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Reject.
This exhibition has been carefully curated to provide an insight to the punk rock movement, originating from places such as Manchester, London and New York City, dating back to the 1970s. Punk was avidly shaped by economic crisis, youth unemployment, and disillusionment with mainstream culture, resulting in artists and musicians to advocate for such topics through the mediums of music, artwork, and graphic design. Bands such as the Ramones, Sex Pistols and the Clash stripped rock music down to something faster, louder, and deliberately raw. Alongside this, punk was never just music – it was a visual language and social attitude to many. The aesthetic rejected polish. Rough edges weren’t mistakes; they were political and shaping punk altogether. Dunn writes that ‘Musically, punk rock reflected a certain degree of diversity.’ (2008, p 195), reinforcing the idea that punk stands out amongst the rest providing a loud and outspoken outlook to such topics. 
[image: London Underground polluted with metallic particles small enough to enter  human bloodstream]
Fig 1 (University of Cambridge, 2022)

The exhibition will showcase in London’s bustling underground train station. The reason for selecting this city-wide location relies not only on its consistent business, but also remembering the impacts punk art made on London at its peak. As individuals wait for the next tube, they are faced with loud colours and collage-Esque pieces that speak for themselves, allowing those who see to be curious or intrigued by it. As explained by carrier,
Because we are accustomed to the ways in which visual artworks are displayed in modern galleries and museums, it is easy to forget how recently these ways of presenting art have been created and how they influence our judgement of artworks. (1987, p83).

[image: Jamie Reid's Sex Pistols artwork was a glorious assault on authority | Punk  | The Guardian]
Fig 2, (Reid, 1976, Anarchy in the UK)




[image: Sex Pistols artist Jamie Reid: 'Hirst and Emin are Thatcher's children' |  Art and design | The Guardian]
Fig 3, (Reid, 1977, God Save the Queen)
“No band is more infamous for sticking two fingers up at the monarchy than the Sex Pistols. Here, Reid depicts a shredded Union Jack, barely held together by punkish safety pins” (Enter Gallery, 2024).
By including culturally significant pieces as well as lesser-known pieces, the opportunity to grow curious from visualising one popular piece maintains an interest which makes an audience want to learn more about the background. The inclusion of artworks created for the Sex Pistols is eye catching and overall, well known, which will stand out in this exhibition. The inclusion of such artwork implements the concept of the exhibition thoroughly. Reid was the sole creator of artworks for the Sex Pistols during their career, producing the globally popular ‘God Save the Queen’ piece while also defining the visual identity of UK punk through his other artworks. With work often featuring shredded Union Jacks held together by safety pins, reflecting anti-monarchy and anarchist themes. 
Reid’s artwork challenged traditional design and encouraged an approach that strayed away from the ‘refined’ look. His cut and paste style made art feel more accessible, inspiring others with his themes of authority, politics and mainstream media through bold, confrontational imagery.

[image: Installation view of Linder: Danger Came Smiling. Photo: Mark Blower. Courtesy the artist and the Hayward Gallery.]
Fig 4, (Linder, 2025, Danger Came Smiling Exhibition)
[image: A person's hand with long red nails and a iron
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Fig 5, (Linder, 1977, Untitled)
Alongside Reid’s popular punk pieces, Linder (born Linda Mulvey) is an accredited artist focusing on photomontage and collage pieces, also known for working alongside the Buzzcocks. Linder is a creative known for her feminist ideologies seen throughout her work, by doing so through the use of her edgy humour and visual playfulness. As highlighted by Southbank Centre online, ‘Deliciously satirical, her photomontages remix images from popular culture, ranging from early pin-up photography to digital deep fakes’ (2025). Linder first came to the surface in the 1970s within Manchester’s punk and post-punk music scene and is relatively known for her renowned photomontage for the record sleeve of Buzzcock’s 1977 single ‘Orgasm Addict’. 
One of the most significant aspects of her work is how it critiques the objectification of women in media. By combining images in her photomontage works from pornographic magazines with domestic advertising, she exposes the contradictions in how women are represented, being both sexualised and confined to outdated ‘traditional’ roles. The approach became especially influential within punk because it rejects mainstream visual norms and instead embraced disruption and provocation as a form of expression. Jones implies that’ Linder challenged the parameters of popular music and its narrow gender roles.’ (2008, p163). This reinforces the idea that Linder dares to stray away from guidelines and cleanliness when it comes to art and produces a style that enables her to communicate freely.
The work produced by Linder differs so slightly from Reid’s work, however still falling into the ideologies of visualising important topics through art.
[image: Raymond Pettibon Breaks His Own Records | Magazine | MoMA]
Fig 6, (Raymond Pettibon, 1990, Sonic Youth’s Goo)
[image: Black Flag, Raymond Pettibon. The First Four Years. 1983 | MoMA]
Fig 7, (Raymond Pettibon, 1983, The First Four Years)
Raymond Pettibon is known to be one of the most influential figures in punk art, earning him a spot in this exhibition, mainly because of his intriguing drawing style and his close connection to the early American hardcore scene. His work is often made up of black ink drawings paired with short snippet text, differentiating from the photomontage style Linder upkeeps, creating a raw feel that fits perfectly with the DIY initiative punk art holds. Rather than aiming for a polished or commercial-style design, Pettibon’s work embraces imperfection and intensity to reflect the rebellious energy of the music it was associated with. His work often explores darker themes, including violence, authority and social control which reflects the wider concerns of punk culture during the late 1970s and 1980s. His drawings don’t offer clear answers or messages but instead creates a sense of tension and unease.
Pettibon is largely known for his work with the band Black Flag, where he created album covers, posters and promotional materials. His imagery became a defining visual of hardcore punk and what makes his work stand out is the way it combines aggressive or unsettling imagery with ambiguous texts. To support this, Hoby writes that ‘His artwork for Black Flag and Sonic Youth helped define the punk aesthetic.’ (2013). This statement supports the idea that Pettibon wasn’t just involved in the punk scene but played a major role in shaping how it looked and was recognised visually. Even today, his style continues to inspire graphic designers and musicians who are intrigued by the raw independent spirit he maintains. His work will be eye-catching alongside the others included within this exhibition. 
[image: An abstract collage featuring 3 central figures, one with a gun in place of their head, another with their head sandwiched between two sticks, and another pointing. Also in the image are a snake's head, a statue, and TV, a staircase, and on the far left a naked women walking out of a door. The colour collage is surrounded by black and white photographs of a band on a stage.]
Fig 8, (Gee Vaucher, 1978, Stations of the Crass)
[image: A statue of liberty covering her face with hands
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Fig 9, (Gee Vaucher, 1989, Oh America.)
Gee Vaucher is widely recognised as a key figure in the development of punk art, particularly through her association with the anarcho-punk movement, which is known as the late 1970s Uk originated punk subculture, merging punk music with anarchist political ideology, emphasizing DIY ethics, anti-capitalism and social activism. Her work is closely linked to the band Crass, who she created much of the visual materials for including album covers, posters and zines. Vaucher’s style is immediately recognisable to punk music and art fans, often combining black and white imagery alongside collage and surreal compositions that feel politically charged. 
Vaucher’s influence on the punk art scene comes from both her visual style and her mindset. Her DIY approach, often producing work outside of traditional art styles reinforced the idea that anyone could create and share art without needing formal training or approval from anybody. This was a core part of punk culture, encouraging independence and rejecting mainstream ideologies.
Overall, Gee Vaucher’s work helped define a more politically engaged side of punk art. Her imagery goes beyond aesthetics, acting as a form of protest and communication, which has influenced not only other artists within punk but also wider movements in in graphic design and activist art. As enforced by uDiscover, ‘Punk’s intrinsic DIY approach…inspired a whole host of new artists and designers.’ (2024)
Reject has been carefully curated to convey the topics entailed within each selected piece. The artwork chosen portrays important meaning while also being visually intriguing, allowing for passers-by to interpret each piece however they may wish. The visual ideologies conveyed in each piece included in this exhibition have been selected to allow people to decode and interpret each piece in their own way, rather than trying to break down minimalistic artworks and their meanings. The pieces invite people to engage more actively, drawing on their own opinions and perspectives to make sense of what they see. 
“The spectator brings the work of art into contact with the external world by deciphering and interpreting its inner qualifications.” (Dunchamp, 1957).
This approach reflects the idea that art is not just about what the artist intends but also about how it is perceived, encouraging a more personal connection with each piece. Furthermore, this exhibition aligns with broader contemporary art practices, where audience interaction and own interpretation are often prioritised. 
The aim is for passersby to stop and take in each piece and think about what each piece of work tells them personally.
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