
https://www.youtube.com/watch?v=pDJKgi2e-Aw


THE ‘FUCK IT!’ PRINCIPLE
PSYCHOACTIVE DRUG USE IN CONTEMPORARY BRITISH FILM AND TELEVISION 
Matthew Rogers: matthew.rogers@falmouth.ac.uk 
British Popular Culture conference: Thursday 9th July 2026

mailto:matthew.rogers@falmouth.ac.uk


• This is paper builds on my BPC paper from 
2025 🙌  

• I’m hoping that this paper has slightly less 
unsubstantiated conjecture 🤞  

• Transdisciplinarity is at my core as an 
academic 🧐  

• I’m less worried about future dissertation 
students hearing what I have to say - but I still 
wouldn’t advise them to follow my 
methodology 🤦  

• I.E. Buckle up…! 😵💫 

• Please please please feel free to point out any 
potential flaws in my campaign 😘 

MATTHEW ROGERS
SENIOR LECTURER - FILM AND TELEVISION
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Consideration: 
• Human consciousness is housed inside a feeling, organic body 

• Human consciousness is affected by what we put in our organic 
bodies 

• Intoxicants create a ‘silent imperceptible crack’ (Deleuze, 1990, pg 155) 
between the delicate porcelain of our consciousness and an 
erupting subterranean volcano (from Malcolm Lowry ‘Under the Volcano’) 

• The ‘crack’ allows the drug user to stand outside of their habitual 
conscious state to witness their own engagement with time and 
space i.e. ‘the brain becomes the screen’ (Deleuze, 2000) 

• The ‘crack’ allows the user to experience the ‘nowness’ to witness 
the coming together of past into present 

• The ‘crack’ gives us concrete, irrefutable, primary knowledge of 
the oneness of all material things  

• The ‘crack’ provides both: revelatory pantheistic wisdom; and a 
distinctive ‘umwelt’ (Uexküll, 1934) sense of self

THE ‘FUCK IT’ PRINCIPLE 
BRITISH FILM & TV PT 1
WHY WOULD A COMPUTER GET HIGH..?



Consideration: 
• Taking drugs is risky 
• Thanatos: not everyone comes back safely from the 

experience of playing with psychoactive drugs = 
(addiction, overdose, psychosis etc) 

• Mythos: no one returns from taking psychoactive drugs 
the same as when they went in, it’s a one way ticket 

• British culture is steeped in stories of mythos and legend 
around drug use 

• However, human beings have the ability to undertake 
wilful acts of Akrasia: the ability to act against tour own 
rational best interests 

• Drug use in British film and TV is often represented as a 
form of prioritising Enkrateia: the ability to exert self-
mastery or power over ones passions and instincts 

• Which leads to a final state of Eudaimonia: the ultimate 
state of good spirit, wellbeing

THE ‘FUCK IT’ PRINCIPLE 
BRITISH FILM & TV PT 2
WHY WOULD A HUMAN GET HIGH..?





ALL FILMS THAT 
PRESENT SCENES OR 

THEMES OF DRUG 
USE

REASLIST MODE EXPRESSIONISTIC 
MODES



EXPRESSIONISTIC 
MODE

CLASS A 
(NOTHING TO DO WITH LEGAL 

DRUG CATEGORIES)

CLASS B 
(NOTHING TO DO WITH LEGAL 

DRUG CATEGORIES)

CLASS C 

COMBINATION OF 
CLASS A & B



Where the overarching logic of the film could be 
defined as being rationally framed within a non-
drug-inflected realist materiality but it also 
contains at least one scene where a central 
character(s) ingests psychoactive drugs which 
results in an expressionistic on-screen depiction 
of the character(s) becoming high 

Examples: 
• Altered States (Russell, 1980) 
• Trainspotting (Boyle, 1996) 
• Queer (Guardagnino, 2024) 
• Kneecap (Peppiat, 2024)

‘CLASS A ‘ EXPRESSIONISTIC 
DRUG FILMS



Where the filmmakers ongoing presentation 
of the central character(s) and the worlds that 
they inhabit are depicted as being 
permanently refracted through qualities 
associated with the consumption of 
psychoactive drugs and/or drug culture.  

Examples: 
• Inherent Vice (Anderson, 2014) 
• The Doors (Stone, 1991) 
• A Scanner Darkly (Linklater, 

2006)

‘CLASS B ‘ EXPRESSIONISTIC 
DRUG FILMS



Where the filmmakers ongoing presentation of 
the central character(s) and the worlds that 
they inhabit are depicted as being permanently 
refracted through qualities associated with the 
consumption of psychoactive drugs and/or 
drug culture, and also contains at least one 
scene where a central character(s) ingests 
psychoactive drugs which results in an 
expressionistic on-screen depiction of the 
character(s) becoming high 

Example: 

• Enter the Void (Noé, 2009)

‘CLASS C’ EXPRESSIONISTIC 
DRUG FILMS



POWELL, A. (2007), ‘DELEUZE, ALTERED STATES AND FILM’ - PAGE 2

POWELL SUGGESTS: 

“THE AUTOMATISM OF CINEMA 
DETERRITORIALISES PERCEPTION. 
ANOMALOUS STATES OF 
CONSCIOUSNESS CAN BE CELEBRATED 
RATHER THAN PATHOLOGISED, BOTH FOR 
THEIR STYLISTIC INNOVATIONS AND 
THEIR IMPACT ON THE AUDIENCE WHO 
PARTAKES OF THEIR AFFECTIVE 
CONTAGION”



• Film about an Irish band called Kneecap 
• BFI & Screen Ireland funding 
• Irish language film 
• Set in the north of Ireland 
• Rich Peppiatt - British director 

• Meets the criteria for a ‘Class A’ category of 
expressionistic drug film 

• Uses a set of expressionistic filmmaking 
industrial practices to induce the ‘crossing over’ 
conditions for a of drug-inflected 
phenomenology that invites the audience beyond 
an inert spectatorial position towards an 
inherently human, multi-sensory and in 
Kneecap’s case - British/Irish socio-political 
experience of identity through a specific kind of 
‘contact high’ with on-screen characters and the 
drugs that they are consuming

KNEECAP (2024)

https://www.theguardian.com/film/2025/feb/13/comedy-and-art-should-push-up-against-a-line-rich-peppiatt-on-class-controversy-and-kneecap




Is operating within the context of these thematic conditions: 

• Anti Colonialist Irish Resistance 

• Voice 

• Independence 
• Anti-Establishment 
• The Craic 

Kneecap is a Bromance Musical/Comedy that leverages these 
Class A type industrial practices: 

• Copious on screen drug use followed by multiple, drug-
inflected, expressionistic sequences 

• Pays homage to Trainspotting - bin dive sequence 
• Political Hallucinations - head shift to Gerry Adams 

sequence 
• Bespoke sub-culturally inflected, hand written subtitles 

“That’s drugs for you they bring you closer to god” 
Móglaí Bap (2024)

KNEECAP (2024)



• Fourth wall break (voice over to camera draws the 
audience into the sub-cultural inner circle) 

• Internal diegetic sound (via voice over - see above) 
• Magical realist flourishes - tiny sparkles at relevant 

times 
• Lighting, everything is exaggerated in acid blues 

and pinks - emulates the stoned experiences 
• Slips into stop motion animation when they 

accidentally ingest ketamine 
• Sections shot in slow motion/reverse and then 

played forward to imitate the stoned experience 

These industrial conditions (meta)reference and 
develop a stoned ‘hyperdegesis’ (Hills, 2014) within the 
film

KNEECAP & CLASS A 
FILMMAKING
GENERATING A STONED HYPERDIEGESIS



TODD MAY (2004)

AN ONTOLOGY THAT DOES 
NOT SEEK TO REDUCE 
BEING TO THE KNOWABLE 
BUT INSTEAD SEEKS TO 
WIDEN THOUGHT TO 
PALPATE THE UNKNOWABLE 



MARK RENTON (1996)

CHOOSE LIFE. CHOOSE A JOB. CHOOSE A 
CAREER. CHOOSE A FAMILY. CHOOSE A 
FUCKING BIG TELEVISION… 

BUT WHY WOULD I WANT TO DO A THING LIKE 
THAT? I CHOSE NOT TO CHOOSE LIFE. I 
CHOSE SOMETHIN' ELSE. AND THE 
REASONS? THERE ARE NO REASONS. WHO 
NEEDS REASONS WHEN YOU'VE GOT 
HEROIN?
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THE DRUG USER KNOWS THE SOCIAL WORKER MUCH 
BETTER THAN THE SOCIAL WORKER KNOWS HIM. 
THE POINT OF GREATEST DIVERGENCE BETWEEN 
THE OBJECTIVE, CAUSAL UNDERSTANDING OF THE 
DRUG PHENOMENON AND THE REAL EXPERIENTIAL 
NATURE OF INVOLVEMENT IN IT, IS PRECISELY THIS 
CONTRADICTORY NOTION OF FREEDOM. FOR THE 
‘OBJECTIVE’ GROUP, FREEDOM IS SELF-
RESPONSIBILITY, FOR THE ‘SUBJECTIVE’ GROUP, 
YOU ARE ONLY REALLY FREE WHEN YOU ARE NOT 
RESPONSIBLE FOR YOURSELF. 


