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John Fleming pays tribute to a great Melbourne photographer, Graham Southam. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
From Geoff Harrisson- The Delta Stereo. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  
The arrival of Queen Elizabeth at Farm Cove, February 1954. Photo: C J Bickley. Hand coloured. 

 

 

 

 

 

 
From Michael Parker…..the Cee – ay 35. 
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Notes from the desk of the Editor: 

 

I would like to start this issue with a sincere thank you to all those who contacted me after the arrival 

of Back Focus 100. I was inundated with emails and phone calls from members expressing their 

approval and delight in the upgrade to our journal. However, as I stated in reply, it was a team effort. 

Without the support of the committee, led by Rod Reynolds, it would not have happened. Credit 

must also be given to our member/printer, Jim Morraitis whose cooperation with the colour layouts 

and printing was invaluable. Last but not least of course are those who make our journal 

possible…the contributing members! It would be nice to see some new blood appearing in our pages 

as basically a handful of the faithful are keeping us alive. And if that sounds like a hint, for what 

it’s worth, it’s meant to be! One thing that I have noticed over the years is the huge improvement in 

submitted images with articles. ‘Hard copy’ photographs are now a thing of the past, digital imaging 

being the norm and overall quality has improved noticeably. Some do have me pulling out all the 

tricks I can with Photo Shop but, that comes with the job I guess! Just keep the copy coming in and 

I will do that I can to give our members what they want in our journal.      

Ian Carron. Ed.  
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GRAHAM SOUTHAM- 

PHOTOGRAPHER                   John Fleming 

 

Graham Frederic Southam was born in Melbourne on 10 June 1930, the family home being at 50, 

Karma Avenue, East Malvern. He began his education at the nearby Lloyd Street Primary School. 

Graham had a lively, attentive mind and also became interested in the game of tennis, playing at the 

Serrell Street courts close to home. Leaving primary school, he gained his higher education at Wesley 

College in Prahran and, apart from tennis, photography also consumed his interest and quickly 

became a great passion. 

 

Graduating from Wesley College, Graham had 

already decided on a career in photography and soon 

gained placement with The Argus newspaper as a 

cadet photographer. Working at first in the 

darkrooms, then as assistant to photographers, he 

rapidly gained experience, no doubt aided by his 

immense enthusiasm. By 1949 Graham was 

handling assignments on his own and experiencing 

the thrill of seeing his name under published 

photographs. His first major awards came in May 

1951, aged 20, winning the ‘Action Best 

Photograph’ (Pic. 1.) and ‘Best Cadet Photographer’ 

at the Press Photographers’ Jubilee Exhibition. Now 

Graham himself was also on the front page! (Pic. 2.) 

 

Tennis occupied Graham’s leisure time and he 

attended a coaching school run by Leo Guiney who 

had a court atop a city building at 250, Flinders Lane. Fate intervened here as Graham met Loris 

Nichols, a full time secretary by day and a rising tennis star by evening. It was (pardon the pun) ‘love 

at first sight’ and she also went on to play in eight Australian Open Championships and once at 

Wimbledon. In 1952, aged 22, Graham travelled with his parents to Europe and during the trip 

attended Wimbledon to be at centre court to take photographs of the mens’ final involving the young 

Australians Lew Hoad and Ken Rosewell who defeated the USA in the doubles before a crowd of 

over 20,000. (Pics 3 and 4.)  

 

 

Back in Australia, Graham settled into the daily Argus work again. One of his specialities involved 

making gentle pictorial records surrounding the life of a big city. Two gloriously atmospheric images 

include his ‘Princes Bridge at Flinders Street rail station’ taken on a wet, misty winter’s day. (Pic. 5.) 

 
Pic. 1. Graham’s award-

winning shot taken 1950. 
 

 

 

 
Pic. 2. Front page 

The Argus 25 May 

1951. 
 

 

 

 

 

 

 

 

 
Pic. 3. Australians Lew Hoad (L) 

and Ken Rosewell, Wimbledon 1952. 
 

 

 

 

 

 

 

 

 
Pic. 4. Lew Hoad in action, Wimbledon 1952. 
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Judging from the 

angle, this 

photograph may 

have been taken 

from an upstairs 

window of Young & 

Jackson’s Hotel. 

Hopefully, after 

securing this 

magnificent shot, 

Graham suitably 

fortified himself! 

Another little gem 

taken during school 

holidays shows a 

line of parents (mainly mothers) with small children in a ticket queue 

for Walt Disney’s film Snow White. (Pic. 6.) Both photographs are 

masterpieces. 

 

Graham’s greatest adventure was yet to come. In 1952, The 

Melbourne Argus was the first newspaper in the world to 

publish regular daily full-colour photographs. The process of 

colour printing on newsprint from original photographs was 

at that stage relatively primitive and labour intensive. Few 

had experience, and a number of pre-publication trials 

resulted in abysmal results. A very clever young 

photographer and technician named John Friend, (a valued 

APCS member since 1991) newly arrived in Melbourne from 

Romania, almost single-handedly solved the problems. 

Modern Apo-chromatic lenses and the anti-vibration 

mounting of process cameras combined with methodical 

working saw excellent colour separations being produced. 

The first colour edition came out to an astonished public on 

Monday morning 28 July 1952. (Pic. 7.)   

 

Graham was using Ektachrome 5×4 film as soon as regular 

supplies were available. Len Drummond, a fellow photographer 

who did Australasian Post magazine colour covers, helped in 

this regard. Nevertheless, the daily newspaper routine 

continued, a typical assignment being to attend a graduation 

parade at Laverton Airforce base (somewhere Graham would 

return years later) that was usually a newsworthy event to 

capture an eye-catching ‘feel-good’ photo. (Pic. 8.) 

                                                                                                                                         

Attending the horse racing 

was another task, and not 

without some hazards. At Flemington Racecourse (home of the 

famous Melbourne Cup) Graham was attacked by ‘Murgatroyd’, 

receiving a gash to his head. No, not a horse, it was a dive-bombing 

magpie that harassed jockeys, trainers, officials (and 

photographers!) for an entire spring racing season in 1953. (Pic. 9.) 

 

In 1953 it was announced that Queen Elizabeth II would make a 

Royal Tour of Australia in 1954. This caused considerable 

excitement for the country, now rapidly recovering from WWII 

austerity. The media, including newspapers, geared up for the 

 
Pic. 5. Princes Bridge & Flinders St. Station 1953. 

 

 

 

 

 

 

 

 

 

 

 

 

 
Pic. 6. Awaiting Snow White, 

Esquire Theatre, Melbourne 1955. 
 

 

 

 

 

 

 

 

 

 

 

 

 
Pic. 7. First colour photo edition of 

The Argus 2 July 1952. 
 

 

 

 

 

 
Pic. 8. Graduation parade, 

RAAF base Laverton 1953. 
 

 

 

 

 

 

 

 

 
Pic. 9. Marauding ‘Murgatroyd’ 

attacks Graham! 1953. 
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event. According to veteran former Argus journalist Jim Usher, the paper purchased brand new 

Pacemaker Speed Graphics and single lens reflex Graflexes, all with the latest lenses, to enable the 

best possible results. The Royal Tour itinerary was studied and The Argus decided to try and scoop 

its rivals by having the first photograph front page of the Queen as she stepped ashore in Sydney (500 

miles away)–in full colour! The brilliant young Argus staffer Graham Southam was chosen for this 

vital job. The paper planned to fly Graham to Sydney in a chartered Douglas twin-engined DC3, the 

aircraft being outfitted with a mobile darkroom and two lab technicians so the exposed films could 

be processed on the three hour flight back, thus saving valuable time. The idea wasn’t entirely new: 

35 mm motion picture film (in black & white) of the Melbourne Cup had been processed on board a 

DC2 in 1938 bound for Sydney. Prints were projected in Sydney newsreel theatres the same evening. 

 

On the big day, Graham was up at the crack of dawn, and 

laden with Speed Graphic, flash, Grafmatics and gear, drove 

out to Essendon to board the specially equipped DC3. The 

entire operation had been planned like a military operation. 

Upon touch down at Sydney’s Mascot aerodrome a waiting 

motorcyclist sped Graham to inner city Circular Quay, to a 

spot known as Farm Cove. Sydney that day was alive with 

excitement and crowds were everywhere. Yachts and small 

craft of every description, decorated with coloured bunting 

and flags, bobbed up and down in beautiful sunshine, with 

the familiar ‘coat hanger’ harbour bridge as a backdrop. 

Several hundred news photographers and newsreel cine 

cameramen occupied every available vantage point.  

(Pic. 10.)  

 

The Royal couple would take their first steps on Australian 

soil here at Farm Cove at a specially erected landing. The 

Argus had also thoroughly organised to get Graham a close 

position (probably by using a Government connection) so 

that when the Queen was about to arrive, one of the senior 

Sea Scouts standing guard would step aside to allow Graham 

into the prime position. Tension rose as the countdown began 

for the Queen to disembark the Royal yacht Gothic and arrive 

at the landing dais. Cheering soon erupted when the 

Australian Naval motor launch, flying the Royal Ensign, 

drew near. (Pic. 11.) A few minutes later Graham was giving his new Speed Graphic a workout, 

running through several Grafmatics of Ektachrome and black-and-white shots, too busy concentrating 

to be nervous. Soon after, as the Queen and Prince Philip entered an open limousine for the procession 

through Sydney, Graham put into action the next step of the elaborate Argus plan. 

 

Sydney was by now packed with people, police and troops lining the streets to control enthusiastic 

crowds–not so much for security reasons in those halcyon days. All traffic was blocked for the Royal 

motorcade, and even a motorcycle from Farm Cove would take forever to return to the waiting plane. 

The brilliant Argus master plan solved this in an audacious way. Graham had been issued with a 

waterproof container with a solid loop attached, into which he placed his numerous six-shot Grafmatic 

film holders.                                                                                                     

 

He then proceeded a short distance to where a small motor launch was waiting and lowered the sealed 

container to the craft, which sped off to a landing several miles away, from whence it was conveyed 

by a motorcyclist back to the waiting chartered DC3 at Mascot aerodrome. Whilst on the three-hour 

trip back to Melbourne, the Ektachromes and black-and-white negatives were processed in the 

darkroom onboard and upon arrival back at Essendon were dry and ready to be raced into the 

newspaper head office for colour separations and prints to be made. Working through the night, staff 

had the presses rolling in the nick of time to meet the deadline for the regular edition and provide a 

 
Pic. 10. Sydney 1954, photographers & 

officials await Queen Elizabeth II. 

Note: First TV outside broadcast by closed 

circuit to hospitals. 
 

 

 

 

 

 

 
Pic. 11. The Royal launch approaches 

Farm Cove, 3 Feb 1954. 
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scoop for Thursday morning 4 February 1954. (Pic. 12.) It 

must have been a particularly satisfying Thursday for Graham! 

 

Throughout 1954 and 1955 the Melbourne Argus continued 

with colour, one of the benefits to thousands of football 

followers being regular weekend sports photos of the teams 

and players, often full page. The Olympic Games were being 

announced for Melbourne in 1956 and this created enormous 

extra work for the newspapers and magazines. The year was 

also important for Graham Southam as on 5 September he 

married his long time sweetheart, Loris Nichols. The 

Olympics gave Graham much scope with his sports-action 

type of photography, and also meant he provided a great deal 

of general PR material for various magazines and publications. 

Thousands of prints were turned out during this busy time. 

Disaster was looming however, as with little prior warning, on 

January 19th 1957 the Argus headline was ‘Your last Argus’. 

Citing business difficulties and rising costs, the new major 

shareholders, a British newspaper, closed the venerable 

Australian publication down forever. (Pic. 13.) 

 

 

 

The Southams had purchased a block of 

land in suburban Mt. Waverley and, 

with Graham’s severance pay and some 

savings, he and Loris were able to 

consider building a house. Family 

stepped in here, as both Graham’s father 

and Loris’s father combined to help 

build it and, of course, a small darkroom 

was included. This enabled Graham to 

continue earning a living from portraits, 

weddings and commercial work 

wherever he could. Business expanded rapidly, and it was considered larger commercial premises 

would be more suitable. He set up a studio in the flourishing outer suburb of Dandenong, the first 

establishment being in Walker Street. As well as a studio and darkroom, he opened a small retail 

camera shop, ‘Southam Camera Supply’. During the 1960s he moved to larger premises in Thomas 

Street, also starting a colour laboratory, Dandenong Colour Labs (later DCL), which was eventually 

bought out by former lab manager Howard Shearing and operated right up to 2013. Howard now 

operates ‘Redline Motor Racing Photos’. 

 

During the late 1950s, 60s and early 70s Graham also did much of the photography for the local 

Dandenong newspaper. The late Margaret Stork, a journalist, told of many adventures accompanying 

Graham on stories where they got bogged on unmade roads in winter or attended crime scenes and 

accidents. One assignment affected them both terribly–a young child had wandered off into the 

Springvale Cemetery grounds and drowned in a pond. Over some 40 years, Graham served the 

Dandenong area with portraiture, weddings, industrial and commercial photography.                                                                                                                                          

 

The writer first met Graham soon after starting in photography in 1961. An occasional visitor to our 

studio, my first impressions were of a thoroughly likeable fellow with years of experience and talent 

and, impressively, he had worked on the legendary and admired Argus newspaper too. Our meetings 

went on this way for some years until I left for a solo career, but less often after that. In 1985 I had 

become involved in assisting production of a TV film for PBL/Channel 9, a re-enacted documentary 

 
Pic. 12. Front cover The Argus  

Thursday 4 Feb. 1954. 
 

 

 

 

 

 

 

 

 

 

 

  
Pic. 13. Bad news…the last Argus January 19th 1957. 
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covering the Petrov spy affair of 1954. Several scenes required press photographers of that era, 

complete with period cameras and flashes. 

I approached my ex-employer and several 

others including Graham Southam, to play 

the parts. Filming was at night at the 

Laverton Air Force base, which had been 

dressed up to resemble Sydney’s Mascot 

aerodrome of 1954. Graham brought along 

his old favourite, the Speed Graphic, I 

loaned my Linhof Model III to John 

Shingler, and Barry Skelton and Jack Tuma 

had their own early Linhofs, all with 

vintage flashguns. The seasoned pros very 

quickly got into the spirit of things.  

(Pic. 14.)  

 

The props department had bought up boxes 

of old stock Philips PF 60 and PF 100 big 

ES-base flashbulbs to be fired as quickly as 

they could be shoved into flashguns!! Barry 

Skelton trumped everyone by having a 

vintage Braun Hobby EF3 that actually worked off a 20-year-old battery he had charged for a week. 

 

 

 

 

 

It was rather chilly that night and, as huge crowd riot 

scenes were set-up and filmed in several takes for 

each, midnight approached. During a break in 

filming, I noticed Jack Tuma alone in a hangar having 

a coffee. The others were caught hiding behind a 

building partaking of a ‘warming’ Scotch. As usual at 

that time, I had my Nikon S2 handy to record it for 

posterity. (Pic. 15.) Graham thoroughly enjoyed that 

evening! A little over ten years later in 1996 he 

officially retired and sold his Dandenong studio, the 

business name, and the DCL colour lab. Sadly, he 

passed away soon after on 9 March 1997, aged only 

66, far too young and a great loss to the photographic fraternity of Australia. Fortunately, most of his 

photographs and negatives have been archived and his legacy of wonderfully thoughtful images lives 

on.  (Pic. 16.)  

 

 
Pic. 14. 1985, filming Petrov Affair. L to R: Jack Tuma,  

Barry Skelton, Graham Southam, John Shingler. 
 

 

 

 

 
Pic. 15. Midnight warming drop of Scotch for (L to R)  

Barry Skelton, Graham Southam & John Shingler. 
 

 

 

 

 

 

 

 
Pic. 16. Graham Southam upon retirement 

and his trusty 4×5 Speed Graphic. 
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The Zeiss Super Ikonta COLOR ADAPTER   Geoff Harrisson 

 

When I saw this camera for sale it was, at first glance, just 

another 6x6cm Super Ikonta. But then I noticed it had the 

viewfinder masked for a smaller format. (Pic. 1.)  I had never 

seen any reference to an accessory 35mm adapter from Zeiss 

so, wondering if this was a home-made creation, I took a 

closer look. After opening the back I could see a metal mask 

was in place at the film plane and that a couple of spools had 

been fitted into the film chambers. (Pic. 2.) The parts were 

well-made and closer inspection told me two things: one – 

these were not home-made items, and two – they were not 

meant for use with 35mm film cassettes. But the puzzle was 

the film mask aperture, because it was 24x36mm. 

 

Now some research was 

obviously needed here. Soon I discovered that the items were 

indeed made by Zeiss Ikon. They were originally sold in a kit 

called “Color Adapter” (Pic. 3.) and were for use with Kodak 

Bantam roll film, size 828. To quote from the instruction book: 

“This color adapter will be especially welcomed by all owners 

of the Super Ikonta B and BX cameras who wish to take color 

shots. The adapter is ideal for making Kodachrome 

transparencies 24x36mm at very little cost.” So while it used 

Bantam size film (a paper backed 

roll of un-perforated 35mm film) it did not utilise the full Bantam frame 

size of 28x40mm. 

 

The kit comprises of four items: a viewfinder mask, the picture mask 

and two spool adapters. (Pic. 4.) The picture mask has a wire spring on 

one side to hold it in position. The kit was supplied in a compact leather 

case “small enough to slip into your pocket” and sold in USA for $9.00 

in 1946. 

 

Kodak 828 film (Pic. 5.) gave eight 

exposures when used in Bantam cameras 

but this kit allowed you to make nine 

exposures per roll. How was this 

achieved? Well it was a combination of 

two factors: the smaller frame size and the 

thinner film spool core. Although no modification to the camera’s 

winder was required, there was a set 

procedure to follow. With the Super 

Ikonta B (which made 11 exposures on 

120 film) you exposed from number 1 to number 9, then made two 

blank exposures before winding off. With the Super Ikonta BX (12 

exposures on 120) you made a blank exposure on number 1, then 

exposed numbers 2 to 10, followed by a blank 11 and 12. 

 

Eastman Kodak made 828 adapters for three of their 620 film cameras 

and at least one other USA manufacturer made an adapter for using the 

Bantam size film. Burke & James in Chicago made one for roll film 

cameras called the Essenkay Color Film Adapter. In Back Focus #94 I 

wrote about a French 120 TLR, the Royflex camera, which I was 

surprised to find could be used with 828 film; this Super Ikonta kit was another 828 surprise!  

 
Pic. 1. Super Ikonta BX 533/16 

with viewfinder mask fitted. 
 

 

 

 

 

 

 

 
Pic. 2. Color Adapter items in place. 

 

 

 

 

 
Pic. 3. Zeiss instruction book 

cover. 
 

 

 

 

 

 
Pic. 4. Adapter kit items. 

 

 

 

 

 
Pic. 5. Kodak 828 roll films; 

the Super-XX is marked  

“For Kodak Bantam 

Cameras”. 
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The Cee-ay 35 camera (Fig. 1) was designed by 

Leonard W. Gacki and produced in Chicago early in 

1949 by the Camera Corporation of America, makers 

of the Perfex range of cameras, in a response to post-

war demand for a quality low cost 35 mm camera. The 

camera sold for $49.50 with an f/4.5 lens and for 

$59.50 with a f/3.5 lens. Nothing special here, except 

that this camera was the cheapest US-made rangefinder 

35 mm camera of its day and must hold some kind of 

record for the shortest production run combined with 

the most frequent change of ownership. The reasons 

for the unusual name seem to have been lost. 

 

In the context of the late 1940s the specifications are quite good: a wide-aperture lens, coupled 

rangefinder, five speed flash-synchronised shutter and hot shoe all in a neat and compact body. 

Focussing between three feet and infinity is smooth and precise; a lever falling easily to the left hand 

moves a pin engaged with a curved slot in the lens barrel until the top and bottom halves of the split-

image rangefinder match. A connected pointer on the right hand side indicates the distance. On the 

‘need for improvement’ side, the separate sighting windows for the viewfinder and the rangefinder 

are tiny and there are no lines in the viewfinder for precise framing or for close-up compensation. 

 

My camera has serial number E00585 and one other example I have seen has a number in the low 

200s. Given the short manufacturing time, it’s likely that production numbers overall were quite low. 

The lens is the f/3.5 50 mm triplet anastigmat made by Wollensak. The five-speed, three-blade, 

Alphax Synchro-Matic shutter (1/10 to 1/200 sec.), 

also made by Wollensak, is self-cocking so double 

exposures, intentional or otherwise are easy. The 

cheaper version with an f/4.5 lens, is the same camera 

except that the shutter has only four speeds (1/25 to 

1/150 sec). 

 

The base and back of the camera slide off after 

turning a clearly labelled latch (Fig. 2) to the OPEN 

position. The interior is fairly standard with a film 

cassette loading on the left (Fig. 3). After loading, the 

back and base are closed in position by turning the 

latch to 

LOCK. To advance the film, it is necessary to press the 

button on the top briefly to free the winding mechanism 

while maintaining a slight pressure on the wind-on knob. 

The film can then be advanced for one exposure and each 

subsequent exposure requires the same sequence.  

 

The film counter is set by pressing down and turning the 

dial. To rewind the film, the sprocket wheels are 

disengaged by lifting the winding knob and turning it 

slightly until it stays up.  

 

Overall, the Cee-ay 35 represented a well-specified 

miniature camera of the day.  

From Chicago to Rochester via Delaware - 

The Cee-ay 35         Michael Parker 

 
Fig. 1: Cee-ay camera No. E00585. 

 

 

 

 

 

 

 
Fig. 2: Base and latch. 

 

 

 

 

 

 

 
 

Fig. 3: Internal view of the Cee-ay. 

Note the maker’s address cast into the back plate. 
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But dark clouds loomed for the Camera Corporation of America. Their Perfex range, not much 

changed from the late 1930s was now outdated and the new camera came too late to save the 

company. After only eight months of production of the Cee-ay 35, the company together with 

patents, tools, dies and parts was put up for sale. Ciro Cameras Inc. purchased the Cee-ay 35 

technology and Joseph Price, one of the partners of the Camera Corporation, purchased much of the 

Perfex stock and equipment. 

 

From Cee-ay 35 to Ciro 35 – the second manufacturer 

Ciro Cameras Inc. established in 1941 in Detroit, Michigan, 

initially manufactured the Marvel-flex, a twin-lens reflex for 

Sears Roebuck and this became the basis for their line of 

reflexes called Ciro-Flex selling at a considerably lower price 

than the imported Rolleicord. In 1947, Ciro moved production 

to 425, South Sandusky St, Delaware, Ohio and by the late 

1940s was seeking a 35 mm rangefinder camera to expand 

their range. The Cee-ay 35 fitted the bill and in 1949 it was 

rebadged as the Ciro 35 (Fig. 4).  

 

Ciro stamped the company name and address on the back of the 

top plate of the camera (Fig. 5), changed the wording inside the 

back plate casting to reflect the changed ownership but over 

time, made only a few small and mainly cosmetic changes to the 

Cee-ay 35. These included reducing the height of the 

rangefinder window, making two sets of grooves on the winding 

knobs and replacing the ‘E’ in Cee-ay 35 serial numbers with 

‘5’. In some models, probably to reduce production costs, a paint 

finish, including an all-black version, replaced the satin-brushed 

metal finish of the Cee-ay 35. Model designations R and S with 

an f/4.5 or f/3.5 lens respectively were introduced almost immediately in September 1949. The R 

model cost $44.95 and the S model $49.95. In August 1951, just before the demise of Ciro Cameras 

Inc., the now rather rare model T was introduced with a four-element f/2.8 lens and lever-set Rapax 

shutter. The model T cost an eye-watering $98.50.  

 

From Ciro 35 to Graphic 35 - the third manufacturer 

Enter the Graflex Corporation with a superb range of 

Graflex and Graphic cameras aimed squarely at an 

expensive but limited press and professional market. To 

expand the corporation’s market, it made commercial 

sense to buy in a range of amateur cameras. Graflex and 

Ciro already had a connection in that the Ciro 35 was 

distributed by Graflex and in 1951, Graflex purchased 

the complete Ciro operation.  

 

The Ciro-Flex cameras were initially sold as Graflex 

Ciro-Flex but soon 

became the Graflex 

22 range. The Ciro 

35, formerly the Ce-

ay 35 was now the Graflex Ciro 35 (Fig. 6). The Alphax 

Synchro-Matic shutter was rebadged as ‘Century Synchromatic’ 

with the words ‘Made by Wollensak for Graflex Inc’ around the 

lens which itself was now labelled as a Graflex Graftar. Other 

changes from the Cee-ay 35 were minimal and models 

continued to be designated as R, S and T depending on the lens, 

shutter and colour. The Graflex name and address was now 

displayed on the back of the top plate (Fig. 7) and on the inside 

 
Fig. 4: The Ciro 35. 

(Figs. 4 & 5 courtesy of Donald Jeter). 

 

 

 

 

 

 

 
Fig. 5: Ciro Inc. name stamped on the  

back of the top plate. 

 

 

 

 

 

 

 

 
Fig. 6: The Graflex Ciro 35. 

(Figs. 6 & 7 Courtesy of David Moena). 

 

 

 

 

 

 

 

 
Fig. 7: Graflex Inc. name stamped on the back 

of the top plate. 
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of the back plate casting. The Graflex Ciro 35 was advertised as ‘The only rangefinder 35 under 

$50’.  

 

The Cee-ay 35 design gets an upgrade 

But the 1949 design was becoming tired and in 1955, the camera 

went through a substantial alteration to become the stylish Graphic 

35 made in five different models. The new camera was still 

recognisable as a Cee-ay 35 derivative and was still made in the 

USA but it now boasted a Prontor SVS shutter, and a 50 mm 

Rodenstock lens (labelled Graftar) of f/3.5 or f/2.8 aperture. A big 

selling point was push button focussing using buttons on either side 

of the lens mount to move the lens assembly back and forth (this 

system also appeared on the later Graphic Jet camera). The Graphic 

35 had an unusual front mounted shutter release, apparently 

designed to minimise camera shake and a ‘Spectromatic’ system of 

colour-coded bands and codes on the distance scale and around the 

aperture ring respectively to assist in making correct flash settings. 

Initially the bands related only to No. 5b or Press No. 25 bulbs 

coupled with Kodachrome or Ektachrome but later a more universal 

system of three bands allowed the use of guide numbers.  

 

Most advertisements for the Graphic 35 featured women extolling the simplicity of push-button 

focussing (Fig. 8). But the Graphic 35 could not compete successfully with imports from Japan and 

Germany and was discontinued in 1957 (or 1958; sources vary) just after Graflex Inc. became a 

Division of the General Precision Equipment Corporation. It is likely that remaining stocks of the 

Graphic 35 continued to be sold for some time and the December 1960 edition of the US Modern 

Photography includes it, along with the Century 35 (see below), in the list headed ‘244 new cameras’.  

 

Footnote 

The Century 35, a variant of the Kowa Kallo and made by Kowa Optical Works in Japan took the 

place of the Graphic 35 in 1957. This line continued with several variations through to 1959 when 

Graflex contracted Kallo to make the trouble-prone Graphic 35 Jet, with film advance powered by 

CO₂ cartridges. The Jet was sold in parallel with another auto-wind camera and possibly the best 

ever 35 mm camera in the Graflex line-up. This was the German Iloca Electric rebadged as the 

Graphic 35 Electric (Fig. 9) and available with high quality interchangeable lenses using the standard 

Compur mount. 

 

Iloca discontinued the Electric in 1959 possibly because of 

problems with the battery-powered transport mechanism but, as 

the Graphic 35 Electric, it lasted unchanged up to 1963 at which 

time the Graflex Division finally abandoned the 35 mm market 

to concentrate on the Speed Graphic, the Century Graphic and 

the imported Norita 6 × 6 reflex. 

 

Because of the short production run, examples of the Cee-ay 35 

are hard to find today while Ciro 35 cameras either by Ciro Inc. 

or Graflex Inc. are relatively plentiful on the collector market. The Graphic 35 falls somewhere in 

between. Graflex representation in Australia seems to have been confined to its large format cameras. 

The Graphic 35 Electric was sold in Australia as the Hanimex Iloca Electric but none of the variants 

of the Cee-ay 35 appear in contemporary Australian camera directories. 

 

References: 
Lahue, Kalton C. & Bailey, Joe A. Glass Brass & Chrome The American 35mm Miniature Camera, University of 

Oklahoma Press, 1972, ISBN: 978-0-8061-3434-5 (paper). 

McKeon J. M. and J. C. (eds): Price Guide to Antique and Classic Cameras, 12th Edn 2005-2006, ISBN 0-931838-40-1  

Wolfman, Augustus (ed.): Modern Photography, December 1960, Vol. 24, No. 12, Photography Publishing Corp., New 

York, NY.  

 
Fig. 8: 1957 Advertisement for the 

Graflex Graphic 35. 

 

 

 

 

 

 

 

 

 
Fig. 9: The Graflex Graphic 35 Electric. 
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Researching HAFA and the Dollychrom         Geoff Harrisson 

 

In Back Focus number 98 I wrote about the Certo Company 

and the Dollina 35mm cameras. The Dollina model I of 1935 

was a viewfinder folding camera (Pic. 1). It was followed in 

1936 by the model II that was the same camera but with a 

coupled rangefinder added to the top plate. Most were finished 

in black but some were 

made with a chrome 

finish (Pic. 2). 

 

I recently acquired a 

model II in chrome but it 

does not have the name 

Certo or Dollina 

anywhere on it (Pic. 3). It 

is a solid well-made folding camera with a Schneider Xenar f2.8 

50mm lens in a Compur shutter. The lens and shutter serial 

numbers date it to 1936. 

The coupled rangefinder looks like an add-on unit and it 

almost obscures the frame counter. Focussing is by a knob on 

the top that moves a linkage, which extends and retracts the 

lens/shutter panel via the side struts. The deep front can be 

closed with the focussing set to any distance. A hinged piece 

on the base can be swung down so the camera will stand level 

on a flat surface.  

 

Now the feature that made me purchase this camera was the 

unusual engraving on the front of the rangefinder (Pic. 4). The 

seller had stated: This camera was made between 1941 and 

1944 during the Hungarian Nazi occupation; the HAFA 

factory was destroyed in August 1944 and didn't continue after 

the War. There is no information about HAFA factory on the Internet, I have only seen three 

‘Dollychrom’ cameras in the last 30 years. So I thought - here is a challenge to find out more about 

HAFA.  

I commenced 

an internet 

search for Hafa 

camera and my 

first find was a 

picture of a 

Rodenstock 

folding camera 

with a HAFA 

label on the 

back (Pic. 5).  

Then I found, 

on a Hungarian cameras site, two pages from a 1940 HAFA 

catalogue. The box camera (Pic. 6) is identified as an Eho-

Altissa Box (1932-38). The Super Hafa (Pic. 7) is actually a 

Super Dollina II from 1938. So that makes four Hafa-named 

cameras from three different German makers now. This 

makes me think that HAFA was not a manufacturer but a seller 

who badged and re-named the cameras that they sold. 

 
Pic. 1. Dollina I. 

 

 

 

 

 

 

 

 

 
Pic. 2. Dollina II. 

 

 

 

 

 

 

 

 

 
Pic. 3. Dollychrom. 

 

 

 

 

 

 

 

 

 

 
Pic. 4. Dollychrom engraving. 

 

 

 

 

 

 

 
 

Pic. 5. Hafa label on a Rodenstock camera. 
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When I searched some more I found an image that 

greatly helped me find out more information (Pic. 

8). This was on a site selling posters by famous 

artists and it said: The cover of the ephemera was 

designed by Sándor Bortnyik …......one of the most 

important graphic designers and painters of the 20th 

century. He introduced - alongside Róbert Berény 

and Lajos Kassák - the modernist constructivist 

style. Until 1933 he was designing according to the 

modernist style but in 1933 - the year of this 

ephemera - he announced the death of 

constructivism, saying that it became boring. … The 

ephemera is a catalogue of Hatschek and Farkas 

photography, optics and Radio Company. It contains 

the current 

price list of 

the devices related photography. Besides the prices, it gives 

description of each device and also illustration of them. The 

catalogue was for sale for $250 so I passed that up – but thanks 

to that cover image I saw the origin of the name HAFA and I 

now had a company name to research: Hatschek és Farkas. 

 

Searching by the company name this time I found that another 

HAFA catalogue had been offered for auction by a German 

auction house and this was their description: Catalogue of the 

company ‘Hatschek és Farkas’ the most prestigious store for 

photography radio and electronics in the pre-war Hungary. 

Their estimate was €180 – €360, but it was passed in.  

 

I then found two images 

of the HAFA name that 

seemed to include an 

address. Both were on 

small labels attached to 

two different cameras 

but the images were too 

small in size and poor in 

resolution to read 

accurately. So I did 

some more searching 

until at last I came 

across an image of an 

envelope with a clearly 

printed address of their 

main store: 4 Károly 

Körut 28,  Budapest 

(Pic. 9).   

 

My last find was an image of a trade card that listed the same 

three Budapest addresses plus another address for their 

Fotolaboratórium. The company was definitely trading from 

1933 to 1943, and probably until 1944, but I can find no 

record of them after that date.   

 
Footnote: The Hungarian word Farkas translates as Wolf.  

 
Pic. 6. Hafa Box. 

 

 

 

 

 

 

 

 

 

 

 

 
Pic. 7. Super Hafa. 

 

 

 

 

 

 

 

 

 

 

 

 
 

Pic. 8. Catalogue cover. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Pic. 9. Three Hafa addresses. 
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CON’S CAMERA!                                                            John Fleming 

 

A few years ago one of my business colleagues gave me a 

camera with an interesting story attached. His elderly mother, 

knowing her son’s semi-professional photographic activities, 

had purchased this ‘as new’, top of the line SLR whilst visiting 

relatives in Greece. When my colleague produced the bulging, 

quality-looking kit bag I was initially impressed. (Pic. 1.) 

 

Upon opening the bag, I was surprised to catch sight of a 

strange ‘Sony’ complete with hammerhead flash. Lifting the 

combination out of the bag, a quick glance at the front 

quenched this theory. It was, in reality, a cheap plastic ‘Diana’ 

type, but so blatantly sporting the fake badge it was offensive. 

(Pic. 2.) The official looking hammerhead flash detaches and DOES work….slightly. (Pic. 3.) 

 

Fired from 10 feet (my usual test distance) using an accurate flash meter set to 200 ISO, the 

exposure barely made f/ 3.5 once. All subsequent test flashes struggled to achieve f/ 2.8…not much 

use as the camera’s single meniscus lens is wide open at f/ 6.3 and cannot focus closer than around 

6 feet anyway. (Pic. 4.) 

 

More nonsense follows with the flashgun when the guide number 

chart on the head is consulted.  

 

Apart from being fanciful (f/ 8 at 11 feet with this feeble twinkle 

of light??) all the numbers are jumbled. (Pic. 5.)  

 

Re-attaching the flash and 

looking into the ‘single 

lens reflex’ viewfinder 

reveals it as only a simple 

box camera type…and a 

very dull and blurry one at that.  

(Pic. 6.) Thankfully the lens cap avoids copyright violation, 

being branded only as ‘camera’! 

 

A close look at the lens mount provides more amusement 

because the ‘auto zoom’ is in truth simply an in-out 

movement to alter the lens aperture. (Pic. 7.) Putting it mildly, that’s novel anyway. Operating the 

 
Pic. 1. Very smart & expensive-looking 

camera bag. 

 

 
Pic. 2. It’s certainly NOT a Sony! 

 
Pic. 3. Convincing ‘professional’ flash even 

has a swivel head. Output is abysmal. 

 
Pic. 4. The feeble flash on test. 

Barely able to achieve, ONCE, f/3.5 

at 10 feet with 200 ISO. This 

Australian made ‘Aretȇ’ meter is very 

accurate. 

 
Pic. 5. More fun: check out the scrambled 

flash guide number scale. 
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in-out via a 50 cent toy battery motor hidden inside finds it doesn’t stop immediately you release 

the handgrip button. You could end up with any aperture. And, yes, it IS ‘free focus’ as the single 

element meniscus lens stays put. 

 

As if any further proof 

was needed of this 

camera’s station in life, 

the curved film plane 

gives the game away.  

(Pic. 8.)  

This configuration is 

employed with a single 

element meniscus lens to 

partially achieve an 

acceptable image. (Pic. 9.) 

The really sad part of this 

story concerns an elderly 

lady waiting to board her 

ship in Greece to return 

home to Australia. Enjoying 

a cup of coffee while killing 

time, she was approached by 

‘Con, a merchant seaman’ 

who explained he was in a 

desperate situation.  

 

 

 

 

 

 

 

 

 

 

 

 

 

Having purchased an expensive professional SLR 

camera kit duty free, he now realised he couldn’t meet 

the Greek customs’ fees and charges. All he wanted 

was the $400 he’d paid for the camera outfit in Hong 

Kong and our dear friend could take the camera home 

to Australia, maybe as a present? In the receding light, 

the camera looked fabulous, expensive, all motorized, 

big flash…the lot. Her son would be so pleased to 

receive this present.  

 

This rogue deceptive SLR camera is also known to 

adopt other guises, having been sighted around the 

world as a gold-plated ‘Canon’ (Pic. 10) or as an 

‘Olympia’ (Pic. 11) whilst the pièce de resistance is the ‘Opticapture (Pic. 12).  

 

I wonder if Con, our friendly photographer, has some of these tucked away, new-in-the-box.  

At $400 each, what a steal! Photo 12 courtesy Peter Robinson (A.P.C.S) all others by John Fleming.  

 
Pic. 6. Blatantly forged logo on the 

‘plastic fantastic’. 

Note the pseudo SLR finder. 

 
Pic. 7. Wow! ‘Free Focus’ and ‘Auto 

Zoom’: must be professional. 

 
Pic. 8. More nasty revelations… 

curved film plane helps single 

meniscus lens provide an image. 

 
Pic. 9. Curved pressure plate on 

‘Con’s’ camera. 

 
Pic. 10. Wait, there’s more (deception) as the 

beast also has been found branded as a 

‘Canon’! 

 
Pic. 11. Let’s offend everyone….this fake 

SLR version impersonates an Olympus. 

 
Pic. 12. Who could resist the famous 

‘Opticapture 600E’? 

15 



120 roll film and the Korelle 6x6     Geoff Harrisson 

 

Without doubt the best known and most used roll film size would have to be 120. It was first 

introduced by Kodak in 1901 and is still being used today. Originally the paper backing had only one 

row of numbers from 1 to 8 for eight exposures 6x9cm because that was the only format used at that 

time. With the early 6x9 cameras the film was advanced by observing the number displayed in a red 

window. It was many years later when three rows of numbers were printed to include the other 

formats.  

 

In 1932 a camera taking sixteen exposures on 120 film (like 

the Ikonta A) would have two red windows, thus using each 

number twice. (Pic. 1.)  Cameras taking the 6x6cm format 

(like the first model Rolleiflex) used 117 or B1 roll film but 

they only gave six exposures per roll. Then one German 

manufacturer found a way to design a camera for taking 12 

exposures on a roll using 120 film and without needing the 

6x9 numbering. 

 

Franz Kochmann Fabrik photographischer Apparate was 

founded in Dresden in 1921. At first they produced folding 

cameras, then in 1923 made their first reflex camera, the 

Enolde Reflex. Next they designed a series of Korelle folding cameras in various formats and later 

made the Reflex Korelle 6x6 SLR. 

 

I recently acquired a 1933 

Korelle 6x6 strut-folding 

camera (Pic. 2.) and the first 

feature I noticed was the 

unusual scale on the back of the 

camera that seemed to be an 

exposure counter. (Pic. 3.) I 

saw also that there was a red 

window below it. (Pic. 4.) The 

counter disc is numbered 1 to 

12 so clearly the camera was 

made to take 120 film. Upon 

opening the back I found that 

the Korelle 6x6 was designed 

to allow twelve exposures in 

quite a clever way.   

 

A grub screw feeler roller 

inside the back when 

closed pressed against the 

loaded roll of film. (Pic. 5.)  

After inserting your film 

you wound it until number 

1 appeared in the red 

window. Then using the 

thumb wheel on the back 

you set the counter pointer 

to number 1. As the film 

was advanced the roller 

moved the pointer on the 

counter scale. You then exposed the film for 12 exposures by watching the scale.  

 
Pic. 1. A 1938 Semi Lucky with two red windows. 

 

 

 

 

 

 

 

 

 
Pic. 2. Korelle 6x6. 

 

 

 

 

 

 
Pic. 3. Exposure counter on the back. 

 

 

 

 

 

 

 

 
Pic. 4. Red window for setting the first frame. 
 

 

 

 

 

 
Pic. 5. Feeler roller. 
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The Very First Voigtländer Brilliant        Stefan Sztromajer 

In 1932 Voigtländer introduced a new model of box 

camera, named Brilliant. 

 

The camera was designed quite differently from the 

contemporary boxes, as it was shaped similar to a twin-lens 

reflex (TLR) (Fig. 1). 

 

The lens placed above the taking lens is a part of an 

oversized common reflex finder without focusing ability. 

By the way, the finder is extremely bright and of course 

always shows a sharp image. 

 

The most important part of any camera - the taking lens, a 

Voigtar f9/75 mm - is a real 

Anastigmat three-element of 

Cook design (Fig. 2), while 

nearly all the box cameras 

(except the little Zeiss Ikon Box 

Tengor 54/18 which was fitted 

with a Novar Anastigmat) were 

commonly fitted with a one 

element or, more-rarely, two-

element lens. 

 

The focusing was set by rotating the lens according to the gauge 

in metres or description: ‘Paysage’ (Landscape), ‘Groupe’ or 

‘Portrait’ (Fig. 3). The simple self-cocking leaf shutter had three 

speed settings: B, 1/25 and 1/50 and was set by means of lever – 

a, while the aperture (of Waterhouse design) by another lever - b. 

 

For viewing the 

shutter and aperture 

there are two 

windows at the front 

of shutter, the left 

one for shutter, the 

right for aperture. 

Aiming through the 

big finder – as in a 

TLR – one sees the 

very bright, always 

sharp image (Fig. 4), 

so when taking photos 

one must not forget 

focusing. At the left 

side of camera body 

(Fig. 5), is placed the red counter window – a, while the chrome 

button - b serves for fixing the carrying strap. The small button - c 

is for zeroing the counter when the next roll of film is loaded. After 

opening the camera (Figs 6 and 7) the pressure plate - a, and the 

counter roller – b, are visible. The roller, coupled with the counter, 

is driven by the transported film.  

 
Fig. 1. Voigtlӓnder Brilliant, 1932. 

 
Fig. 2. The three element lens. 

 
Fig. 3. Lens-focusing scales. 

 
Fig. 4. Sharp, clear, viewfinder image. 

 

 
Fig. 5. Frame counter side of camera. 
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At the right side of the body (Fig. 8) there is a 

similar button - a as on the left side (Fig. 4) for 

the other end of the carrying strap.  

 

At the back of the body 

there is the camera lock 

(Fig. 9). The bottom 

plate (Fig. 10) has an old-type tripod thread and the red window that 

shows the film is ready for the first shot.  

 

 

The Brilliant was delivered with a case made of genuine leather (Fig. 11). 

 

Concluding, I would like to present my honest opinion concerning the Brilliant as I had real pleasure 

using it. When I got the camera I thought it was another cheap, simple item for inclusion in my modest 

collection. In fact it was incidentally only for fun that I loaded it while my friend with a Rolleiflex 

invited me for a short trip to the neighbouring old town to check out his newly bought Rollei.   

 

Needless to say, I liked the contrast, 

in particular using a similar looking 

camera since my friend, Professor 

‘X’, always likes having the very 

best and most expensive things. 

Looking at my Brilliant he kindly 

asked if I really wanted to take 

photos with that strange object, 

or did I regard it as a necklace? During the pleasant walk – the 

weather was fine - we took some photos of the local scenery. 

 

After the short walk and a good meal in the local restaurant, we 

came back home. My scholar friend asked if I would waste time 

processing the exposed film from my camera, as he was sure the 

result would probably be ‘as mediocre and boring as from any 

box’. 

 

Believe or not, after development, the negatives I obtained were 

some of the sharpest I have ever had.      

 

P.S. After some weeks I asked the Professor about the photos he 

took during our walk, so he gave me one of myself. I wonder if it 

is really the best photo I have ever seen? (Fig. 12.)  

 
Fig. 6. The opened camera. 

 

 

 

 

 

 

 

 

 

 

 

 

 
Fig. 7. The counter roller.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Fig. 8. Right view.  

 

 

 

 

 

 

 

 

 

 

 

 
Fig. 9. Rear view. 

 

 

 

 

 

 

 

 

 

 

 

 
Fig. 10. Camera base plate.  

 

 

 

 

 

 

 

 

 

 

 

 

 
Fig. 11. Genuine Leather case, 

 

 

 

 

 

 

 

 

 
Fig. 12. Perhaps not my finest portrait? 
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  - THE EARLY DAYS 

                                    Herb Parker 

 

I saw my first colour slides when I was around 16 or so - one of my then Scout Leaders had a Braun 

Paxette and I was fascinated by the incredible detail in his slides. Today I know that his Staeble Kata 

lens was pretty ordinary but back then I was impressed. I decided slides were for me - one day! 

 

I was given my first ‘good’ camera, a Voigtländer Vito B with Color Skopar f3.5/50 lens, for my 21st 

birthday in July 1958, and knowing very little about photography I faced a steep learning curve. It 

was also an expensive learning curve because back then B&W print film and colour slide film were 

expensive, and colour prints were just about unaffordable. But I found that Gevaert produced a B&W 

Reversal Film for B&W slides, which was much more affordable, and so I started with that. From 

memory it was called D 35 and speed was around 25 ASA. I then switched to Ferraniacolor, which a 

friend and I made more affordable by processing it ourselves and over the next forty years or so I 

have used a variety of slide films by various makers, mainly Agfa CT 21 and when that became hard 

to get, Fuji Sensia. I have around 10,000 slides, all in boxes, all numbered and catalogued, and they 

are a wonderful record of my family and my life. 

 

But the point of this article is to compare how well the early slide films stood the test of time. 

Fortunately I kept meticulous records of all my slides, including what film I used, so it was not too 

hard to find slides taken on not only Gevaert D 35 and Ferraniacolor, but also Kodachrome II, Agfa 

CT 18, Anscochrome, Ektachrome, High Speed Ektachrome, Gevacolor and Perutzcolor. They were 

all taken between 1958 and 1964 so all these slides are now more than 50 years old. They have all 

been stored in boxes to keep out light but even so most have faded, some more than others, but except 

for a few that have suffered badly from fungus almost all are still viewable. 

 

There are two problems with trying to judge how well a slide has kept. Firstly I found that there is 

often quite a lot of variation, even with the one make of slides. Some fade noticeably, others much 

less so, and in some cases older slides of the same make kept better than more recent ones. For this 

article I stuck to images which are 50 years or so old, and I have chosen examples which I thought 

were more or less representative. 

 

The second problem is trying to remember, or visualise, just how a particular slide looked originally. 

I look at a slide and think: “that still looks pretty good” - but how did it look when I first took it forty 

or fifty years ago? To illustrate here is a slide I took (in 1964 on Agfa CT 18) as scanned: 

 

It looks OK, but this is one I clearly remember. It was backlit with a desk lamp, and the original image 

was a lot warmer. Using Photoshop I tried, as best I could, to restore the image to what I remember 

it looked like when I took it, and here is the result, as close as I could get (I am no expert with 

Photoshop) The ‘restored’ image is certainly different, but then again the original slide as scanned is 

still viewable and can be restored to more or less what it looked like once. Have we perhaps gone the 

 
‘Armageddon’, Agfa CT 18, 1964, as scanned. 

 

 
‘Armageddon’, as restored. 
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full circle and re-discovered the ‘latent image’ of the 1830s? Be that as it may, when we look at old 

slides we have to keep these two limitations in mind.  

It is widely believed that Kodachrome slides keep the best, and 

that is probably true. I personally never used Kodachrome I 

(just too slow) but I did use Kodachrome II. Yes it has stood 

the test of time well, but so have several of the others. And so 

I decided to go through some of my old slides, most of which 

are of course personal and family memorabilia, scan one of 

each type of film and do a comparison. I have done my best to 

research these old films to determine what their ASA rating 

was. 

 

The example of the Gevaert D 35 B&W slide was scanned from a slide taken in 1958. As you would 

expect, there being no colour to fade, the old slide has hardly changed if at all. The keeping qualities 

of that film are superb, and it’s a shame it was discontinued. 

 

Ferraniacolor: That’s me at the left, proud as Punch 

in my first car (which I still dream about 

occasionally). The reds have faded somewhat (those 

wheels were then a maroon colour) but the slide is 

certainly still viewable. 

 

Ektachrome: This slide, of what was my parental 

home, has faded quite noticeably - the greens are 

brown and there is a pinkish hue. I have found that 

Ektachrome does not last well, even though it was sold 

as a professional film. 

 

AGFA CT 18: Most of my Agfa slides 

have kept quite well. The reds and 

yellows have faded a bit but not too 

much. The car is the same as the 

Ferraniacolor slide above; since taking  

 

 

 

 

 

 

 

 

 

 

that earlier slide I made a new hood for the car, and I remember 

painting the wheels a brighter red. They look about right. 

 

Gevacolour: The colours here have definitely changed and there 

is quite a bit of fungus. The flowers behind the lady (my first wife) 

were bright red and the carpet was green. But it’s still viewable - 

just?  

 

 
Gevaert D 35, 1958. From memory, 25 ASA. 

 

 

 

 

 

 

 

 

 

 
Ferraniacolor, 1958. 25 ASA. 

 

 

 

 

 

 

 

 
Ektachrome, 1959. 64 ASA. 

 

 

 

 

 
Agfa CT 18, 1960. 50 ASA. 

 

 

 

 

 
Gevacolour, 1961. 50 ASA. 
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Kodachrome II. This Kodachrome II slide has kept well - the reds 

have faded a bit, there are spots of fungus and there is a more bluish 

tint overall but yes, it has stood the test of time very well.  

 

Perutzcolour:  
This family photo taken with Perutzcolor on my graduation day has 

faded a bit but to my mind it has kept quite well - the colours are 

more or less as I 

remember them but 

less intense. There 

are a few spots of 

fungus (which 

could be got rid of 

with Photoshop) - 

hardly surprising 

after more than 50 

years.  

 

High Speed Ektachrome: This ‘Easter Fantasy’ was 

taken on High Speed Ektachrome and has faded quite 

badly, especially with the greens turning to blue. The reds are a bit darker too.  

 

Anscochrome 100: The slide of the boat on 

Anscochrome looks overexposed but all the other 

slides from that film are the same. So it has faded, and 

unfortunately this slide has spots of fungus. But it’s still 

viewable!  

 

So how do I summarise all of the above? As one would 

expect the Gevaert B&W slides are head and shoulders 

above the rest, and I have often wondered why that film 

was taken off the market, especially as my research 

suggests it was mainly used by professionals to get 

B&W press photos….I have never liked Kodak, partly 

‘tall poppy syndrome’ because of their sheer market dominance, 

partly because most of their cameras to me were simple mass 

produced affairs for snap-shooters, but mainly because Kodak 

repeatedly introduced some new film format such as Instamatic, 110 

cartridges, Disc and Advantix, only to discontinue it as soon as the 

money stopped flowing in, leaving the poor suckers who bought their 

cameras for that new gimmick high and dry. But I have to admit that 

Kodachrome lasts very well. Agfacolor and Perutzcolor last almost 

as well and Ferraniacolor is not too far behind. The poor performers, 

in my book, were Ektachrome, Anscochrome and Gevacolor.  

 

By and large almost all of my 10,000 or so slides are still viewable as 

a record of a point in time, of my kids as they grew up, of cars I once 

owned, of someone I once knew, of loved ones who have passed 

away, of a place I once visited or a holiday I once enjoyed. Certainly 

the colours are no longer quite true, but to some extent at least they 

can be restored. But then how will digital images last longer term? 

Regrettably I won't be around in 50 years to find out.  

 

For me slides were the highlight of my photography, and I would have been quite happy taking slides 

for the rest of my days. I just don't enjoy digital nearly as much. But things change, technology 

changes, and we either adapt or we perish. That’s life!  

 
Kodachrome II, 1962. 25 ASA. 

 

 

 

 

 

 

 

 

 

 

 
Perutzcolour, 1963. 50 ASA. 

 

 

 

 

 
High Speed Ektachrome, 1964. 160 ASA. 

 
Anscochrome 100, 1964. 100 ASA. 
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The DELTA Stereo camera         Geoff Harrisson 

 

Previously I wrote about some 

cameras that appeared on the 

US market with the revival of 

the stereo format in the 1950s. 

Many were made by new 

companies who did not make 

any other cameras before or 

after the fad was over. The 

Videon cameras were one 

example, here is another. 

 

The Delta Stereo camera (Pic. 

1) was made in 1955 by Lennor 

Engineering Co. in Chicago, 

Illinois, USA. It feels quite 

solid and is obviously designed 

to be quite simple to use. The body is either metal, with a blue enamel finish, or black plastic; both 

have panels of matching leatherette covering. It has a brushed aluminium faceplate and a pair of f6.3 

fixed-focus lenses in shutters with speeds 25, 50, 100 and B. The frame counter is on the front between 

the lenses. Around the right lens there are three settings for the light: Very Bright, Normal and Shade 

plus B, but these actually set the 

shutter speeds. Around the left 

lens are four settings marked in 

feet (Pic. 2). This scale has 

been mistaken by some writers 

(including McKeown) who 

have said that the lenses have 

adjustable focus, they don’t. 

The scale is for when you are 

using the flash unit at various 

distances. They are, in fact, the 

aperture settings (f6.3, 9, 12.7, 

18). For outdoor pictures you leave it set on Daylight, this is f18 so you have depth-of-field from 10 

feet to infinity.  

 

Turning the wind knob on the top 

advances the film by means of a sliding 

rack (Pic. 3) that has nine teeth to engage 

the film sprocket holes. This action also 

cocks the shutter. The shutter release has 

two positions in use: you press part way 

down to fire the shutter, then press all the 

way down to release the film advancing 

rack. The rack retracts and springs back 

ready to advance the film ten 

perforations for 23 × 25mm frames. To 

rewind the film the shutter release is held 

down while you turn the rewind knob. 

The camera back is opened by first 

rotating the ring around the viewfinder eyepiece (Pic. 3) to unlock the back, which then can be swung 

down and removed. 

 

There is a flash contact in the base where a Delta bulb flash unit can be attached. Although the flash 

 
Pic. 1. Delta Stereo camera. 

 

 

 

 

 

 

 

 
Pic. 2. Front panel detail. 

 

 

 

 

 

 
Pic. 3. Film advance rack and opening lock for the back. 
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mounts underneath the camera (Pic. 4) it could be used by holding the camera upside down so the 

flash is better positioned above the lenses. A No. 5 flashbulb is easily inserted by sliding it into a 

holder when the front is swung open (Pic. 5). The flash unit uses four AA batteries. 

 

 

 

In the book by Joseph A. Bailey and Kalton Lahue, Glass, Brass, 

and Chrome: The American 35mm Miniature Camera, they state 

that: Door-to-door camera selling is rare, but the Delta Stereo was 

sometimes sold that way.  This was probably the case, as the kit 

(camera, flash unit and stereo viewer) was advertised in Popular 

Science magazine October 1955 (Pic. 6) with the line: Now you 

can make fantastic profits with new Wonder-Camera ….  

 

Lennor Engineering did not make any other cameras. 

 

  
  

  

  

  

  

  

 

 

 
Pic. 4. Flash unit in position. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Pic. 5. Inserting a flashbulb. 

 

 

 

 

 

 

 

 

 

 

 
Pic. 6. 1955 advertisement. 
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Deceptions Exposed! 

John Fleming investigates ‘Con’s Camera’. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

Stefan Sztromajer explains why this may not be his 

best portrait in his story of the Voigtländer Brilliant. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
From Geoff Harrisson- Zeiss Super Ikonta Colour Adapter. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 
 

 

 

Also from Geoff Harrisson- 

 

Above: 

Researching HAFA and the 

Dollychrom. 

 

Left and Right: 

120 roll film and the Korelle 6x6.  
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