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A. “Anarchy in the UK” Poster and record cover design by Jamie Reid

B. “Pretty Vacant” Poster and record cover design by Jamie Reid

C. Graphic from “Pretty Vacant”. Showing the ‘Boredom’ and ‘Nowhere’ busses Reid designed for the San Francisco branch of the Situationists International

D. ‘God save the Queen’ Poster and record cover design by Jamie Reid

E. ‘God save the Queen’ safety pin detail

F. ‘God save the Queen’ Showing ‘swastika eyes’ (alluding to the German origins of the British Royal Family) and safety pin. 
G. Collage of the ‘God save the Queen’ poster

H. ‘God save the Queen’ with union jack version
I. ‘God save the Queen’ with the blacked out terrorist eyes

J. The book “The Society of the Spectacle” by Guy Debord

K. Image from Paris 1968 riots showing safety pin, possibly from Situationist sources, unnamed.

L. Last painting by Marcel Duchamp before he gave up art to play chess entitled “Tu m” thought to be short for the French for ‘you bore me’. Image shows the safety pins which are holding the illusionary chasm together 1918
M.  Detail from the above

N. “Never mind the Bollocks” Poster design by Jamie Reid, showing the sex pistols typography

O. Marcel Duchamps ‘Mona Lisa’ ready made 
P. Jamie Reid’s ‘Never trust a hippie’ poster for ’the great rock n roll swindle’ film by Julian Temple 1979

Q. Copies of the ‘Suburban Press’ publication which Reid co-founded

R. Richard Hamilton’s collage ‘Just What Is It That Makes Today's Homes So Different, So Appealing’ 1968
The posters of Jamie Reid
The posters and images of Jamie Reid, although shocking at the time, represent a natural progression of style which can be traced back to Dada, Surrealism, Pop art and Situationist art.
Reid, born in 1947, grew up in Suburban Croydon; an industrial ’new town’ development from the 1930’s based on the ‘Garden City’ town planning blueprint. He came from a very politically active family, for example: his father was the city editor for the London newspaper ‘The Daily Sketch’, his Grandfather had died gun-running for the Chinese in the Boxer rebellion, his Scottish great-uncle George MacGregor-Reid was the head of a Druidic Order and stood for parliament before the outbreak of war in 1914 and, moreover, Reid’s elder brother was one of the ‘Spies for peace’ who went to live in Russia for a short while in 1963. At the age of 16 Reid went straight from Croydon normal school to Wimbledon art school, but soon dropped out, preferring to attended the local qualification-free ‘vocational painting’ course at Croydon Art School. 

Jamie Reid is probably one of the few graphic designers who have made a name and style for themselves without having received a formal qualification. It was at the Croydon Art School that Jamie Reid first met Malcolm McLaren, the future manager of the music group “The Sex Pistols”,  for whom Reid later designed the well known posters and record cover graphics. In 1966 Reid designed his first cover for the publication by the French Situationist International, entitled ‘Heatwave’.  Whilst at Croydon Art School Reid became acquainted with direct action and student politics following the student led riots which occurred in Paris May 1968. As the first televised mass insurrection, the Paris events had a rapid impact on the outlook of youth culture; inspiring student dissent and classroom occupations world wide. Reid and McLaren helped to organise a student occupation in Croydon. In 1970 Reid co-founded his own printing press company called ‘The Suburban Press’ producing a radical Neo-Situationist magazine (image Q) that promoted local Croydon political issues blended with the obscure ideology of the Situationist International, a French philosophical society founded in 1956. The Suburban Press circulated anti-consumerist stickers which proclaimed “This store welcomes shoplifters” or the extremely adaptable “Lies” sticker, which was designed to provide a political caption for a variety of situations. Many of the slogans and images of the Suburban Press reappeared in later ‘Sex Pistol’s’ designs (image C). In 1974 Reid produced the layout for “leaving the 20th century” by Christopher Grey, an anthology of texts and images from the Situationists. Reid created many of the graphics in the book which communicate in a clear manner the difficult to translate French Intellectualism of the Situationists. 
The work of Jamie Reid was clearly influenced by the image and type collages of the Dadaists and the Futurists. These influences on Reid’s typography, with it’s deliberately erratic and eclectic mixing of fonts, sizes and styles, can be seen in the 1923 Dadaist  poster for  the theatrical work ‘The bearded Heart’. The artist Kurt Schwitters (1887-1948) developed the technique of collage into an almost one-person art movement with his prolific production of ‘Merz drawings’ or collages in which ready-made objects found in the streets were composed into works of art. Reid’s use of ‘found type’ mirrors this process. Another collage artist that has had an influence on the development of Reid’s work is the English Pop Artist Richard Hamilton, in particular, the work entitled “Just What Is It That Makes Today's Homes So Different, So Appealing?” (image R). The same ironic humour and anti-consumerist message, that is also present in Reid’s work, can be sensed in Hamilton’s piece. The power and ability to transform the everyday object into art is a major theme which runs beneath the collage technique; however, perhaps the words of Marcel Duchamp better sum up the irreverent attitude which underlies Jamie Reid’s work, when Duchamp suggested the reverse situation of using ‘a Rembrandt as an ironing board’,(Richter, 89) in effect turning an object of high art into an everyday ‘functional’ device. This utilitarian function of Art was also advocated by the Russian Constructivists, shortly after the 1917 revolution, however the Dadaist, and Jamie Reid, were working in a very different political system and their methods were more ‘abrasive’. The attempted placing of a urinal in the first New York salon des Independents by Marcel Duchamp under the title and pseudonym ‘Fountain by R.Mutt’ in 1917, despite its initial rejection, finally became accepted in Art history as the first ‘Ready-Made’. The ‘Ready-Made’ art concept extends the collage or the ‘Merz’ into a third dimension, as well as posing the question of the effect that context has on the perception of the viewer i.e. does the bracketing of an object within the Art Gallery, a manufactured and maintained situation, have such power that even a common day urinal can reach the high status of high art ? In Situationist circles the ready-made concept was adapted to become known as ‘Detournement’. This involved the re-definition of accepted symbols, codes and images, that had been taken out of their usual context, to transform the everyday ‘Spectacle of Society’ (image J) into oppositional, ironic, political or humorous messages aimed at subverting or ‘re-directing’ the original meaning of the source material. 
In Reid’s poster for the 1977 record ‘God save the Queen’ by the Sex pistols, (images D,E,F,G,H,I) the techniques of ‘Detournement’  are used to suggest that the head of the royal family is, in fact, the leader of an ‘International terrorist organisation’. This is achieved through the use and manipulation of certain contemporary visual codes which the mass media, and particularly the ‘tabloid press’, were using at that time. 1977 was the year of the Queen’s silver jubilee and throughout the British media, preparations were being made to celebrate via the mechanism of nationwide ‘streets parties’; something which Reid and other radicals would have seen as a ‘negative detournement’ of the street events of 1968.  In Reid’s various versions of the ‘portrait of the Queen’ he took an existing image of the Queen from a postage stamp, enlarged it and added hand torn newspaper heading-type collaged in the manner of the stereo-typical ‘kidnapper’s ransom note’. In some versions (image I) the type was pasted over the eyes of the queen in a style reminiscent of the black square placed over the eyes of a person or criminal whose identity is being protected. Reid is using the ‘ready-made’ visual codes of the ‘wanted poster’; a common image from the media, in the late seventies, after the terrorist groups the ‘Baader Meinhof’ and the ‘Red Army Faction’ began a series of politically motivated assassinations of German industrialists. The terrorist groups in Germany were influenced in part by the same late 1960’s radicalism of which Jamie Reid and the Situationists were a part of. In another version of the poster; a safety pin was placed through the lip of the Queen, echoing both Marcel Duchamp’s ‘Mona Lisa’ (image O) readymade, in which Duchamp drew a moustache and goatee on a reproduction of Leonardo De Vinci’s painting, and also an unnamed graphic from around the time of the Paris ’68 riots, that it is very likely Reid was aware of. (image K)  . That common object, the safety pin, has since become a modern symbol of the style and attitude of the punk movement, which Jamie Reid was at the forefront of designing.
The safety pin is used in another of Reid’s posters: for the single “Anarchy in the UK” also by the Sex Pistols (image A). This time the safety pins are used as a ‘connecting device’ between the image of the torn and tattered British flag and the collaged ‘terrorist’ typography; connecting the two ready-made images physically and conceptually to create a third more subjective meaning which suggests an implied message similar to the previous image. The symbolism of the safety pin as a device which can connect and subvert the meaning of the individual source materials is a repetitive motif in Reid’s work. The safety pin  appeared in the very last painting of Marcel Duchamp (images L, M) in which a line of real safety pins attempt to restrain an illusionary painted rip in the canvas. In this case the safety pin, a real object, was used to ‘suspend the disbelief’ Duchamp was suffering with the painting based art world. Duchamp, in one of his famous ‘anti-art’ statements soon after, declared that he had given up painting to play chess. Similar to the function of the safety pin in this final painting, Reid’s use of the pins motif could be seen as a means to bridge the gaping abyss of alienation in modern (sub)urban existence. 
In the 1977 poster Reid made for the ‘Sex Pistols’ record “Pretty Vacant” (image B) he took an ornate picture frame, smashed the glass front and inserted the title of the record and the band’s name in mixed fonts and styles. The ‘ransom note’ style of the lettering is this time more subtle, but still recognisable as the band’s ‘logo’ or ‘trademark’. In the use of an overly ornate frame and the smashing of the glass, Reid is issuing a strong Dadaist ‘Anti-Art’ message; moreover, also present are the principles of the breaking of ‘the society of the spectacle’; where the glass frame isolates and alienates the viewer from connection with ‘real life’ or the ‘total art experience’ advocated by the surrealists. 
As can be seen, the work of Jamie Reid has a wide range of influences which span the Dadaists, Surrealists, Pop Art and sixties political radicalism. Reid has also borrowed and subverted images from the media; producing complex layers of coded meanings which both evoke the significance of the source material, whilst adding dominant ‘caption’ information which creates a powerful new message.
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