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It is striking to find a UK publication
from the 1960s designed in the austere
style of Swiss and German Modernism.

1

Shortly after writing this I picked
up a copy of Idea 322 (May 2007).
In this issue, devoted to journals,
the designer and writer Robin
Kinross selected Form as one of
his recommended journals.

2

Bibliotheque, London-based design
group founded by Mason Wells,
Jon Jeffrey and Tim Beard.
www.bibliothequedesign.com

The archeologists have exhaustively sieved the graphic
design soil: not much has escaped zealous bloggers,
Flickr hoarders, and design historians. We only have to
look at the websites, exhibitions and growing library of
books cataloguing graphic design’s brief history to see
that not much has avoided detection.
Occasionally, however, something goes unnoticed.
This is usually because it doesn’t come from the canon
of recognized design greats – or because it doesn’t
quite fit into the pattern of the times from which it
sprang. Form, a quarterly magazine published in Great
Britain between summer 1966 and autumn 1969, is one
of those misfit artifacts1.
The magazine has received scant attention from
graphic design’s cool hunters. It was featured in
Clip/Stamp/Fold, an exhibition devoted to radical
magazines from the 1960s and 70s, which was
organized by a group of History and Theory PhD
candidates from the School of Architecture at
Princeton. I missed the show when it came to the
Architectural Association in London in 2007, but I
noticed the front cover of Forms 1 and 10 on the
accompanying website – www.clipstampfold.com.
They looked different from everything else
on view: most of the other magazines, with one or
two exceptions, had the Roneo-ed, free-form,
appearance that was the inevitable consequence of
hours spent with Cow Gum and scalpel in an era
before computers and graphics software.

The first time I saw Form in the flesh was in 2008
when I was shown copies by the designer Mason
Wells of Bibliotheque2 – one of the most enthusiastic
archeologists of UK Modernism. Wells discovered
the first four issues of the magazine in New York and
immediately recognized an affinity with the bulletins
published by Ulm School of Design (Hochschule für
Gestaltung – HfG Ulm). There is indeed a similarity
between the two publications (a debt freely
acknowledged by Philip Stedman, Form’s designer,
founder and co-editor), yet what struck me even more
forcibly was the sheer improbability of finding a UK
publication from the 1960s designed in the austere
style of Swiss and German Modernism. It just wasn’t
terribly British.
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It seems remarkable that Form
should have emerged at a time
when Pop Art and the Psychedelic
style had invaded Britain.

To illustrate just how untypical Form’s
design and layout was, Philip Steadman
struggled to find a printer who held
Helvetica. In fact, the Cambridge-based
Steadman had to ‘send to London’
to get the magazine’s headlines set
in Helvetica.

I found no mention of Form in any of the standard textbooks. I noted from the colophon that the magazine
had three editors and that one of the trio – Philip
Steadman – was also the publisher. I also noticed
that no designer was credited. After some digging
on the Internet I discovered that a Philip Steadman
had written a book on Vermeer (Vermeer’s Camera:
Uncovering the Truth Behind the Masterpieces,
Oxford University Press, 2001). The writer’s biography
confirmed that this was the same Philip Steadman who
edited and published Form.

Steadman is untrained as a graphic designer. He
acquired a love of printing and typography while at
school, and apart from a spell working on the shortlived magazine Image, and a stint on the Sunday
Times Colour Magazine in its early glory days, he
has not worked as a graphic designer. But his training
in architecture and his strong interest in the visual
arts – especially art with a geometric focus, not
to mention Concrete Poetry and Kinetic Art – has
equipped him with a sense of space and structure
that allowed him to design page layouts and front
covers for Form that exuded poise and confidence.

Today, Philip Steadman is Professor of Urban and
Built Form Studies at University College London.
He trained as an architect, and has taught at
Cambridge and the Open University. His biography
describes him as:
‘The author of several books on geometry
in architecture and computer-aided design.
In the 1960s he co-edited and published
Form, an international magazine of the arts,
and co-authored a book on kinetic art. He
helped to produce four computer-animated
films on the work of Leonardo da Vinci for
an exhibition at the Hayward Gallery in
London in 1989. He has also contributed
to other exhibitions, films and books on
perspective geometry and the history of art.’
I emailed him and received a warm reply thanking me
for taking an interest in Form. He confirmed that he had
been the magazine’s co-editor, publisher and designer.
He also mentioned that he hadn’t had any approaches
from the graphic design world, but that he had

occasional contact with people who were interested in
the magazine from an art perspective. I told him that I
wanted to write about Form and he kindly agreed to be
interviewed. The conversation can be read here.
Professor Steadman lent me the other six volumes of
Form which until then I hadn’t seen. They confirmed
my view that Form is an important component in the
history of British graphic design: I say important
because it seems remarkable that it should have
emerged at a time when Pop Art and the Psychedelic
style had invaded Britain from the Academy to the
High Street. But for the young Steadman, steeped
in Modernist thinking, to design the magazine in the
Swiss style, was entirely natural: as an architectural
student in the 1960s, Modernism was what he was
taught – ‘it was just the received wisdom,’ he noted
matter of factly.

His lack of formal training is revealed in the occasional
typographic infelicities that can be found in Form.
As a publication, it cannot be compared to the finest
specimens of Modernist editorial design from Europe
– Neue Grafik, for example – but it had a discipline
and purity that makes it wholly unexpected in the
contemporaneous UK publication scene. To illustrate
just how untypical Form’s design and layout was,
Steadman struggled to find a printer who held
Helvetica – hard to imagine considering that typeface’s
subsequent ubiquity. In fact, the Cambridgebased Steadman had to ‘send to London’ to get the
magazine’s headlines set in Helvetica. Further evidence
of Form’s unusualness can be seen in the use of good
quality art paper – a somewhat lavish gesture for the
time – and in the use of the ‘wasteful’ square format.
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‘We thought of Form as a kind of
neo-modernist publication, devoted
to the early avant-garde as well as
to the classic American avant-garde
deriving from it (Black Mountain, etc).’
Philip Steadman

3

Letter from Stephen Bann to
Joaquin Moreno. Taken from Clip/
Stamp/Fold catalogue, spring 2003.
4 Thomas Bernhard (1931–1989),
Austrian playwright and novelist.
5 Robert Pinget (1919 –1997), French
writer often compared to Beckett.
6 Ian Hamilton Finlay (1925 –2006),
Scottish poet, writer, artist and
gardener.
7 Roland Barthes (1915 –1980), French
literary theorist and semiotician.
8 Theo Van Doesburg (1883 –1931),
Dutch artist and founder of De Stijl.
9 Gertrude Stein (1874 –1946),
American writer and influential
figure in 20th century literature.
10 Josef Albers (1888 –1976), Germanborn artist and educator whose
work formed the basis of some of
the most far-reaching art education
thinking of the 20th century.
11 Walter Gropius (1883 –1969),
German architect and founder of
the Bauhaus.

But it’s the content of Form that really distinguishes
it from other journals of the period. Steadman and his
two co-editors were writing about subject matter –
most notably the rise of French postmodern thinking –
that simply wasn’t being dealt with anywhere else in
Britain. In an interview3 with one of the editors of Clip/
Stamp/Fold, Form’s co-editor Stephen Bann said:
‘We thought of Form as a kind of neomodernist publication, I suppose, devoted
to the early avant-garde as well as to the
classic American avant-garde deriving from
it (Black Mountain [College], etc). I was
especially keen on work by contemporary
literary figures – people like Thomas
Bernhard 4, Robert Pinget5 and Ian Hamilton
Finlay6 – who have now achieved a great
reputation. I also included possibly the first
English translation of an essay by Roland
Barthes7 in issue number one.’
Browsing through the ten issues of Form is like a
switchback ride through the 20th century avantgarde. The dazzling array of names forms a dramatis
personae of radicalism: Theo Van Doesburg 8 , Roland
Barthes, Gertrude Stein 9, Josef Albers10, Walter
Gropius11, Laszlo Moholy-Nagy12 , Kurt Schwitters13
and Ian Hamilton Finlay. The subject matter ranges
from Kinetic Art to Structuralism; from Marcel
Duchamp14 to American photography by way of
Neoplasticism and Russian Unofficial Art. A regular
feature titled Great Little Magazines allowed Form’s
editors to write about many of the ‘little’ magazines
that had inspired them: Secession, G, Mecano, De
Stijl and Kulcher. This is subject matter that you’d

The dazzling array of names forms
a dramatis personae of radicalism:
Theo Van Doesburg, Roland Barthes,
Gertrude Stein, Josef Albers, Walter
Gropius, Laszlo Moholy-Nagy, Kurt
Schwitters and Ian Hamilton Finlay.

12 László Moholy-Nagy (1895 –1946),
Hungarian painter, photographer,
typographer and educator.
13 Kurt Schwitters (1887 –1948),
German painter, poet, graphic
designer and sculptor, most famous
for his collages.
14 Marcel Duchamp (1887 –1968),
French/American Dadaist and
Surrealist.
15 Jan Tschichold (1902 –1974), Swiss
born typographer, book designer,
teacher and writer.
16 Ben Nicholson (1894 –1982), English
abstract painter.

struggle to find in one place today. Yet in the 1960s
there was a small but dedicated audience eager to
support a magazine that surveyed this terrain – a fact
corroborated by the discovery made by Steadman
when he closed the magazine after 10 issues: ‘I wrote
to all the subscribers at the end and said I’m afraid
we’ve run out of money and we’re going to have to
close. Lots and lots wrote back and said “Oh we’d have
paid much more for it.”’
Professor Steadman began our interview by handing
me a battered copy of Jan Tschichold’s15 Die neue
Typographie. He told me he had found it in a pile
of discarded books near the home of the artist Ben
Nicholson16 . Look inside, he said. I saw that the
book had Nicholson’s ‘Ex Libris’, and as I flicked
through it I also noticed that one or two pages were
missing. Why? Perhaps they can be found in one of
Nicholson’s collages.
This interview was conducted in Professor Steadman’s
office at University College London, shortly before
Christmas 2009.
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AS: I’ll start by asking you about your early life and
how you came to have an interest in graphic design?
PS: I was a student in Cambridge. Well, perhaps I
should go back even further because my interest
in typography started at school. I was at Winchester
and an old boy gave the school a printing press and
some type and they didn’t know what to do with it.
I decided, along with a good friend of mine called
Alex Reid, to do something with this printing press.
So we printed a book of prayers for the college.

17 Philip Jones-Griffiths (1936 – 2008),
British photojournalist best known
for his coverage of the Vietnam War.
18 Luck and Flaw (Peter Fluck, b. 1941,
and Roger Law, b. 1941). Famous for
Spitting Image, the satirical UK TV
series using puppets.

Have you still got a copy?

Yes, I think I probably have. But that started my interest
in typography, I suppose. I’ll tell you about the other
end of the scale from the prayer book – we realized
that the typefaces that we had were the same as
those used for printing railway tickets, so we printed
ourselves a few tickets. Anyway, Alex and I both went
to Cambridge to read architecture and there were a
number of magazines that were produced, student
magazines, and we both got involved in the graphic
design of those.

What period are we talking about?
This was in the early 1960s. One of the magazines we
were involved with [Cambridge Opinion] was about
serious social issues. It was designed by Alex. I don’t
know where we learnt about typography. Both of us
worked for a time at a printers in Winchester when we
were doing magazines, as well as our own press work.
I suppose we learnt about graphic design informally,
through the kind of architectural route, through
architectural and design magazines. We never had
any formal training.
Later I got involved in another magazine. It was called
Image and it was originally a sort of photojournalism
publication. It was our attempt to do a Picture Post,
that sort of thing. The design was done by my friend
Alex, and then I took over. We had some talented
photographers working on the magazine. There
were people like Philip Jones-Griffiths17, and the two
guys who did Spitting Image – Luck and Flaw18 . They
did graphic design back then. A bit later I became a
graduate student and as you can see from the later
copy of Image, we we’re now veering towards art and
Concrete Poetry.
Would you say that Image was a precursor of Form?
Yes. I suppose the other side of my involvement in the
magazine was that I was interested in contemporary
art, and I was particularly interested in Kinetic Art and
Concrete Poetry which were two big movements back
then. I got to know Stephen Bann and Mike Weaver,
who were the two other editors of Form, in connection
with an arts society we had in the University. We
invited speakers, and we all worked together on a book
called Four Essays on Kinetic Art that we published
in the early 1960s, and I suppose the two things came
together in Form. The idea was that Stephen Bann,
Mike Weaver and I would be the editors, and I would
publish it with a small amount of money from my father,
which he thought I would do something sensible with…
and that’s how it started.

P. 14
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A. Pair of examples from the Maitland
Graves Design Judgement Test
(p.15, Form 1)
B. Two examples from the Welsh
Figure Preference Test (p.15, Form 1)
C. Realistic elements of the plastic
film, from ‘Ballet Mécanique’ by
Fernand Léger and Dudley Murphy
(p.9, Form 1)
D. Elementarist elements of the plastic
film, from Hans Richter’s ‘Film
Study’ (p.9, Form 1)
E. Hans Richter’s ‘Film Study’
(p.9, Form 1)
F. Poem by Pedro Xisto (p.31, Form 1)

C

A

B

E

D
F
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Can you tell me about your two collaborators?
Mike Weaver studied English literature and later
became an historian of photography, poetry and
American Studies. Stephen Bann has gone on to
be an art historian.
What about external contributors?
We started off with people we knew as contributors,
and we also ran some reprints of exiting articles. As we
went on, the magazine got to be known a little bit, and
we were able to persuade some figures from the prewar avant-garde to contribute, and that became a sort
of running process, as well as contemporary people,
artists and so on.
In addition to being the joint editor and the publisher –
you were also the designer.
Yes, by that point I was quite far into my architecture
studies, so I’d absorbed a bit about Swiss design. But
I don’t remember anything conscious about it.
I am intrigued to see that you never took a design
credit in Form. Was that deliberate?
No. In fact I remember looking through some
correspondence and I found a letter from someone
rather distinguished, and he said, I wondered who you
got to design this?
Were you aware of Neue Grafik?
Yes, and there was another magazine, the Ulm bulletin,
and if you know Ulm you’ll see that Form is pretty
closely modeled on it. It used Helvetica and white
space. But I had my own ideas; I wanted the magazine
to be square for example. Our plan was to keep
publishing it until we made a perfect cube when all the
issues were stacked one on top of another.
You occasionally deviated from the strict rules
of Modernism and used centered type – the cover of
Form 3, for instance – so you weren’t a slave to
Modernist design doctrine were you?
We didn’t know what we were doing. We were
young. We were only students. I recently had a long
correspondence with a graduate student in Princeton
who was interested in Form, not from a graphic
design point of view but from a content point of view.
He asked me what our programme was, and what
our worldview was – questions like that. But I had to
tell him we just made it up as we went along. I think
we had the idea that Form would be a mixture of
contemporary art and the avant-garde of the pre-war
period. We were trying to bring those two together
in some way. In particular, we wanted to set Kinetic
Art in the context of the avant-garde of the 1930s.

P. 20
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A

A. Two phases of a three-dimensional
cross-pattern from one of Ludwig
Hirschfeld-Mack’s ‘Refelcted Light
Compositions’ (p.10, Form 2)
B. Kurt Schwerdtfeger
‘Reflektorisches Lichtspiel’
(p.11, Form 2)

B
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When I first came across Form, I was struck by the
design – and the content, too – which seemed to be the
mirror opposite of what was going on in 1960s Britain
at the time. Back then there was an obsession with
American pop culture and later with psychedelic art.
How did Form’s Modernist design avoid being diluted
by what was happening at the time?
The design of the magazine reflects the fact that I was
trained as a modern architect at Cambridge’s school
of Architecture and it was pretty straight stuff. You
have to remember that it was the early 1960s, and at
that point the major reaction against Modernism had
not set in. That was to come later. There was also right
wing criticism of the perceived leftish tendencies of
modern architecture, but that too came a bit later.

19 Le Corbusier (1887 –1965), real
name Charles-Édouard JeanneretGris. Swiss-French architect,
designer, urbanist, writer and
painter.
20 Lawrence Alloway (1926 –1990),
British art critic and curator who
worked in the United States from
the 1960s.
21 Reyner Banham (1922 –1988),
British architectural critic and
writer best known for his 1960
theoretical treatise Theory and
Design in the First Machine Age
and his 1971 book Los Angeles:
The Architecture of Four Ecologies.
22 Eduardo Paolozzi (1924 – 2005),
Scottish sculptor and artist.
23 Archigram, avant-garde
architectural group formed in
the 1960s. Drew inspiration
from technology to create an
architectural vision that was
expressed through hypothetical
projects.
24 Peter Cook (b. 1936), British
architect, teacher and writer
about architecture. One of
founding members of Archigram.
25 Frank Lloyd Wright (1867 –1959),
American architect, interior
designer, writer and educator.
Recognized by the American
Institute of Architects as ‘the
greatest American architect of
all time.’

At that point, for us, Modernism was just the received
wisdom. To give you a bit of a flavour of the period,
we copied out quotations from Le Corbusier19 as
though they were sacred texts. We lettered them up.
At that point the world of pop culture was emerging.
A group of us – architects and architectural students
– went down to the old ICA on Dover Street and we
heard Lawrence Alloway20, Reyner Banham 21 and
Eduardo Paolozzi22 , the beginnings of that American
appreciation. We sort of liked it in a way, but we
weren’t doing it.
So you were always looking to Europe?
Yes. There were some students who were painters
in the architecture school who were doing Pop Art
paintings, so it was going on, but it hadn’t found its
way into architecture yet. That happened a little bit
later with people like Archigram 23 and Peter Cook 24
and so on, then architecture went pop.
But you were a hard-line Modernist?
We were hard-line, that’s right, and we looked to
Europe – to Switzerland and to Germany. It remains
my taste today.
The link between architecture and typography is often
commented on. Do you see a link?
There have been architects who have been interested
in typography – Le Corbusier and Frank Lloyd Wright 25 ,
for example. So I think it’s always been an interest. I
think it’s because architects, well Modernist architects
anyway, are not particularly interested in decorative
art, and typography is a way of having decorative art
that isn’t decoration. They are also both geometrical
arts, both use grids and those kinds of things, I suppose. And of course a lot of architects have published
work in design magazines and been interested in how
their work is presented in graphic terms.
Were you aware of what was going on in the British
graphic design scene at the time you were publishing
Form? There weren’t many, but there were some
interesting Modernist British designers working in the
1960s. Were you aware of any of them?
What I do remember is that we were very interested
in certain people involved in product design – Braun
and Olivetti. We weren’t doing product design, but we
followed it and when you set up your student room
you’d have your Braun heater and that sort of thing.

P. 26
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Poems by Ian Hamilton Finlay
(p.15, Form 3)
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If I mention a few names from the 60s, can you tell me if
any of them jog your memory – Edward Wright 26?
Yes, well Edward Wright taught at Cambridge when
I was a student, as a visiting teacher. I had forgotten
about him. I think he was a friend of Christopher
Cornford27 from the Royal College of Art, who taught
us drawing, and again quite classical sort of drawing.
A few other names come floating back, Max Bill28 , of
course, and some of the designers from Ulm were
important. And there was somebody called Anthony
Froshaug29.

26 Edward Wright (1912 –1988), artist
and graphic designer. Born in
Liverpool to Ecuadorian father
and Chilean mother. Designed
catalogue for 1956 exhibition This
is Tomorrow at Whitechapel
Gallery, London.
27 Christopher Cornford (1917 –1993),
British artist and great-grandson
of the naturalist Charles Darwin.
28 Max Bill (1908 –1994), Swiss
architect, artist, painter, typeface
designer, industrial designer and
graphic designer.
29 Anthony Froshaug (1920 –1984),
English typographer and teacher.
Taught at the Central School,
Hochschule für Gestaltung Ulm,
Royal College of Art and Watford
School of Art.
30 Peter Eisenman (b. 1932), founding
theorists of postmodern architecture and practicing architect.
Founding editor of Oppositions
magazine. In the catalogue for Clip/
Fold/Stamp he says: ‘I designed
the first issue of Oppositions, I still
have it. It had a grey cover and it
was “O” “positions” with the “p”
dropped out, and it had serif type
and it was really awful. So we took
it to Massimo [Vignelli] and I said,
I want it to have a grey cover and
Massimo said, absolutely not, it
has to be orange because that will
stand out on the bookshelf.’
31 Ken Garland (b. 1929), leading
British graphic designer, author
and game designer. Established
Ken Garland Associates in 1962.
32 Germano Facetti (1926 – 2006),
Italian graphic designer. Influential
art director at Penguin Books from
1962 to 1971.
33 The Systems Group was founded by
Malcolm Hughes and Jeffrey Steele
in 1970. Described as a collection of
artists whose approach to abstract
art was based on the conception of
the object being constructed from a
vocabulary of basic geometric
elements in accordance with some
form of pre-determined and often
mathematical system.
34 Michael Rand (b. 1929), art editor of
Sunday Times Magazine. Received
widespread acclaim for his radical
use of photography. Important
figure in magazine design.
35 Mark Boxer (1931 –1988), British
magazine editor, social observer
and cartoonist.

Did you come across him?

Ken Garland 31?

Yes, he came to give us a talk in Cambridge. He was
actually a really annoying person. When we had
speakers we’d take them to dinner in Cambridge. He
arrived and said he didn’t want dinner, and of course,
I was the secretary and I had to look after him so
I didn’t get my dinner. He said to me ‘I’m going to
interview you. I have three talks prepared at different
levels and I’m going to decide which level to give
you after interviewing you.’ I thought that was pretty
bad. We’d fixed him up with a room in King’s College,
and he said he didn’t want to stay there. Fortunately,
Peter Eisenman 30, the architect, who was teaching at
Cambridge said, well, come back to my place and I’ll
play chess with you. I’m glad to say Peter Eisenman
said the next day he beat him thoroughly, so that
was all good.
Ken Garland is certainly a name that rings a bell. And
I’d add the Penguin covers of the period by Germano
Facetti32 . We were also aware of English abstract
painting, the sort of 30s tradition. People like Ben
Nicholson. But also the Systems Group 33 , who did
geometric abstraction in Britain a little bit later on.
We featured some of them in Form.
The other thing that was influential was that some of
us got involved in magazines in London. There were
connections with Cambridge people who’d gone to
work on London magazines. I worked for a summer on
the Sunday Times Magazine in the early days.

Who was the art director at the Sunday Times
Magazine then – was it Michael Rand 34?
Yes, and the editor was Mark Boxer35 . I had lunch with
him and he said come and work on the magazine. In
those days it was the colour magazine. I started on the
crossword and the cookery column, but one day they
said, Philip you’re going to do the cover. I think I’ve
still got it somewhere. It was an issue on the Blitz and
about children being evacuated and they had a picture
of these two boys. I did a sort of Picture Post pastiche
with it, and very tentatively showed it and they said ‘oh
ok, alright’, and printed it.

P. 34
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A. above, Francisco Infante, kinetic
object (blue) 1964; below, Lev
Nusberg, kinetic object (crimson)
1962, metal and nylon thread, with
motor (p.21, Form 4)
B. Vladimir Galkin and Galina Beett,
kinetic object 1965 (p. 21, Form 4)
C. Lev Nusberg, kinetic object (multicoloured) 1964. Metal, Plexiglas,
light sources, loudspeakers, with
motors and programmed control
system (p.21, Form 4)
D. Francisco Infante, kinetic object
‘Crystal’ 1965. Metal, nylon thread,
with motor and programmed control
system (p.21, Form 4)

A

A/B/C/D Exhibition of Kinetic Art by
the ‘Movement’ Group, held in the
Leningrad Palace of architects, 20th
May to 5th June 1965 (p.21, Form 4)
E. Josef Albers: Introitus (p.13, Form 4)
F. Josef Albers: To Monte Alban
(p.12, Form 4)

C

D

E

F
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Did it make you think you might have a career in
magazines at this point?
They tried to persuade me to stay on, but that must
have been my 4th year of architecture school, and I
said no, and frankly I’m glad I did. The other connection
was that the magazine I mentioned earlier – Image –
was bought by Michael Heseltine 36 . He was producing
Man About Town and Topic, a short lived equivalent of
Time. And so I was in that milieu of people designing
those publications. We were very taken by Queen and
Nova. And of course, there was Paris Match. We looked
at those particularly for graphic design.

36 Michael Heseltine (b. 1933),
businessman and Conservative
politician, became Deputy
Prime Minister in Margaret
Thatcher’s government. Founder
of Haymarket Publishing.
37 Claude Lévi-Strauss (1908 – 2009),
French anthropologist and
ethnologist. Known as the father
of modern anthropology.
38 Frank Popper (b. 1918), historian
of art and technology. Author
of Origins and Development of
Kinetic Art.

After you graduated did you go straight into
professional practice?
No. I stayed in universities, and I’ve been there ever
since. I’ve been teaching architecture and doing
research in architecture and planning. What happened
with Form was that I stayed on as a graduate student
and researcher. Mike Weaver was also a graduate
student, Stephen Bann was a graduate student too,
but he went to the University of Kent and so we worked
at a distance. And then Mike Weaver went to America,
and he was kind of our American editor. So in the later
issues of the magazine we were in three places. The
magazine lasted for 10 issues, ending in October 1969.
We never did manage to make our cube.
Looking through the 10 issues, I see lots of interesting
names: Claude Levi-Strauss 37 and Roland Barthes,
for instance. Form must have been one of the few
places where you could read about these key figures of
Postmodernism at that time?
Yes, it was the very beginnings of all that. That was
largely Stephen Bann’s doing. We were all interested
but he is an art historian who started off in French
historiography and was particularly interested in
French literature. And he’s a French speaker. So I
think it was contacts he made in the first place. We
also had some contacts in Paris because of the book
I mentioned before, Four Essays on Kinetic Art. One
of the essays was by a man called Frank Popper38 ,
who was Czech, but had been in Paris for years. He’s
an historian of art and technology with an interest in
Kinetic Art and he was in the world of Parisian art and
literature. It may have been through him that we made
some of our French contacts.
Was Mike Weaver writing about American subjects?
Yes. He’d gone to America, where he was working.
We started a series on Black Mountain College which
hadn’t been written about very much. Mike Weaver
was interested in this because of his connections with
American poetry, and we were able to invite people in
that context. So we wrote to (Josef) Albers and asked
him if he’d contribute something. And we wrote to
Walter Gropius. We were mad really, we were students:
Walter Gropius, we’ll write to him! And you know, they
came up with the goods. Which was very nice.
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A. The Gropius/Breur designs for a
campus for Black Mountain
(p.22, Form 5)
B. Ray – Art Miscellany, cover of No.2,
1927 (p.28, Form 5)
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So you got to issue 10, what happened then?
What happened was that it was an enormous amount
of work for me. It was for all three of us, but I did the
design, I organized the printing and I did the distribution more or less single-handedly. I trekked round the
bookshops. We had quite a big mail order side, mainly
to University libraries and so on. That became quite
onerous and also became quite difficult… I ran out
of money basically. We had some university grants,
we had Arts Council money, and we had a little bit of
advertising. So I think a) we ran out of steam, b) we ran
out of money, and c) the three of us had dispersed. And
in a way, Form’s moment had passed and we all went
our own ways.
Did you ever consider reviving it?
I’ve always been interested in the same issues, but
not in running a magazine. So that was kind of why we
closed. It was a bit sad actually because I was looking
at the archives recently, which I’ve got in France, and
there is a lot of correspondence. I offered the archives
to the Tate and I think they’ll take them, but one of the
things I found was that I wrote to all the subscribers at
the end and said I’m afraid we’ve run out of money and
we’re going to have to close. Lots and lots wrote back
and said ‘Oh we’d have paid much more for it.’
Do you keep an eye on contemporary graphic design?
To be honest, I don’t. My interests have moved away.
I always like to look at nice magazines and so on, and
I keep doing a bit myself – I design things occasionally.
I’ve done odd bits and pieces. I did some exhibition
catalogues with Stephen Bann for the Systems Group,
and I’ve done posters and so on. But I regard myself as
a complete amateur.
Have you looked into graphics software?
I’ve just been trying to learn InDesign, which I was
very pleased with and I got some way with. I’m writing
a book which I’ve already illustrated, so I’m going
to design it using InDesign. I’m close to retirement
from the university, and they’re going to throw me
out, so I’m thinking how I shall maintain a presence
in the academic world and I think it will be virtual. I’ll
do a website and I’ll design it myself. It will be Swiss.
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A. Abstract theatre at Black Mountain
College, 1937 (p.23, Form 6)
B. Autumn sequence (to Mary) by
David Challoner 2/4 November 1967
(p.11. Form 6)
C. Abstract theatre at Black Mountain
College, 1937 (p.22, Form 6)
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A. Helena Dubova: ‘Target IV’, 1965
(p.6, Form 7)
B. Frames from ‘Volumes’, kinetic film
by Jan Salvik and Ladislav Halada,
1966 (p.8, Form 7)
C. Ladislav Halada: ‘Luminous plays’,
1967 (p.6, Form 7)
D. Vladislav Cap: ‘Fleur’, glass
construction 1967 (p.6, Form 7)
E. Frame from ‘Volumes’ kinetic film by
Jan Salvik and Ladislav Halada, 1966
(p.8, Form 7)
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A. Demonstration of two-dimensional
form and colour (warm and cold
colours) (p.17, Form 8)
B. ‘Play, Life, Illusion’ (1924-37), stage
demonstration of form and colour
(Part 1, Scene 3) (p.17, Form 8)
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A. Theo van Doesburg and C. van
Eesteren, model of private house,
1923 (p.12, Form 9)
B. Theo van Doesburg, Contraconstructie, House for an Artist,
1923 (p. 15, Form 9)
C. Theo van Doesburg, Contra
composite V, 1924. (p.15, Form 9)
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A. Ian Hamilton Finlay, Water
Weathercock, painted wood, 1968
Photo Ronald Gunn (p.13, Form 10)
B. Ian Hamilton Finlay, KY concrete.
Photo Ronald Gunn (p.15, Form 10)
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