. Throughout her life she suffered from heavy
depression and consequently, suicide was probably the only solution for her.

By ending her life at such an early age, Kane deprived the world of an extremely

' The Royal Court Theatre. Home page. 19 March 2010 <http://www.royalcourttheatre.com/>.
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talented dramatist. Still, she left us with 5 extraordinary plays which keep on

inspiring and surprising us and will hopefully never be forgotten.

3. The Theatre Atmosphere

It was the middle of 1990s and the end of a century yet alone of a millennium is
always connected with some kind of evaluation of past achievements or current
situation in various fields. The theatre and drama situation in Britain was no
exception. Many British writers and playwrights expressed their views of British
drama, moreover, eighty-seven prominent British playwrights signed a letter for a
newspaper complaining about lack of new plays and innovative writers that could
represent their country in the last decade of the twentieth century.

They also complained that the drama did not describe the current society and that
it was a shame. Theatre had always been a means of reflecting features of the
society in the country, provoking people to think about it and react if they wanted
to. The situation in the 1990s seemed to be too peaceful and filled only with
gentle atmosphere of productions of older plays that would not offend anyone,
that might even be successful but never really capture the atmosphere of the end
of the millennium.

Fortunately, the words of these authors were heard. These peaceful times in
British theatres were smashed by a production which opened in January 1995 at
the Royal Court Theatre. In the words of the director of this play it was ,,perhaps
the least seen and most talked about play in recent memory”.? The play, despite of
being staged for only a few weeks, immediately became most provoking. It was
written by a young unknown playwright named Sarah Kane. Its title was Blasted
and it literally blasted out the theatre society in Britain. Of course some plays
staged before Kane's time were quite daring and new but Blasted was undeniable
the one that gained the greatest interest of the public and even the media.

The play attracted a lot of attention for many reasons. The most important was
probably its openness towards the themes that appeared to be more or less taboo
in the performances people were used to at that time. Not only might the language

have been offensive for some people from the audience but the whole scenes full

2 Graham Saunders, “Love me or kill me” Sarah Kane and the theatre of extremes (Manchester:

Manchester University Press, 2002) 4.



of violence and sex caused a stir in the society and provoked many debates.
Another truly interesting thing that occurred during the actual productions of the
play was that people actually started to leave the theatre hall to express their
disapproval with what they were watching. People ostentatiously standing and
leaving not only had the chance to show their views but also reacted to the play
and changed it because when there is a performance and someone leaves it
logically has to influence the whole production. The audience basically shows it is
a part of the play even though they decide to leave it. To make people react was
certainly a strong feedback for Kane, the director, the actors, and the whole Royal
Court Theatre.

After such a unique and noted production that even gain an iconic status, many
people, especially journalists, were trying to find common elements between
Kane's writing and the works of her contemporaries and successors. They even
invented names such as New Brutalist or the Britpack for the “new movement”.
One should not, however, fail to forget that these names were invented by the
media, not by the writers themselves. They did not wish to be marked down with
other writers into different movements. Logically, it is not one's ambition to be
compared to others. If an artist wants to achieve something to become famous and
respected, he or she has to be different, brand-new or shocking, not only a copy of
their successful predecessors.

Sarah Kane certainly was different and new but as Graham Saunders notes, her
“drama 1s informed and influenced far more closely by classical and modern
European theatre than 'rave culture'.”

In other words, she was able to draw on the best of her predecessors, yet
representing an absolutely new style of writing and remaining shocking and full of
surprises for the audience, critics and media.

She achieved her singular style not typical of anyone while remaining influenced
by many great writers who will be dealt with in the following chapter.

Aleks Sierz describes Kane as a leading figure of a new style of theatre rather than
a movement. He calls it In-yer-face theatre and the main characteristics of this
type of drama are defined by Sierz as follows: “It is any drama that takes the

audience by the scruff of the neck and shakes it until it gets the message.”™

3 Saunders 7.

4 Aleks Sierz, In-yer-face theatre: British Drama Today (London: Faber & Faber, 2001) 4.



As it is obvious from the title of this kind of theatre, the most important fact is the
closeness of the audience with the cast. The viewers are a part of the play, they are
shocked, amazed, disgusted or struck dumb but always forced to feel something.
The proximity does not allow to them just to sit back and watch the production the
way they watch television.

According to Sierz this new kind of drama brought more people to the theatres
and especially those who would not have bothered to go there only a few years
before. He also claims that In-yer-face writers saved British theatre that was going

through a crisis in the 90s.’

4. Kane's Writing Style

4.1 Her Inspirations

Sarah Kane was a really strong personality and so was the style of her literary
works. Her writing was undeniably new but on the other hand she was not afraid
to admit her sources of inspiration in her literary ancestors or even
contemporaries. As a matter of fact, this ability was and still is one of the most
appreciated things of her writing by the critics and even the audiences.

While reading all her plays, certain major authors and their oeuvres come to our
mind. The Bible stands out above all other literary works as an unlimited source
of inspiration. There are many lines that drew from it especially in her final play,
nevertheless her relationship with Christianity and God was complicated because
she parted from the Church when she was a teenager. She describes this as her
first breakup. However, the Bible remained a great inspiration for her writing
maybe thanks to her permanent questioning of the church, faith and religion.
Shakespeare is also one of the great sources of inspiration. As one of the most
important and famous authors of all time he affects all the writers that came after
him and Kane is certainly not an exception. She even admits writing her first play
while reading King Lear. The link between these two plays is thus not accidental.
They both talk about human moral corruption and revenge and particularly the
scene with “the soldier’s sucking out and chewing up of Ian’s eyes in Kane’s play

does recall Cornwall’s gouging out of Gloucester’s eyes in Shakespeare’s

5 see Sierz xii.



tragedy.”® There are surely more images taken from Shakespeare's world of plays
but this scene from Blasted remains one of the most obvious.

Another major influence that can be found in Kane is Beckett. In particular his
most famous play Waiting for Godot. Here are some of the existentialistic topics
that she explored in her writing as well. When we go in details, even the
characters of Vladimir and Estragon can be somehow related to the characters of
Kane's plays. They spend time together even though their relationship is quite
strange and they would feel much better if they were alone. However they stay
with each other and try to find some pastime for themselves. This sounds quite
familiar if one takes under consideration the two characters of Blasted Cate and
Ian. They used to be lovers but in the opening of the play they find themselves
together despite the weird relationship between them. They also need one another
but would be much better on their own. They stay together during the whole play
with only some attempts to leave, exactly as Estragon and Vladimir. The two men
are waiting for something to happen, for someone to arrive, for something to save
them. They basically hope for some kind of salvation. This theme of hope is
greatly explored in most of Kane's plays and also forms the framework of some of
them. The theme of hope will be discussed more profoundly in the following parts
of the thesis.

Regarding her second play the inspiration seems to be clear. It is called Phaedra's
Love and so obviously, it has something in common with Seneca's play Phaedra.
Kane's play could be considered a modern version of the old ancient story of
Hippolytus and Phaedra. Kane was actually commissioned to rewrite this play by
the authorities of the Gate Theatre and she accepted with enthusiasm.” This ancient
play was also rewritten by other authors like Racine or Euripides and the main
theme of Phaedra caught in an impossible and adulterous desire for a relationship
with her stepson Hippolytus forms the core of all of them, Kane does not deviate
form this rule. However, her play is set in our time that is full of different
elements, achievements and failures that put another view on the eternal theme
and let it examine the relationship and events in the play from a contemporary

point of view. It is also useful to say that her play is not a complete rewrite, she

¢ Nicole Stodard, “The Cult of Sarah Kane” Drama, Daily 27 November 2009, 15 June 2010
<http://dramadaily.wordpress.com/2009/11/27/the-cult-of-sarah-kane/>.
see Steven Barfield, “Sarah Kane” Phaedra's Love” Didaskalia Volume 6 Issue 3 (Autumn

2006), 26 April 2010 <http://www.didaskalia.net/issues/vol6no3/barfield/barfield.pdf>.
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naturally brings new constituents to the play and makes it a piece of work worth
its qualities.

There are certainly many other authors and sources of inspiration but out of the
many, I would like to mention the most prominent such as Ibsen with his wit of
dialogue, who was also quite controversial in his epoch of writing. Writers of the
twentieth century that Sarah Kane herself mentioned as a great source of
inspiration and her playwright gurus were mainly Harold Pinter and Edward
Bond. Pinter's innovation widely applied in his plays was fragmentation. The use
of fragments in plays by Kane will be also discussed in one of the following
chapters. Another playwright of her contemporaries was Edward Bond, she adored
his work and the admiration was reciprocal. Bond was one of the first to recognize
Kane's talent and to support her. In the afterword to Graham Saunders' book about
Kane and the theatre of extremes, Bond underlined her importance in the world of
theatre when he claimed that she not only played with reality on stage like other
playwrights but that she actually managed to change the reality! “Blasted changed
reality because it changed the means we have of understanding ourselves. It
showed us a new way in which to see reality and when we do that reality is

998

changed.” By responding to her drama or rejecting it we define ourselves. Bond
is also a remarkable writer who has stood out of the mainstream thanks to his
ability to shock on stage. He is famous for a play called Saved in which a baby in
a pram is killed by a bunch of young men. In an interview for the Guardian he
said about Blasted: “The only contemporary play I wish I'd written, it is
revolutionary.™

What might be found as the most innovative and surprising is the engagement of
song lyrics in her plays. It was another great source of inspiration that helped to
form her style and writing technique. She used many lyrics from different songs
of for example Joy Division, the Pixies, Radiohead or Elvis Presley. Of course it
must be quite hard to recognize the lyrics in her plays but it certainly makes a part
of it. Perhaps it was a part of Kane's mind and everyday thinking. In Cleansed she

even lets her character sing a song from the Beatles and a country song, this time

it is again for their lyrics. They accompany the action that takes place on stage,

8 Saunders 190.

®  Edward Bond, “What were you looking at?”” The Guardian 16 December 2000, 3 May 2010
<http://www.guardian.co.uk/books/2000/dec/16/bestbooksoftheyear.bestbooks2>.
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liven it up, and complete it.
In summary, Kane's oeuvre comprises inspirations of many other works of art by
interesting authors but it still proves to capture something new to shock and

somehow move the audience.

4. 2 Fragmentation of the Plays

Fragmentation is an aspect of Kane's style that immediately comes to mind after
reading her plays. It is the fact that the text is broken into smaller parts, fragments
and it no longer works as a fluent stream of logic utterances but rather a set of
discontinuous segments of text. The fragmentation in Blasted can be observed
even on the overall concept of it because there is an actual bomb to break the play
into pieces. The first part has its own well-running structure that is, as if from
nowhere, destructed by the audible and visual effects of the blast. The second part,
therefore, cannot continue the same way as the first one. The hotel room is torn to
pieces and so is the text of the play. It becomes less realistic and it is even hard to
tell when the action occurs. It is only framed by the rain in between the scenes and
at the end with lightings that divide Ian's actions. The whole second part thus
seems to be taking place somewhere out of our space and time.

Similarly, in Cleansed the fragmentation is obvious and extremely important. The
scenes in this play do not seem to have a strict succession. It looks like the
director has a relatively free hand in ordering them. The scenes resemble rather
some kind of imagery and it is important they appear on stage as an image and
evoke a feeling in the audience.

Crave, written for four actors sitting on chairs in front of the audience supports
the theory of Kane's fragmentation as well. There is no general plot or main
dialogues. It is basically four monologues by four characters that are somehow
related. The structure strongly suggests the fragmented interpretation and
production of the play.

The last play finishes the whole idea. It is separated into fragments, short
utterances and monologues, and there are even pure numbers and single words
that form a part of the text. Moreover, these speeches are not designed for a
particular character, in fact there are no characters assigned by the author. Kane

basically leaves the number or even sex of the characters entirely up to the

8



director and cast (or the reader of the text of course). Though it might be quite
challenging for the comprehension of the play, it is at the same time genuinely
deliberating and amazing that every reader perceives this as he or she wants. The
readers have their own particular reading of the play and so they become the
directors of it in their heads. They literally put the fragments to their own context
and thus understand them in a particular way according to their personal way of

interpreting of what they see or read about.

4. 3 Kane's Favourite Part of Writing

Another aspect of Kane's writing is really important and significant for her style
and also for staging of her plays. She used to cut her texts a lot. Cut, cut, cut — that
was her main rule while revising the play.'’ It sounds quite funny but in a way it is
a modern and for that time quite unusual approach to one's writing. While many
plays are based on their overflowing dialogues and heavy speeches, Kane gave an
important space to silence. In fact it is also a kind of rhetorical process and the
effect upon the audience is undeniable. The author remarked: “If each character
can only say nine or ten words at a time, they become incredibly articulate and
precise”.!" The simplicity and preciseness undeniably rank among the most
important aspects of her style of writing.

Thanks to the intentionally short and brief speeches the play opens itself to the
theatrical imagery. It seems that for Kane there was the hidden power of theatre.
Reduced dialogue also offered more possibilities for staging a play, the director's
and cast's ideas. More of the imagery of the plays and particular scenes will be
naturally discussed in the following chapters.

This intention of Kane to say only what was necessary and eliminate all the non-
essential even increased as her literary career progressed. In her two last plays, the
reader notices that she gives more and more space to his or her own imagery. As
she stated about Crave: “In some ways for me Crave has very fixed and specific
meanings in my mind which no one else could possibly know unless I told

them.”'"? By this she basically opened the door to any ideas of staging her plays.

10 see Saunders 44.

' Sierz 101.
12" Saunders 105.



Whatever the reader or director with actors find in the text really is there and it

can be further explored and thought about.

4. 4 Importance of Images

The great space given to silence in Kane's plays is closely connected with the
importance of imagery. That is also why there are so many stage directions. Kane
had her precise vision of what she was putting in writing. There are scenes that are
extremely complicated to be shown to the audience and also hard for the cast and
director to deal with. These include scenes where rats feed on parts of a body that
had been cut off a character on stage as well. It is undoubtedly a challenge for the
director to find a way of expressing them so clearly that the audience would
understand the message and respond to it. However, it is clear that the actual
interpretation depends on the decision of the director but for Kane it is important
that these scenes ARE there. Of course the actual performances of her plays are
different and every cast brings something new and unique to it.

That is also something Sarah Kane loved to see. She herself expressed that for her
and her plays the performance is always more important than the text. She said
that “theatre has no memory, which makes it the most existential of the arts”. *
Each performance is unrepeatable and it can never be the same, even if one person
from the audience leaves the theatre, it influences the whole play. Someone might
oppose that you can record it but from a DVD you can never get the true
atmosphere or the whole impact of a scene upon the viewer. You can never see as

much as from your seat in a theatre hall.

4.5 A Female Writer?

There is also one more important fact to be mentioned. Sarah Kane was a female
which should somehow be reflected in her writing or be somehow relevant when
judging and approaching her plays. In her particular case, however, it does not
seem appropriate. Sarah Kane has her own singular voice in the world of
literature. Certain critics have definitely liked to (and some of them surely do)

look for features in her literary works that underline her femininity or deny it

13 Saunders 14.
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completely. Her opinion of being a part of a group of authors of a certain kind is
quite strong and clear and basically summarizes her style of writing and approach.
“My only responsibility as a writer is to the truth, however unpleasant that may
be. I have no responsibility as a woman writer because I don't believe there's such
a thing. When people talk about me as a writer, that's what [ am, and that's how I
want my work to be judged — on its quality, not on the basis of my age, gender,
class, sexuality or race.”"*

This is probably a reason why her second play Phaedra's Love was written under
a stage name. Kane was probably afraid that the whole media campaign that had
begun after the opening of Blasted could somehow influence the audience's view
of her new play. She wanted it to be liked or cursed for its own artistic qualities

not watched with a thought to the public scandal that Blasted provoked in the head

of every spectator.

4. 6 4. 48 Psychosis — A Play, not a Suicidal Note

As has already been mentioned, Sarah Kane decided to end her life by committing
a suicide. The fact that it was only a few weeks before she finished her last piece
of work might suggest that the play should be understood as a suicidal note with
Kane exactly describing her feelings and thoughts and her physical and mental
state. Once again it is essential to realize that even though she many times
underlined her commitment to the truth while writing, still she was a playwright,
an author, a fiction writer. Additionally, by looking at her last play, understanding
it and analysing it only as a suicidal note we would deprive it of its undeniable
qualities. It is much better consequently to look at the play with a clear and
uninfluenced view. This way the reader is much more prone to appreciate the
beauty of the dramatic language and scenic images written by Kane.

On the other hand, she wrote this last play in great depression and it is obvious
from her strong belief to write about things that are shaking her mind why she had

chosen this topic and explored it and developed it in her work.

4 Saunders 30.
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5. Violence in Drama as a Phenomenon

At the beginning of this chapter it is essential to mention that Kane was not the
first writer to use violence in her plays. There were many authors before her and
many of them of great renown, including Shakespeare, the Greek and Roman
authors or various others of different times. Moreover, it cannot be forgotten that
putting violence on stage was quite common in the history of dramatic art from its
origins. It was a part of it as violence is a part of our life and always has been.

The first example could be found in Seneca's Phaedra. The suicide of the main
character is committed on stage. Usually the ancient authors would commit the
majority of crimes and murders off stage. The choir would provide the audience
with reports from these violent events but they would not be obliged to watch it
happening on scene. Here one can see the great contribution of Seneca as a
playwright. In his plays suicides are committed on stage, also Medea kills her
children in front of all the spectators, Thyestes eats dishes prepared from the meat
of his murdered sons.”” The horrible scene of Hippolytus' death does not take
place on stage, it is narrated by a messenger with repulsive details and moreover
the pieces of his torn up body are brought on stage to be buried by Theseus. For
Seneca, the shocking effect upon the audience must have been obviously intended
and plotted.

Also while reading the works of Shakespeare, one can find certain examples of
extremely violent scenes such as in Titus Andronicus which undeniably offers
many of them. There is a horrible scene where the character of Lavinia is raped by
two sons of the Emperor, who then cut off her tongue and hand to prevent her
from revealing what happened. When Titus finds out, he kills the two brothers and
makes pies of them and serves them to the Emperor and Empress so the parents
essentially dine their own sons.'® Many more examples could be mentioned but
the point is that violence and its portrayal on stage certainly makes a part of the
great oeuvre of this amazing author and many others throughout the centuries.

In the first part of the twentieth century, Antonin Artaud defined his vision of new

theatre in his manifestos about Theatre of Cruelty in his book The Theatre and Its

'3 see Eva Stehlikova, “Faidra jako interpreta¢ni problém?” DIVADLO.CZ 27 April 2009, 8 April
2010 <http://www.divadlo.cz/revue/pdf/2009_2/084-106_ Faidra.pdf>.

' see William Shakespeare, Titus Andronicus (Oxford: Oxford University Press, 1984) 201 —
203.
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Double. He pointed out that people needed a new kind of theatre that would
awaken our nerves and our heart.'” He felt that theatre had to be made alive and
needful for all people. Artaud also emphasized the fact that the stage and the
auditorium are not two different areas but one common space in which the
performance takes place. He suggested coming back to the sensuous theatre with a
mixture of violence, erotic obsession, crime, wildness and other things that were
locked deep in all of us. In other words, he argued for not describing what was
going on around us but concentrating mainly on what was happening in our inner
worlds that were private to us.

It is clear that Kane's attitude towards the theatre really resembled Artaud's ideas,
especially the thought of no borderline between the audience and the stage.
Although, even while writing Cleansed Kane had not yet read Artaud's
manifestos.

The second half of the previous century gave the opportunity to express their
views to another group of daring playwrights that were not afraid to push the
boundaries and look for new inspirations from the chaotic world around us.
Among these I could mention for example Edward Bond that has already been
discussed above as a great figure in Kane's career and writing and also another
contemporary writer Caryl Churchill. Kane is sometimes associated with her
writings that also make use of violence, extremes, experiments and other
innovative techniques but the simple fact that they are both women is the most
striking connection between them mainly for the critiques and reviewers.
Churchill was the first woman resident playwright at the Royal Court Theatre and
she has written many plays. One of the most famous is certainly her play Zop
Girls. The works of Churchill are experimental but as opposed to Kane's plays
they are seen as feminist and more politically agitated.

There are also several relevant contemporary writers connected with the Royal
Court Theatre as well as with Kane herself. The most famous is probably Mark
Ravenhill. His play Shopping and Fucking was also premiered at the Royal Court
Theatre but he made the acquaintance with Kane later on when they together with
other young British writers travelled to Germany to present their innovative plays.

He is also marked under the label New Brutalist or In-yer-face theatre, but as he

17
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recalls in an article for the Guardian: “we had no intention of being a 'school'.”"®
Despite the fact that they met after having written their first plays they must have
had an influence upon each other, they used to talk about theatre a great deal. This
is also one kind of inspiration that is most alive, most vivid and direct.

Naturally, there are many other authors that could belong to this new theatre and
among them a London born playwright who explores Irish themes called Martin
McDonagh. He also works with violence on stage and he uses dark humour and
often, as for example in the Leenane Trilogy, deals with themes of family
members or people of one village.

The end of the twentieth century definitely offers many other playwrights and
authors that were either connected with the “raw” kind of theatre and hopefully
there will be others who will keep on surprising and shocking the audiences and
most importantly move the theatre and the world of drama towards a new
direction. It is not easy to imagine that the spectators could be surprised by
something so unusual that they would be left speechless but let us hope there is
still much to look forward to in the seat of a theatre hall or read while sitting in the

safety of our homes.

6. Violence in Kane's Plays

6.1 From the First Scene

One of the common aspects connected with the expression of violence that all
Kane's plays share is an abrupt beginning. Kane's treatment of the first scene is, to
a certain extent, a shocking one. She leads us right into the atmosphere and from
the first few sentences uttered by the characters the audience can feel the mood of
the play and get the general sense of it. In the beginning of Blasted lan comes to a
luxurious five-star hotel room and says: “I've shat in better places than this.”"
Immediately the viewers comprehend that the play they are watching might be

different and in a way special and moreover quite shocking as the sentence itself

is. Also the very first scene in Phaedra's Love reveals the style of the play that is

'8 Mark Ravenhill, “The Beauty of brutality” The Guardian 28 October 2006, 4 May 2010
<http://www.guardian.co.uk/stage/2006/oct/28/theatre.stage>.
1 Sarah Kane, Complete Plays (London: Methuen Drama, 2001) 3.
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to follow and the method which forms Kane's theatre expression. Hippolytus is
sitting on a sofa surrounded by a mess and scraps of old food, he blows his nose in
a sock, eats a hamburger and then masturbates while watching violent films on
television. Kane uncovers the topic of the play immediately, she shows to the
audience what the play is going to look like in the very first image they get. So to
speak, she is absolutely honest with her expression towards the spectators, still for
a certain part of the audience such scene can be unbearable. The opening of
Cleansed depicts Tinker heating heroin which kills a young boy called Graham at
the end of the first scene — another shocking outset that outlines the whole image

of the play and Kane's dramatic style.

6. 2 Kane's Collection of Characters

The common aspect that unifies most of Kane's characters is the fact that they are
all extremely strong figures. They represent independent personalities that fight
for their place in the world. Very often they come from the edge of the society —
they are homosexuals, drug addicts, physically sick people, brutes or just quite
specific figures that can seem strange in a certain point of view.

As mentioned earlier in the thesis, Kane's last play does not even have the number
and sex of its characters stated. Presumably there are at least 3 characters. The
main one, who suffers from heavy depression, is moved by his or her feelings,
love and passion, but at the same time stays under the control of medications
obtained from doctors and psychiatrists. The second character is probably the
doctor and the third is the main character's lover. The selection of the roles,
however, depends prominently on the dramaturg and the director which is quite
interesting and it also offers some new opportunities in exploring the characters of
this play.

Cleansed has the highest number of characters and they are definitely the most
specific set of figures of all Kane's plays. There is a young heroin addict, a
prostitute, two homosexuals and a brother and a sister that have a particular
relationship that terminates in their connection into one single being. All of them
have extremely interesting personalities.

Phaedra's Love offers the well known characters of Hippolytus and Phaedra but in

a different light. Their story is set into our epoch which logically brings changes
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to their personalities as well. In case of Phaedra though, the most important
features seem to be maintained. The passion and unconscionable love for her step-
son forms the core of her character in Seneca's, Racine's or Kane's interpretation
of the ancient theme. Another main character Theseus is depicted as a real brute
and his revenge when he learns about his son and his wife's affair is rather
exaggerated. He not only orders the killing of his own son as it is portrayed also
by Seneca and Racine, but also rapes and then kills his own daughter Strophe
whom he did not recognize. After that he kills himself and the whole tragedy is
completed.

In Kane's first play Blasted the only female character Cate seems to be a simple
and naive person. As the play progresses and the audience obtains a more
complete idea about her personality, the unexpected and astonishing strength of
her character reveals. She might appear as a helpless and shy young girl but under
her innocent look she is a unbelievably strong and intelligent woman. This her
power is demonstrated in a intense scene where she urges lan to kill her when he
points a gun at her: ”Do it. Go on, shoot me. Can't be worse than what you've
done already. Shoot me if you want, then turn it on yourself and do the world a
favour.”® From the beginning she does what Ian wants her to do, because she
really likes him but when she realizes he only uses her, she escapes and even takes
revenge. At the end of the play, she is the only character that survives the whole
war thanks to her strength and her will to live. The figure of the Soldier that enters
the play in its second half is another example of a strange character. He examines
his power by using violence but at the same time it is obvious that he deals with
horrible traumas that he has seen and been through during the war.

In Crave there are four characters labelled only by letters A, B, C and M. Kane
again does not state much about them and the reader or spectator has to reach an
understanding on his or her own to a great extent. It is understandable that there is
one older and one younger man, mother and a young women, her daughter. In my
opinion, this last character greatly resembles the main character in Kane's last
play. The whole play might even take place in a mental hospital because the
daughter quite often mentions her problems and treatments but this is only one
possibility of understanding that this text offers.

The range of characters is again quite interesting and special. There is a mentally

20 Kane 34.
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sick girl, one character confesses to be a paedophile, the other one drinks and
smokes to destroy himself, they all talk about rape, love, children and parent
relationships and other intimate topics. Certainly all these characters crave for
love. As in Cleansed they want to love, be loved, feel maternal love, they long for

physical love and so on.

6. 3 The Three Brutes

Above all these characters so far mentioned, stand, in my opinion, three main
male figures from the first three Kane's plays that are essential for the plot and
have not been studied yet. Ian, Hippolytus and Tinker are all middle-aged men of
extremely strong and specific characters. More importantly, they are the initiators
of most of the violence in these plays which is the subject of this thesis. All of
them are thoroughly masculine and exercise their physical and mental power on
other characters. They all seem to be heartless and unbelievably cruel in most of
the action they perform. Ian virtually abuses Cate by physical violation but also
mentally by constant blackmailing and threats. Hippolytus is completely
indifferent to Phaedra's suffering and even transmits her sexual disease and Tinker
wants to destroy all traces of love in his institution by unbelievably violent means.
They all treat women and other humans extremely atrociously in general. Their
strength is in the mental, physical and sexual power due to which they dominate
their environment and are in control of other characters.

Especially Tinker examines his power over other characters, he has them gathered
in his institution from where no one can get out. This play markedly resembles
death camps and Tinker represents the chief commander. He beats the characters
when he wants to or makes others hurt them. In one scene where Carl is heavily
beaten by some unseen men only recognized by their voices, Tinker lifts his arm
and the beating stops then continues again when he puts his hand down. That
perfectly shows his power over others. His character's aim is to punish and he
does it with all his vigour. When Carl thoughtlessly promises eternal love to his
lover and then betrays him when he is tortured, Tinker takes the responsibility of
punishing him and with a pair of scissors cuts out Carl's tongue and makes him
swallow a ring that represented his foolish promise to Rod.

In comparison with Tinker, Hippolytus seems to be more passive and phlegmatic.
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An interesting fact is that throughout the whole play he does not physically hurt
anyone, yet he can be considered a violent character. It is his passiveness and
indifference that make him a brute. He does not care what people think about him,
he does not care that Phaedra loves him so much she would do anything to please
him. He stays indifferent even when his step-mother performs oral sex on him and
only remarks: “See a doctor. I've got gonorrhoea.””" Hippolytus does not even
defend himself when he is accused of having raped Phaedra or even when he is
being killed by Theseus. The strength of his character and his violence lies
therefore in his total disregard and mental torture by which he devastates others.
The actual use of violence that has been connected with the character of Tinker
can be found also in the personality of Ian. He is vulgar, cruel and violent towards
Cate whom he asked to come and make him company. As it is mentioned above
he not only abuses her he also constantly insults her and immediately takes his
insults back and thus confuses this younger protagonist. lan referring to Cate and
her brother with learning difficulties remarks: “Your mother I feel sorry for. Two
of you like it.” Cate: “Like wh- what?” lan (Looks at her, deciding whether or not
to continue. He decides against it.) “You know I love you.” Cate (Smiles a big
smile, friendly and non-sexual.)”* lan simply abuses Cate's kindness for his own
purpose.

In contrast to the coarse and violent behaviour of these three characters there is
another aspect of their personalities that connects them. It is actually their inner
fragility and insecurity. Surprising as it might be, they are all cruel but at the same
time they are not that sure about themselves and doubt their abilities. Ian urges
Cate to be with him because she is probably the only person that likes or at least
liked him. Hippolytus, although he boasts, he cares about nobody and nothing,
essentially wants to be loved by his people and Tinker's character seems to be
softened when Grace appears because he feels affection for her. There are many
more examples in the texts of the vulnerability of these three characters and that
fact makes them more human and so the reader and the audience can relate to
them. Despite their horrible and inexcusable deeds the spectators can feel some
compassion for these men. They certainly are not black and white characters

which is another proof of Kane's talent.

21 Kane 85.
22 Kane 5.
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6. 4 Violence of the Language

Kane's use of violence on stage logically incorporates swear words. She is not
afraid to use all kinds of them. It is important to realize that the use of vulgarisms
in theatre is even nowadays felt as something slightly inappropriate even though
these words are a part of everyday life of most of us. In addition, Kane's plays
were premicred fifteen years ago and so it is not astonishing that they were taken
as highly provocative and certain people felt offended. At present, as media are
flooded with violence and violent language, it seems that more and more young
writers try to answer the call for drama of our modern epoch and consequently use
swear words. Therefore the audience is getting used to it even though it might still
be a bit of a problem for some of them.

Kane's characters use vulgarisms quite often and this fact can also make the
figures more human and thus the audiences have a chance to relate to them.
Especially in 4. 48 Psychosis there are some sequences that overflow with four
letter words such as the following one: “Fuck you. Fuck you. Fuck you for
rejecting me by never being there, fuck you for making me feel shit about myself,
fuck you for bleeding the fucking love and life out of me, ...”* As this example
shows the f-words are in the text not to shock but to underline the message that
the author wants to convey, make it stand out a little more. They are employed to
show the raw feelings that the main character has while pronouncing these
sentences. It is also related to the earlier mentioned fact of Kane's effort to make
the utterances as brief as possible and so allowing space for imagination. Another
aspect that can be found in this short example is the poem-like structure, the f-
words might function as refrain or even anaphora because the text in the selected

extract continues in the pattern indicated.

6. 5 Rituals and Ceremonies

The violence portrayed in Kane's plays is often connected with rituals and
ceremonies, particularly her third play Cleansed is full of such scenes. When Carl
makes a promise that he soon afterwards breaks, Tinker, as some kind of a moral

authority, cuts out his tongue destroying the device of the sin Carl committed.

3 Kane 214.
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When he then writes a message to Rod (because he cannot speak any more) he

writes: “Say you forgive me”*

instead of saying he is sorry and so Tinker cuts off
his arms this time. Finally when Carl fails at performing “dance of love” to Rod,
Tinker cuts off his legs and his ritual punishment is accomplished.

The “dance of love” appears once more in this play and can be also understood as
a kind of ritual. It consists of movements coined by one person and copied by his
or her partner. There can certainly be found a connection between this dance and
ritual dances of native tribes all over the world. Their dance, as well as the
movements of Kane's characters, has a strong symbolic value. This second
example of the dance is between two siblings Grace and Graham and it gradually
transforms to lovemaking which is crowned with a sunflower that bursts through
the floor and grows above their heads. This quite irrational and dreamlike scene
again affirms Kane's idea that the imagery on stage is much more important than
the words. Even while reading it, the sense of ceremony and ritual comes to one's
mind. It is really important for the director to preserve this feeling and transform it
on stage, though it might be quite challenging to find an actual way to put it in
practice.

Another ritual resembling thing that at least partially explains the unusual and
seemingly incestuous relationship between Grace and Graham comes when Grace
bleeds because of massive blows she receives and her brother Graham starts to
bleed from the same places. They seem to be so close together they experience the
same. One is a part of the other. It is essentially a romantic thought of two people
so bound together and in love with each other that they even feel the same way
and go through identical experiences.

There is also an operation that should be considered as sharing some ritual-like
features. It is the operation of Grace to become a man. Tinker sews Carl's genitals
on Grace and starts calling her Graham, the name of her dead brother. Through
this operation she basically becomes him and the ritual of metamorphosis is

accomplished.

2 Kane 129.
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6. 6 Violence in News and Tabloids

Another theme connected with violence that surely disturbed Kane was the
business of news and tabloids. Especially the fact that these kinds of media are
full of violence and even if we do not read them we are aware of them and they
have become a standard part of our everyday lives. Unwillingly or not, we are
influenced by this means of media and the headlines of tabloid magazines
continually spring up in front of our eyes from the newsagents. In her play
Blasted this theme is captured by the character of Ian. He works as a secret
journalist and in one scene he dictates a news report to someone over the phone.
He mentions seven people that were killed by a serial murderer in New Zealand.
The audience becomes aware of particular details of the murder itself (“ashes at
the site showed the maniac had stayed to cook a meal”*) and also he gives quite
specific pieces of information about one of the victims that was a British citizen.
He tells her name and age, informs us she was a promising student, her ambitions
to be a model and that she was very bubbly. All these facts, however seem
absolutely pointless to be remarked in the newspapers regarding the six others
victims. The fact that they are not from Leeds, where this press is issued, makes
them absolutely unimportant. The readers are not interested in them at all.

This is the type of information we hear every day in the television or read in the
newspapers. Multiple murders are given to the readers or viewer as something
fascinating and shocking with no respect to the actual death of the people
involved. We are constantly fed by scandals and most unbelievable pieces of
information so it is not surprising that the society reaches for more and more of
this kind of news. It reminds me of an equation — the more brutal the murder is
and the younger and more beautiful the victim is, the better for the journalist and
the bigger the profits of a particular tabloid.

What is most striking is the fact that Kane took this particular newspaper story
straight from the popular Sun magazine. As she continues: “They're not fictional
at all. I just changed the names and the places and I think I added a couple of
details and took a couple of things out — just because I wanted to make them

slightly different, but I did want them to be real thing.”*® Kane's point is definitely

% Kane 12.
% Saunders 52.
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more that clear, anyone can open any tabloid magazine and always finds a report
like this one.

Another scene is also focused on the theme of tabloids. The Soldier keeps reciting
all possible ways of torturing, raping, cutting parts of a human body up. Ian is
naturally disgusted but when the Soldier suggests it is his job as a journalist to
prove these things happen in war, to provide the public with the detail and photos
as he did earlier in the play while dictating the detailed story of a multiple murder,
Ian strongly refuses. He says he does not cover foreign affairs. Again Kane reveals
the superficiality of the press and its interest in scandalous information, however,
only in the scope of a region or country of its readers. [an: “I do other stuff.
Shootings and rapes and kids getting fiddled by queer priests and schoolteachers.
No soldiers screwing each other for a patch of land. It has to be... personal.”*’ In
this short utterance he completely summarizes the whole essence of tabloids. It
has to be personal, it has to be shocking and it has to touch the target readers, no
one is interested in some war which is far from them and thus seems almost non-
existent.

Also Phaedra's Love brings about the theme of the media and the effect it has on
people. In scene four, Hippolytus is watching television and when Phaedra asks
what he is watching, Hippolytus replies: “News. Another rape. Child murdered.
War somewhere. Few thousands job gone. But none of this matters 'cause it's a
royal birthday.”*® The critique of the media and our society is obvious. Horrible
things happen in the world but people are not interested. They prefer to celebrate
the royal birthday, stay unaware and turn their interest to some more positive
things even though they seem a little pointless in comparison with the cruelty of

the world.

6. 7 Violence on Stage

First of all, I would like to remark that it is quite hard to differentiate what really
is violent when the theatre stage is concerned. It is obvious that the view of the
audience is changing due to many aspects such as the impact of media studied in

the preceding chapter. What was felt absolutely intolerable on stage fifty years ago

27 Kane 48.
8 Kane 74.
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can now seem boringly common. It probably depends on every individual person
in the audience what for him or her is violent and what is not.

The depiction of violence is extremely significant for Kane's work. It is a part of
her theatrical language and a medium for expressing her thoughts and views in the
theatre. The message that Kane's plays convey to the audience is strong and
crucial and it is more than logic that she uses heavy arguments and action to
provoke the spectators and readers.

The violent language and other aspects of “passive” violence in the text have
already been discussed and so, obviously, it is time to concentrate on the visual
and physical violence portrayed in Kane's plays and also to think about how it can
be performed on stage.

There are truly many examples of violence in Kane's plays, especially in the first
three which I am going to concentrate on. Crave and 4. 48 Psychosis are rather
different in this aspect. The portrayal of violence is not defined by Kane, her
characters talk about it but whether it would be presented on stage or not depends
completely on the director.

Kane's work breaks all the taboos of what is not supposed to be presented on
scene. There is rape, masturbation, violent arguments full of swear words, heavy
fights, torture, gunshots and killing. The characters rape and hurt each other,
amputate parts of their bodies, in Blasted the Soldier sucks out lan's eyes and eats
them, lan then eats a dead body of a little baby. Phaedra's Love ends by the death
of all characters. In Cleansed, there are many examples of torture, one figure has
all of his limbs cut off and eaten by rats. There are many more of these examples
that could be named, after all it is an important part of Kane's theatre language and

expression.

6. 8 Dealing with Violence on Stage

While reading Kane's plays one should not forget that it is only the text that
implies all these horrible deeds. The representation of it on the theatre stage must
logically be different. It is important to realize that violence in drama is a
metaphor. It is not there to make the audience think that these particular examples
of violence take place right in front of them. It is always a kind of image that

conveys a meaning then decoded by the audience. Certain theatre groups may
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portray these scenes in a more realistic way, some might use them as complete
metaphorical images, it is up to them. Kane herself believed more in the use of
imagery power of the brutal parts of her plays. As she wisely noted when asked in
an interview about the last scene of Blasted where lan eats the dead body of a
little baby: “When you see it he's clearly not eating the baby. It's absolutely
fucking obvious. This is a theatrical image. He's not doing it at all.”® This is
probably the key to understanding her style of writing. It is necessary to read
between the lines, watch her symbolism and let it make us feel something. It
would be counterproductive to merely criticize the violence employed, it is much
better to try to understand why Kane makes use of it and what her reasons are.

There is also an interesting point and that is the difference of perceiving these
scenes when one reads them or when watches them on scene. It might be
surprising but it is actually the reading that can be more shocking. While reading a
stage direction saying: “He forces Carl to the ground and cuts off his feet™* and

then “The rats carry Carl's feet away’™"

everyone automatically imagines what he
or she reads. The reader has a personal imaginative visual image of it, streams of
blood, disgust of the rats, perhaps even the sound of Carl's hopeless screams. He
or she thus experiences the event through his or her own imagination.

When watching it on the scene the spectator can be partially deprived of this
possibility to imagine everything. He gets what he sees. The visual presentation
wins over the imagination and the viewer accepts the ideas of the director. This
might now sound like one misses something, however, it is really enriching
because the ideas which have to be focused on and dealt with suggest a deeper
understanding and specific interpretation of the text by the director and actors.
They then offer their proper thoughts, visions and ideas that could have escaped
the readers' attention or simply be new for them and thus broaden their views on
the play and its topics.

Thanks to the production of Cleansed — Vycistéeno by an Olomouc based theatre
Divadlo na cucky I could personally experience this transition from text to action.
It was genuinely interesting to see what they found in the text, what they

understood the same way as me and which parts we interpreted differently. Before

»  Saunders 66.
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the performance I was really curious to see how the theatre group will deal with
violence in the text and other scenes that include some action that cannot be
possibly put on stage. It was expected that they would work with the symbols and
metaphors that the scenes offer.

The first critique that appeared after the opening explained: “Sokujici scény
odfezavani Casti téla a tyrani, jejichz prostiednictvim Kane apeluje na sledované
téma, se v inscenaci d¢ji naznakem, s divadelni metaforou. Je to silngjsi, nez
kdyby stiikala uméla krev, ¢asti téla oziraly cvi¢ené krysy a nad v§im se houpaly
ob&Sené figuriny...*“*? I completely agree with this idea. In the theatre world, a
hint of something can be more powerful than explicit presentation of it because it
leaves the spectator to his or her own imagination. In case of the Divadlo na cucky
theatre under the direction of Anna Petrzelkova the image of cutting off limbs by
clothes pegs works perfectly.

Logically there are many more scenes that make use of these kinds of metaphors
and ideas and so literally every production must be different because various
creators must have diverse thoughts. The variability of Kane's plays is another

special quality of her work.

6. 9. The Purgatory Effect

It has been studied since antiquity that what spectators see on stage can influence
their minds and have a purgatory effect upon them. This theory was first presented
by Aristotle in his work called Poetics and describes the purgation of emotions
(especially pity and fear), the effect that a tragedy has on a spectator.” In my
opinion this purification works with Kane's work as well even though it is not
proper tragedy in the sense of classical drama. Her plays drag the viewers into
action, make them laugh, feel pity, disgust, fear and probably many other
emotions. Therefore I think that after having seen a good production of Kane's

play one has to experience the catharsis and thus purify his or her emotions.

32 Martina Pavlunova, “Krveprosta jatka” RozRazil Online 12 May 2010, 19 June 2010
<http://www.rozrazilonline.cz/clanky/332-Flora-den-prvy-Sarah-Kane-na-cucky>.
“catharsis.” Encyclopzdia Britannica. 2010. Encyclopadia Britannica Online. 20 Jun. 2010
<http://www.britannica.com/EBchecked/topic/99492/catharsis>.
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7. Love in Kane's Writing

7. 1 Beauty and Love

After going through the purgatory effect of Kane's plays it seems quite logical to
further concentrate on a more positive aspect of her writing. It has already been
mentioned that the depiction of violence is connected with the portrayal of beauty
and love. The violent moments are very often followed by the most romantic and
idealistic images.

In Cleansed the opposition of beauty and cruelty is probably most prominent. This
play explores all kinds of love in opposition to mental and physical violence. The
first scene is, as it has already been studied, very shocking and violent. Tinker
heats heroin on a spoon and then injects it into the corner of Robin's eye, who
slowly dies of an overdose. This scene is immediately followed by one of the most
beautifully written love scenes, at least in my opinion. There are two homosexual
characters and the first of them Carl expresses his love to Rod. Carl promises to
always love him, never betray him and craves for his reply to his own eternal
commitment. While Rod comes with the most honest and simply written

utterance:

“Listen. I'm saying this once.
(He puts the ring on Carl's finger.)
I love you now.
I'm with you now.
I'll do my best, moment to moment, not to betray
you.
Now.

That's it. No more, Don't make me lie to you.”**

This example truly demonstrates the theory of beauty hidden in a play considered
to be full of violence. The reader or spectator cannot simply omit these parts of
the play and think of it as a play of cruelty. Rather one should see that cruelty

makes beauty and love emerges and highlights its presence in the play.

3% Kane 111.
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Another example could be found in Kane's stage directions. Many times she uses
images such as: “Out of the ground grow daffodils. They burst upward, their

35 or “The child sings™° basically creates an

yellow covering the entire stage
atmosphere full of beauty and peace.

Also the simplicity and pureness of dialogues between the characters contributes
to the image of great love. The characters suffer because of the violence but at the
same time experience numerous moments of love. Phaedra torn by her love has a
striking speech to Hippolytus: “You're difficult. Moody, cynical, bitter, fat,
decadent, spoilt. You stay in bed all day then watch TV all night, you crash around
this house with sleep in your eyes and not a thought for anyone. You're in pain. [
adore you.”™’ Kane was truly able to place poetry into every scene she wrote. In
the longest monologues in Crave, character A talks about everything he likes to do
for his beloved: “...and give you my clothes and tell you I like your shoes and sit
on the steps while you take a bath and massage your neck and kiss your feet and
hold your hand and go for a meal and not mind when you eat my food...”** As
visible in the example, the speech is quite sentimental and Kane again goes to
extremes and brings the whole situation into a more than two pages long love
monologue of figure A. Towards the end of it each spectator or reader has to
somehow interpret the message of love that Kane emits.

All her plays are basically about love, platonic one, physical, maternal, love
between siblings or love for oneself. They explore the complications in
relationships and love as such, put it in question by trying to eliminate it or kill it.
In 4. 48 Psychosis which is her last play, her work and ideas about love seem to be

summarized in a short poem as this one:

“Cut out my tongue
tear out my hair
cut off my limbs
but leave me my love
I would rather have lost my legs

pulled out my teeth

35 Kane 133.
3¢ Kane 136.
37 Kane 79.
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gouged out my eyes

than lost my love™’

This poem seems amazing to me because it very much summarises her style of
writing. There are even explicit reminders of other characters from her previous
plays. The scene of cutting out the tongue and the limbs in Cleansed, the eyes in
Blasted. This short poem also shows the pure romanticism of Kane, of course that
the action described here is horrible and disgusting but the author builds an image
of huge contrast. By this opposition she creates very strong images and it is one of

the most significant features of her style.

7.2 The Power of Hope

The abstract feeling of hope is to be found in each of Kane's play. It is, however,
quite interesting that her last play seems to deny the power of hope that is so
concrete in all her preceding plays. They all end with an image of hope — the rain
and Ian saying thank you to Cate, Hippolytus dying but for the first time in his life
feeling satisfaction, the bright sun shine and smile of Grace/Graham in Cleansed,
the characters in Crave repeating the word “happy”®. 4. 48 Psychosis is, however,
her last play and Kane knew this very well. There, for the first time, we get the
sense that everything is pointless and there is no hope for her characters. “I feel
that the future is hopeless and that things cannot improve™*'. The last hope of the
main character in 4. 48 Psychosis is “that the death is the fucking end.”*
Throughout the play the main character tries to find a connection between the
body and the mind which for him or her seems impossible. Also the sense of no
hope comes with the fact that the character is looking for this part of him or her as
for another being and knows that there is no possibility of finding something or
someone that does not exist.

In the second half of the play the feeling of hope is miraculously restored. “I came
to hoping to be healed. You are my doctor, my saviour, my omnipotent judge, my

priest, my god, the surgeon of my soul.”” Naturally, it is again the feeling of love

3 Kane 230.
40" see Kane 200.
4 Kane 206.
4 Kane211.
4 Kane 233.
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that is a source of hope, one last reason to believe in life and try to live it. Though,
it is only as the last tremble of optimism, in the end there is no hope. It all comes
to “my final stand...my final submission... my final defeat... the final full stop”.*
The very last sentence of the play is also extremely significant. It says: “please

open the curtains”*

which could suggest the real end of everything. End of the
play, the show, the life but on the other hand, opening the curtains is also
associated with the lighting of a theatre hall with the awakening of the audience
from the world of the play to reality. There Kane again leaves the final tone
ambiguous and gives a free hand to the director and cast or to the readers, lets

them decide whether there, in the very final conclusion, is hope or not.

8. Conclusion — Beautiful or Cruel?

During an optional course at university I came across a playwright named Sarah
Kane. I was absolutely taken aback by her work and decided to further study this
outstanding author. I was, however, also surprised that not many people knew
Sarah Kane.

Therefore, the first aim of my thesis was to introduce this interesting personality
of the contemporary British theatre to the readers of this essay. Kane's life was
relatively short, but even after her death she remains a great source of inspiration
for many authors and her work amazes readers from all around the world.

When I read her plays one by one I discovered a common aspect that I decided to
focus on and study as the main theme of the thesis. This was obviously violence
that is one of the ways of Kane's theatrical expression. Of course violence is not
the only aspect of her style and it is important not to be blinded by it and also
explore the beautiful and poetic language that Kane's plays offer.

In the essay, I tried to find various examples of the phenomenon study them and
finally concentrate on Kane's reasons for employing violent scenes and the
inevitable effect they have on the audience.

I came to a conclusion that the purpose of violence in Kane's plays is certainly not

only to shock and threaten the audience. It serves as a means for accentuation of

4 Kane 243.
4 Kane 245.
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the message that Kane's works convey. Violent scenes can awake the audience and
make them feel what Kane wants them to feel or experience.

Similarly, violence serves as a counterpart of the scenes that are full of love and
beauty. There are very often altered and one emphasizes the importance of the
other. The world of Sarah Kane's works is essentially a place where one can see
horrible scenes full of incredible violence but, at the same time, scenes flooded
with beauty and bliss.

Every reader of Kane's plays or every spectator certainly has a different opinion
on the author's work. It might be positive or negative but by forming an attitude
towards her plays, the spectators and readers devote their time to thinking about
the topics and themes examined in Kane's work and that is the proof that the
authors work has worth.

I enjoyed working on this thesis and even though I am not a student of drama or
theatre studies, I hope my work can help students of modern British dramatists or

simply to all theatre enthusiasts.
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9. Resumé

Hlavnim tématem mé bakalarské prace je britska dramaticka Sarah Kane, o které
jsem se dozvéd€la béhem volitelného predmétu Contemporary British Drama a
s jejiz tvorbou jsem se setkala také v Divadle na cucky, se kterym spolupracuji.
Sarah Kane m¢ zaujala hned béhem c¢teni prvni hry, a proto jsem se rozhodla,
Ze se chcei o této autorce dozvédet vice, precist si vSechny jeji hry a dale se jimi
zabyvat a zkoumat je.

Prvni kapitola této prace se kratce zabyva zivotopisem Sarah Kane, vénuje se
jejimu studiu a ne pfili§ kladnym vztahem k nému, déle pfedev§im zminuje jeji
tvorbu a spolupraci s divadly ve Velké Britanii. V neposledni fad¢ také seznamuje
Ctenare s okolnostmi spojenymi se smrti této dramaticky, ktera se po neuspéSném
pokusu o sebevrazdu pomoci praskl ve svych dvaceti osmi letech posléze obésila
na tkanickach od bot. Trpéla totiz silnymi depresemi a jiz v minulosti se
s podobnymi potizemi 1é¢ila v psychiatrické 1é€ebné, coz se také odrazi v jeji
konecné tvorbé.

Dalsi c¢ast bakalafské prace seznamuje Ctenafe s atmosférou konce dvacatého
stoleti na prknech britskych divadel, tedy s duchem doby, ve které zacala Kane
tvofit. Je zde popsana jista ,,zatuchlost® britské dramatiky, kterou rozvifil az pravé
pfichod novych mladych autorGi v cele s Kane, ktefi se nebali hovoftit
o souc¢asnych problémech a tématech naprosto otevien¢, nebdli se Sokovat
a provokovat. Kritici tento novy typ divadelniho vyjadieni nazyvaji Coolness
dramatikou nebo také In-yer-face theatre, coz je termin, ktery poprvé pouzil Aleks
Sierz ve své stejnojmenné knize, jejiz poznatkt je v praci také vyuzito. Tito autoii
nicméné nepusobily dohromady a sami zddnou skupinu nevytvofili, pfesto jsou
Casto spojovani, a to predevsim diky spolecnym divadelnim prostiedkiim
a jazyku, které byly tolik odlisné od stavajiciho proudu britského divadla. In-yer-
face theatre, tedy divadlo, které na Vés plsobi piimo, které¢ Vas uhodi rovnou
do tvafe, se objevilo na scéné britskych divadel pravé na konci devadesatych let
minulého stoleti. Pro dramatiky jako Kane bylo hlavnim ukolem divdky pfimét
zaujmout néjaky postoj, néco citit a mit potiebu reagovat. K tomu vyuzivali fadu
prostiedkil, jednim z nich je pouziti nasili v riznych formach, tedy predmét této

prace, ktery je zkouman podrobnéji v jejich dalSich ¢astech.
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Nasleduje rozsahlejsi kapitola, kterd se vénuje divadelnimu stylu Sarah Kane,
jejim inspiracim a dal§im podstatnym slozkdm souvisejicim s jeji tvorbou.
Pti podrobn¢jsim studiu her této mladé autorky si nelze nepovSimnout jejiho
pevného zakotveni do britské dramatiky. Pfestoze jsou jeji hry tematikou naprosto
nové a ojedin€lé, je v nich zcela zfejmy vliv klasickych autord a jejich dél. Tato
schopnost vyuzit inspiraci literarnich velikdn( a presto si zachovat svilj osobity
a svérazny styl je podle kritikli jednou z hlavnich kvalit tvorby Kane. Je ovSem
potieba také uvést, Ze kritika se o této dramaticce v jejich zacatcich nevyjadrovala
nejlépe. Po premiéie hry Blasted se strhla vina neptiznivych reakci a tim hra
ptilakala také nevidany zdjem médii. Prvni hra Kane se stala opravdu udalosti a
ziskala kultovni charakter navzdory tomu, ze talent autorky odhalila jen hrstka
autorti jako napiiklad Edward Bond, jenz byl pravé jednim z autord, které Kane
obdivovala. Dale prace zkouma dalsi vlivy a zdroje inspirace, naptiklad i moderni
hudbu, jejiz texty jsou také soucasti nékterych scén v hrach dramaticky.

Mezi jeden z hlavnich aspektl prace Sarah Kane patii jednoznacné fragmentace
jejich her, zptsob jimZ je naruSena plynula struktura a s tim také souvisejici
omezeni jazykovych prostfedkii. Sama autorka se fidila pravidlem, ¢im méné
textu, tim vice vynikne jeho hlavni mysSlenka a tim vice se na néj divak soustredi.
Zaroven také tento zpsob uchopeni textu nabizi vEétSi moznosti pro predstavivost
divaka a také pro divadelni napady tviircti predstaveni — tedy reZiséra, dramaturga
a herci samotnych. Divadelni zobrazeni a samotné zpracovani je tedy casto
zavislé na jejich ndpadech, coz je jist¢ pro divaka i1 autora osvézujici a vitané.
V poslednich dvou c¢astech kapitoly vénované stylu Sarah Kane jsou probirana
dvé témata Casto spojovana s touto autorkou, kterd piesto netvoii mezniky
pro posuzovani jeji tvorby. Prvnim je fakt, Zze se jednd o autorku, tedy zenu-
dramaticku a druhym je Casté spojovani piib¢hil a postav jejich her pitimo s jeji
osobou a jejimi prozitky. V prvnim piipadé se jedna opravdu spiSe o otazku, zda je
toto zaclenéni relevantni, jelikoz sama Kane kategoricky odmitala jakoukoli
,halepku® a citila zodpovédnost pouze vii€i upfimnosti a ne néjakym uméle
vytvoifenym kritériim pro posuzovani d¢l, jako je naptiklad pohlavi nebo ptivod
autora. Druhy pfipad narazi na fakt, Ze posledni hra této dramaticky popisuje
hlavni hrdinku suZovanou depresemi v psychiatrické lécebné, ktera na konci
umira, coz je v realném kontextu prakticky piibéh samotné Kane. Pies tuto

podobnost je potteba chdpat hru Psychoza ve 4. 48 jako divadelni hru velkych
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literarnich kvalit, ne pouze jako denik ¢lovéka pted sebevrazdou, protoze pak by
mohl Ctenaf pfi Cteni textu piehlédnout jeho osobitost a soustfedit se jen na jeden
aspekt této hry.

Nasledujici kapitola se zabyva nasilim v dramatu vSeobecné, udava piiklady
z historie jako naptiklad Seneku a tesi pfitomnost ndsilnych scén v jeho hie
Médea. Dale potom zminuje Shakespeariiv zplsob vyjadieni nasili a kratce
rozebird nazory Antonina Artauda popsané v manifestu ,,Divadla krutosti®.
V neposledni fadé¢ udava dalsi piiklady soucasnych autorii, kterym je také
divadelni vyjadieni pomoci nasili blizké.

Hlavnim tématem této prace je nasili ve hrach Sarah Kane a to je podrobné
studovano v Sesté kapitole. Prvni ¢ast zkouma zaclenéni Sokujicich scén hned
na zacatek hry. Timto autorka dokazala divdkovi okamzité nastolit atmosféru celé
hry a vtahnout ho do dé&je. Dalsi podkapitola se zabyva postavami, se kterymi se
muze Ctenaf nebo divak setkat v tvorbé této dramaticky. Jsou to vétSinou velmi
silné osobnosti a také vétSinu z nich spojuje fakt, Zze pochazi z okraje spolecnosti.
Jsou to naptiklad drogové zavisli, homosexuélové, psychicky nemocni jedinci,
kruti tyrani nebo jini podivni predstavitelé¢ lidské rasy, predevSim to nejsou
normalni bézni hrdinové, se kterymi se mizeme Casto v dramatech setkat.

V dalsi sekcei jsou samostatnym predmétem zkoumani tfi hlavni postavy prvnich
tii her Sarah Kane, a to Ian, Hippolytus a Tinker. Maji totiZ mnoho spole¢nych
povahovych rysl, na které¢ je poukazovano v konkrétnich ptikladech. Hlavnim
znich je jejich neobycejnd krutost, s niZ ublizuji ostatnim postavam v téchto
hrach. Na druhou stranu je to taky jistd davka zranitelnosti, kterd se muze jevit
jako velmi piekvapivy aspekt jejich charakteru, pfesto je jeho soucasti. Nejistota a
mala davka sebedtivéry, to jsou také vlastnosti, diky nimz se tyto pro divdka zprvu
velmi kruté postavy jevi jako komplexnéjs$i charaktery, které je tfeba pochopit
a ne odsoudit.

Ctvrtd podkapitola analyzuje jazykové prostiedky, kterych Kane vyuZivala
ve spojitosti s nasilnymi scénami. Jednd se samoziejm¢ o hrubé vyrazy
a expresiva, ktera se nebala ve svych hrach pouzit. Neexistuji slova, ktera by
nemohla byt jejimi postavami vyi¢ena. Tento fakt mize byt i v dneSni dobé jistou
ptekazkou pro nékteré divaky a urcité nikoho nepiekvapi, ze v dobé premiéry byla
situace jeSté¢ komplikovangjs$i. Pfesto jsou tyto vyrazy nedilnou soucésti her

ajejich uvedeni neni nahodilé. Jejich pasobeni na divdka ¢i Ctenafe je

33



nezpochybnitelné a jsou v podstaté prostiedkem pro podtrhnuti vyjadfovanych
myslenek a témat, kterym se tvorba Kane vénuje.

Dalsi cast si v§ima ritualniho pouziti nasili, jehoz piiklady mizeme také naleznout
v hrach mladé autorky a na tomto misté prace jsou pravé ony piiklady uvedeny.
Dale se zde zkouma nésili zobrazované v tisku, pfedevsim bulvarnim. To je jedno
z témat, kterym se Kane vénovala a které zapojovala do svych her. Chtéla
divakovi nebo cCtenafi ukdzat, nakolik ho tato média dennodenné ovliviuji
a pusobi na néj. Také upozorniovala na to, Ze nas zajimaji pouze zpravy z naSeho
okoli a ze si nepfipoustime, ze v globalnim méfitku se déji daleko podstatngjsi
udalosti, o kterych my nemédme a ani nechceme mit piehled a které klidné
potlaCime ve prospéch bulvarnich informaci, které se nds sice mén¢ tykaji,
ale za to zni pfitazlivéji.

Dulezitym tématem prace je zobrazeni ndsili pfimo na scéné divadla. Je to
v podstaté jeden z hlavnich divadelnich prostfedki Sarah Kane, soucast jejiho
divadelniho jazyka. Pomoci drastickych scén se snazi divakovi sd€lit svou zpravu,
upozornit jej na téma, které jeji hry rozebiraji. V jeji tvorbé miizeme opravdu najit
nespocet piikladii scén ve kterych se odehrava naptiklad znésilnéni, vrazda ¢i
muceni, ve kterych se usekavaji ¢asti téla, vydloubavaji o¢i nebo se zde dokonce
pojida télo mrtvého kojence. Tvorba Kane zkratka bofi vSechny myty o tom, co
mélo a co nemélo byt na scéné zobrazovano.

Pfirozen¢ je potieba porozumét tomu, ze ndsili, které Kane popisuje, nds nema
piesveédcit o tom, ze se opravdu déje pravé ted’ pfed ndmi na jevisSti. Jak sama
autorka uvedla, je zfejmé, Zze se jednd pouze o obraz, ktery na nas ma n¢jak
plsobit, pfimét nas premyslet nad tim, na co chtél autor poukédzat a proc.
Neodmitnout je jako sntisku jedné brutdlni scény za druhou, ale pochopit, pro¢ se
zde vlastné ono nasili vyskytuje a navic v takové mifte.

Také je dulezité poznamenat, ze zalezi jen na konkrétnich divadlech, jak tyto
scény ve svych inscenacich divakiim pifedstavi. Mohou samoziejmé vyuzit jen
jevistni metafory a pomoci originalnich napadli ptedstaveni ozivit a také dat
prostor piedstavivosti publika. Obrazy vytvofené divakem samym totiz mohou
mit velkou silu a z kazdodenni zkuSenosti vime, Ze naSe piedstava muze byt
daleko hroznéj$i a konkrétnéjsi nez vlastni akt nebo situace.

Népady, které nam piedkladaji divadelni skupiny a tviirci pfedstaveni Sarah Kane,

mohou byt ovSem neméné zajimavé a obohacujici. J4 osobné jsem vidéla
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inscenaci Vycisteno v podani olomouckého Divadla na cucky a byl to opravdu
nevSedni zazitek. Vidéet, jak tato hra ozila, jak si s jejimi tématy poradila mlada
rezisérka Anna Petrzelkova a cely soubor divadla, bylo pro m¢ velmi inspirativni.
Z osobni zkuSenosti mohu také potvrdit teorii o katarzi po shlédnuti her Sarah
Kane, ktera je pfedmétem posledni podkapitoly této sekce. Dila autorky, navzdory
tomu, ze nejsou tragédie v pravé slova smyslu, vyvolavaji v divakovi pocity, které
Aristoteles ve své knize Poetika popisuje jako ocistujici efekt.

Posledni velkou kapitolou je zobrazeni lasky a krasy ve tvorbé Kane. Ackoli to
mize znit zvlaStné, pravé tyto dva obrazy uzce souvisi s nasilim, které je
podstatnou soudasti jejich her. Casto totiz stoji vedle sebe a jsou tak postaveny
do pfimé konfrontace. Diky tomu také scény plné lasky vice vyniknou a mohou
tak jeSt¢ silnéji plsobit na divaky. Krasa takovych scén se také skryva
v poeti¢nosti jazyka a jednoduchosti dialogu.

Vsechny hry Sarah Kane jsou v podstaté o lasce, 1 kdyz se to mozna na prvni
pohled nezda. Dalo by se spekulovat o tom, ze divak Ci ¢tenat kvili nasilnym
scéndm tuto hlavni ideu a néaplin pfedstaveni a her neobjevi. Piesto jsem
presvédcend o tom, ze prace této autorky je natolik kvalitni, Ze v sobé dovede tyto
dva protikladné prvky spojit a s jejich pomoci na ¢tenafe zapusobit, vyvolat v ném
silné reakce a prfimét ho pfemyslet nad tématy, které byly aktudlni pro Kane

a které bezesporu zlstavaji dllezité a zdvazné i v dneSni dobé.
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10. Anotace

Tato bakaléafskd prace se vénuje britské dramaticce Sarah Kane, jejiz kratka,
ale velmi plodné kariéra se vyvijela na pfelomu dvacatého a dvacéatého prvniho
stoleti. Zminluje zakladni fakta jejiho Zivota a pfedevSim se vénuje tvorbé Kane,
Seznamuje Ctenare s pcti hrami Kane, a to Blasted, Phaedra's Love, Cleansed,
Crave and 4. 48 Psychosis.

Hlavni ¢ast prace popisuje nasili pouzité v téchto hrach. Studuje jeho formy, jeho
pouziti a diivody, pro¢ se zde takové scény vyskytuji a jaky to ma vliv na Ctenaie
nebo divaka. Prace také udava konkrétni piiklady, na kterych poloZzené otazky
rozebira.

Dale se vénuje zobrazeni nasili pfimo na scéné a také kontrastu agresivnich scén
s nemén¢ vyznamnymi scénami, které¢ jsou plné obrazi dokonalé krasy a lasky.
Zkouma odkaz, ktery Sarah Kane ve svych hrach zanechala a kterym piekvapuje,

uchvacuje a neptestava Sokovat tisice divakil a ¢tenafi po celém svéte.

Annotation

This bachelor thesis describes a British playwright Sarah Kane, whose short, yet
highly productive career, progressed at the turn of the twentieth and twenty-first
centuries. It mentions the basic facts about her life and primarily describes her
dramatic oeuvre. It pays attention to the most important aspects and also to the
dramatic style of this prematurely deceased author. The five Kane's plays Blasted,
Phaedra's Love, Cleansed, Crave and 4. 48 Psychosis are introduced to the reader
of this thesis.

The main part of this thesis deals with the description of violence in these plays. It
studies its form, its employment and reasons why these scenes are part of the
plays and what impact they have on the readers or spectators. It examines these
aspects in particular examples.

This work also describes the portrayal of violence on stage as well as the contrast
of these scenes with no less important scenes full of images of perfect beauty and
love. It studies the message that Sarah Kane left to us in her plays and by which
she surprises, amazes and shocks thousands of spectators and readers all over the

world.
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11. Appendix

Sarah Kane'

Sarah Kane?

Divadlo na cucky's production of Vjisténo’

' Jane Brown, “Sarah Kane...a writer of great craft.” Guardian 23 March 2005, 19 June 2010

<http://www.guardian.co.uk/stage/2005/mar/23/theatre>.
2 Martin Godwin, “Sarah Kane's Second Life” The New York Times 24 October 2004, 21 June

2010 <http://www.nytimes.com/2004/10/24/theater/newsandfeatures/24mcki.html?
_r=1&ref=sarah kane>.

Jan Hlavsa, “A je Vyc¢isténo. Sviidna a nemilosrdna jevistni basen v podani Divadla na cucky”
Olomouc.cz 12 June 2010. 17 June 2010 <http://zpravodajstvi.olomouc.cz/clanky/A-je-

Vycisteno-Svudna-a-nemilosrdna-jevistni-basen-v-podani-Divadla-na-cucky-13977>.

3
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