
BACK FOCUS 

           Journal of the Australian Photographic Collectors Society inc. 
               Incorporation Registration No.  A16888V                   ABN 55 567 464974 

 

Issue No 102                           September, 2016 

 

 

 
Collins Street, Melbourne. A pictorial rendition 1934. Photo: Arthur Dickinson.  

From John Fleming’s research……Dickinson - Monteath, Pt. One. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
From Michael Parker: 

A  Masterpiece of Miniaturisation, The Graflex 1A.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Roger Burrows explores…….The French Connection. 
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 THE AUSTRALIAN  PHOTOGRAPHIC   

          COLLECTORS SOCIETY Inc. 

      Incorporation Reg. No. A16888V     ABN 55 567 464 974 

  Notes from the desk of the Editor: 
The article on Graham Southam in our last issue raised a lot of positive comment. An interesting one came from pro 

photographer, David McCarthy: ‘Good bit of history - thanks. I remember the 4x5 Graphics - I had a Super Speed Graphic 

with a Braun EF3 (which is mentioned) did many weddings (max of 24 sheets of film per wedding!) and 

commercial/industrial work with the two. Prior to using the black EF3 flash I used a Braun EF2 - they were both great 

units. No setting power levels or any adjustments (just on or 

off on the EF2) although the EF3 had 2 levels of power if I 

recall correctly (3 buttons were used to change the power 

output). 24 4x5 sheets for a candid wedding! All different 

shots no dupes!! ..eh….how would our young champs of 

today cope with that!!!!?’ 

Also from our last issue, Geoff Harrisson has commented: 

In Stephan’s article on the Voigtländer Brilliant (Brillant) I 

noticed his camera had the distance settings in French: 

Paysage, Groupe, Portrait, instead of the 

German: Landschaft, Gruppe, Porträt. The Brillant is one of 

the few cameras that had wording changed to different 

languages for different markets; versions in German, English, 

Spanish, French, Italian, Polish and Czechoslovakian have 

been seen. It was advertised in UK as Brilliant in ‘Miniature 

Camera World’ in 1939. 
At our June AGM two more members were presented with Honorary Life Membership for long and outstanding service 

to our society. Both Don Pitkethly and Keith Head had been voted as well deserving of this recognition. Ian Carron. Ed.  
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LIBERTY PHOTO WORKS                                     John Fleming 

 

Born of Irish parents in 1871, Denis Patrick Sullivan began his working 

life as a junior assistant in the dry plate manufacturing concern of R. W. 

Thomas of Pall Mall, London. He commenced there in August 1884, 

aged barely 14 (not unusual for those times) and quickly became familiar 

with all aspects of emulsion making and coating. Pic. 1. Richard 

Wheeler Thomas was a pioneer on the English photographic scene, well 

respected, and knew personally Fox Talbot and other notables. Thomas, 

a chemist, not only had made an early transition to dry plates but also 

manufactured photographic equipment including cameras. Pic. 2. 

 

Another photographic pioneer making 

advances around that time was Thomas 

Baker in Melbourne, Australia. He had experimented with dry plates 

whilst becoming involved in a photographic importing and retail 

business partnership with John Rouse. During the mid-1880s, Baker 

& Rouse built a factory at Abbotsford, an inner Melbourne suburb, 

and commenced large scale manufacturing of plates and papers.  

Pic. 3. Thomas Baker, in a letter to ‘The Argus’ on July 26 1888 

mentions “….Stewart & Co, Bourke St, have used 100,000 ‘Austral’ 

plates, and another firm, 

50,000. Also using them are 

Foster & Martin, Johnstone, 

and O’Shannessy & Co”. Clearly then, Baker & Rouse were 

able to supply a healthy local market. Pic. 4.  

 

Back in London, Denis Sullivan, after 5 years with R. W. 

Thomas, was seeking advancement. News had reached England 

of the Baker & Rouse venture too, and maybe this reinforced 

his decision to immigrate to Australia. Denis, together with his 

brother Tim, left England in late October 1889, Denis arriving in Melbourne in November whilst 

Tim, a bricklayer/builder, went to New Zealand. 

Denis, with his specialist emulsion and plate making 

knowledge immediately gained employment with 

Baker & Rouse at the ‘Austral’ factory in Abbotsford. 

He was able to also begin renting a small cottage 

nearby at 28 Nicholson Street. Quickly settling in to 

his new country, he became involved in community 

affairs and was soon a senior technician with the 

‘Austral’ works. By May 1898 he had married and 

was able to purchase a small 4 room brick dwelling on 

a deep, narrow block of land at 11 Goodwood St 

in nearby Richmond. Pic. 5. With plenty of 

excess land at the rear, Denis also constructed a 

tennis court! His long-time hobby of 

photography had by this stage become almost a 

profession, and he was doing portraits and other 

work in his spare time. Securely ensconced with 

the ‘Austral’ works, he may well have seen out 

his entire working life there except for an 

 
Pic. 1. R.W. Thomas dry 

plates from the 1880s. 
 

 

 

 

 

 

 

 

 
Pic. 2. Whole-plate camera by 

R. W. Thomas of Pall Mall. 

 

 

 

 

 

 

 

 

 
Pic. 3. The ‘Austral’ factory, 

Abbotsford, Melbourne 1915. 
 

 

 

 

 

 

 
Pic. 4. Australian made Baker & Rouse plates. 

 

 

 

 

 

 

 
Pic. 5. Number 11 Goodwood St Richmond in 2013. 
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announcement in 1907 that Baker & Rouse had decided to 

amalgamate with Kodak Ltd London, thus effectively creating a 

monopoly again. Pic. 6. One suspects Denis, with his Irish 

background (and mixed by now with some Australian 

independence!) didn’t take too kindly to the idea. In August 1907, 

he resigned from Baker & Rouse after a long 17 years at their 

‘Austral’ works in Abbotsford. 

 

The Sullivan family meanwhile had grown to 5, with his son John 

born in 1900, daughter Nellie in 1902 and Vera in 1904. 

Considering his future, Denis decided on an astonishing venture-

he would manufacture his own dry plates, papers and films ‘to 

break the Kodak monopoly in Australia’!  

 

Armed with a worthwhile gratuity from his 17 years with Baker & 

Rouse and with a steady income from his professional 

photography, he asked his brother Tim in New Zealand to come 

and assist him build a factory behind the dwelling on the long block of land in Goodwood Street. Pic. 

7. Around the same time he also was instrumental in helping form the Richmond Amateur 

Photographic Club, being on the committee as treasurer. 

Meetings took place at 11 Goodwood St with founding 

members including John Carkeek Pic. 8. and his cousin, 

James Carkeek Pic. 9. 

                                                  

With the two storey red brick factory 

completed behind his home, Denis began assembling and fabricating the 

machinery required to manufacture light sensitive emulsion and coat plates 

and papers. Pic. 10. Few though would realise just how difficult this process 

is. 

Photographic emulsion is, simply put, a suspension of a silver salt 

(usually called a silver halide...this is a halogen salt of silver 

bromide, chloride or iodide) in gelatine, such as ‘Nelsons leaf’. The 

emulsification consists of the addition of a silver nitrate solution to 

a gelatine solution which contains the bromide, chloride or iodide 

mixture and the result is a thick creamy suspension being formed in 

the mixing vessel: the emulsion. The process is far more 

complicated than that however, and a very brief resumé might show 

the skills required to actually make and apply light sensitive 

emulsions. 

 

Once the basic bromized or halogenized gelatine solution is mixed 

in the vessel, the silver nitrate is added whilst the emulsion is 

continually stirred. Pic. 11. After this it is ready for ‘ripening’, either 

by boiling or by the ammonia process, the emulsion being kept at a 

particular temperature for a specific time. Upon completion of 

ripening this first stage concludes by ‘setting off’ the mixture by ice 

or refrigeration at just above freezing point.  

 
Pic. 6. Kodak and Baker & Rouse 

building, Melbourne. 

 

 

 

 

 

 
Pic. 7. Aerial view 11 Goodwood St.  

Factory behind shop and dwelling 
 

 

 
Pic. 8. John Carkeek, shutter bulb in 

pocket, family self-portrait. 
 

 

 

 
Pic. 9. James Carkeek, 

Richmond Amateur 

Photographic Club. 

 

 

 

 

 

 

 

 
Pic. 10. Denis Sullivan by  

Allan Studio of Collingwood. 
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The next step involves washing the emulsion mixture to eliminate 

soluble salts produced by the prior action of the silver nitrate on the 

halide. 

 

Prior to this washing, ‘shredding’ must occur, usually by a press 

forcing the emulsion through a multi-holed plate so that shreds or 

‘worms’ are created which offer a larger surface to the washing water. 

The time, temperature and alkalinity of this wash is important. 

Various washing methods include revolving containers with canvas or 

mesh openings whilst another uses silvered wire baskets. Once 

washed, the emulsion shreds are drained and re-melted for a process 

called ‘digestion’. Here, more gelatine is added, at a temperature of 

about 125 degrees F. 

 

The final stages include the adding of a preservative (phenol, thymol) 

and what is termed a ‘coating doctor’. These ‘doctors’ comprise spirit, 

such as ethyl alcohol and assist emulsion adhesion. Denis had a government licensed distillation unit 

at Goodwood St for manufacture of pure spirit. Plates can be coated by hand, at a temperature of 

about 100 deg F, pouring a small quantity of emulsion onto scrupulously clean glass and tilting the 

plates back and forth, or they may be coated by a roller type mechanism. This method was introduced 

around 1880 and sped up production. Pic. 12. A small 

quantity of emulsion hardener (usually chrome alum) is 

added just before coating. The plates or papers are then 

left to cool and set. All these operations have to be carried 

out in darkness, or very subdued red light. 

 

The preceding is an over-simplification of the light 

sensitive emulsion manufacture, and it must be realised a 

considerable knowledge of chemistry, great skill and 

precise working is required. Denis Sullivan obviously had 

these qualities resulting from 22 years prior experience with R. W. Thomas and then Baker & Rouse. 

 

So determined and skilled was Denis that by 1910 he was producing camera dry plates, lantern slides 

and bromide paper. Fiercely independent, and mindful of his heritage, he named the new firm ‘Liberty 

Photo Material Co’ Pic. 13.  

He slowly built up a following of users, at the 

same time continuing his studio photography. 

Even so, there was time for family life. In the 

‘Richmond Australian’ local newspaper we 

read of the Boxing Day 1914 picnic held by the 

Irish National Foresters. According to the 

report “Brother Denis Sullivan entertained with 

his concertina and Mrs. Sullivan won the ladies race, Master (John) Sullivan the juniors’ race and 

Miss. Sullivan the skipping”. 

 

As the three children grew, son John and daughters 

Ellen (Nellie) and Vera helped on the manufacture 

and packaging. Nellie in particular became skilled in 

glass cutting. Of the various sensitised products, 

Denis was proud of his ‘Opal’ plate. This was a 

fashion of the time, being opal glass (often oval and 

convex) coated with emulsion and printed to positive 

like normal paper. They had a substantial, quality 

look about them when mounted in an ornate frame. Very fortunately, a few scraps of ‘Liberty’ 

documentation remain. A full description and instructions for some products was recently found 

courtesy of Peter Healy, Denis Sullivan’s grandson. Pic. 14.   Life though had become more difficult 

 
Pic. 11. Typical emulsion kettle. 

Kodak 1930s Abbotsford. 
 

 

 

 

 

 

 

 

 
Pic. 12. Mechanised 1880s  

plate and paper coating endless belts. 

 

 

 

 

 
Pic. 13. Liberty Photo Material Co letterhead. 

 

 

 

 

 

 

 
Pic. 14. Instruction leaflet for Liberty plates, 1920s. 
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for Denis after the loss of his wife in 1918 as he now had to not only manage ‘Liberty’, but continue 

to take photographs and care for the children.  Despite all that, business continued to grow as the 

1920s rolled on.  

 

Around this time Melbourne was 

also experiencing a crime wave as 

small time thugs and gangsters 

evaded police, running illegal 

alcohol and gambling facilities. 

One of the most notorious was 

Squizzy Taylor. Pic. 15. Taylor 

ran a two-up gambling den (‘The 

Temple of The Kip’) secreted 

behind the run down Griffiths Tea warehouse diagonally opposite Denis Sullivan at 11 Goodwood 

Street. On several occasions it is rumoured Squizzy escaped an imminent police raid by running 

through a large drainage tunnel under Goodwood St, exiting into the cellar/darkroom of No. 11 and 

then taking flight up the ‘night-cart’ laneway toward Bridge Road. Pic. 16. 

 

Denis was by now well established and a respected member of the Richmond community, being 

involved in local proceedings including the Richmond Progress Association.  Around this time he 

began to notice increasing supply delays of vital chemicals from Germany and this interfered with 

the plate and emulsion making process. Some investigations revealed ‘certain parties’ were pressuring 

the chemical importers to not supply ‘Liberty’ in Richmond. By now Baker & Rouse were well and 

truly absorbed into Kodak to become Kodak (Australasia) and had enlarged the former ‘Austral’ 

factory at Abbotsford. John Sullivan had now joined his father as a photographer to boost family 

income. Tragedy was just around the corner though-on August 9th 1928, Denis Patrick Sullivan died 

at Goodwood Street, aged only 57. Pic. 17. The burden of continuing the business then fell upon 

John, Nellie and Vera. 

 

Not being a trained expert emulsion technician, the task for John (and his 

sisters) was impossible, but with some portrait and commercial 

photography in their studio they managed to struggle on. There was even 

time to attend some Australian Rules football matches and forget the 

worries of the world for a while. A candid photograph from the Melbourne 

‘Sun News-Pictorial’ from about 1930 captures John, Vera and Nellie 

watching their Richmond Football team in action. Pic. 18. The good times 

were too brief though…John Sullivan died on 28th November 1931 due to 

appendicitis complications whilst in surgery. He was only 30. 

                                                                                                                                

This was devastating for Nellie and 

Vera and also meant the end of 

‘Liberty Photo Products’. Considering 

their options, the sisters decided to rent out the factory as income. 

One of the early tenants was ‘Southern Cross Electric Lamps’ 

who began making light bulbs there. This was a fairly technical, 

specialised industry akin to dry plate manufacture in some ways. 

Times were not right though for such a venture as the Great 

Depression had started, and the firm went into liquidation. The 

Sullivan sisters had also decided to finally sell all the remaining 

emulsion making and coating machinery and the auction was advertised in ‘The Argus’ newspaper 

during 1933….the end of an era. Other tenants came into the Goodwood St factory, including J. T. 

Lawler/Dreamland Bedding and they commenced making spring mattresses there. By 1941 the 

factory space was requisitioned by the Australian Government for vital war production, being next 

occupied by Arch Cawthorne’s ‘Wendel Electric Co’. Before this could start, the premises had to be 

somewhat refurbished. 

 

 
Pic. 15. Police ‘mug’  

shots of Squizzy Taylor. 
 

 

 
Pic. 16. Start and exit Goodwood St tunnel. 

 

 

 

 

 
Pic. 17. Denis Sullivan, 

circa 1926. 

 

 

 

 

 

 
 

Pic. 18. At the football, L to R; 

John, Vera & Nellie Sullivan 1929. 
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Jack Cawthorne (Arch’s son) now 86, tells how he helped clear the flooded cellar/darkroom when his 

father first moved in. They built a small raft of timber and 4 empty oil drums and Jack floated out to 

the middle of the murky waters. Feeling around he came across a large squared shaft which he turned 

with a shifting spanner. A mighty gurgle erupted as the waters started to drain into a sewer deep 

beneath Goodwood Street! Could this have been the escape tunnel Squizzy Taylor is reputed to have 

used? Wendel Electric spent the war years making military equipment and instruments. In the late 

1940’s Les Williams joined Arch Cawthorne as senior machinist. Another early post war factory 

tenant along with Cawthorne was Horrie Edmonds, a locksmith. He had begun manufacturing, on a 

large scale, brass key blanks under the ‘Ezy-Cut’ brand name. Arch Cawthorne died in the 1960s and 

Les Williams took over Wendel Electric until retirement. He and his wife, Joy, then lived at 11 

Goodwood St for another 30 years, all the while collecting and amassing a vast amount of ephemera 

and bric-a-brac. The old ‘Liberty’ factory had become a virtual curiosity museum! Pic. 19. 

 

After Joy Williams died, and with his own health failing, 

Les decided he would sell his half share in the Goodwood 

St property, Peter Healy (Nellie Sullivan’s son) deciding 

likewise. Les went into a nursing home, and on the 25th of 

August 2013 thousands of collectibles were disposed of by 

auction. Whilst preparing the property for sale, part owner 

Peter Healy saw for the first time, after the cellar had been 

excavated from years of junk, the ‘tunnel’! Pic. 20. The 

start of what would be the run under the street has been 

walled off by bricks at one stage. Old plans do show a large 

drain diagonally under Goodwood Street, exiting 

somewhere close to what used to be a warehouse opposite 

Union St. 

 

 

 

 

 

 

 

 

 

 

Plans for the ‘Liberty’ site Pic. 21. to include the 

original 4 roomed dwelling & shopfront as an 

entrance vestibule to modern townhouses. This 

will be at least a lasting memorial to Denis 

Sullivan’s heroic enterprise ‘Liberty’. Pic. 22. 

 

This story may never have been told were it not for a 

chance remark by an elderly friend who had worked 

during the 1950s with Wendel Electric in Goodwood 

St. “I had to bury Arch Cawthorne’s much loved 

Siamese cat, and in doing so, struck many glass plate 

negatives in the ground” He added “I think there must 

have been a photographer there once.” 

Thank you Spencer, your observation triggered my 

curiosity and has assured another Australian 

photographic pioneer will be recognised. 

 
 

Footnote. Spencer Tempest Warman passed away,  

aged 96, on July 18th 2015.  

 
Pic. 19. Ground floor factory… 

a jumble of bric-a-brac. 

 

 

 

 

 

 

 
Pic. 20. Peter Healy explores  

the uncovered tunnel 2013. 

 

 

 

  
Pic. 21. Memories of ‘Liberty Plates’. 

 

 
Pic. 22. Envisaged streetscape. 

Entrance to townhouses. 
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The French Connection……      Roger Burrows 

 

Bonjour mes amis! Comment ça va?  Come on now. Where is your schoolboy French because we are 

sure going to need it? We are about to build French submarines, we fly around in Airbus 380s and 

their kin and drive Renault Citroëns and 

Peugeots in ever increasing numbers but 

where are the French cameras? When 

you consider that the game started in 

France with Niépce, then the Lumière 

Brothers, with inventions including 

35mm film, there do not seem to 

be many in our collections. There were 

many French 35mm cameras in the early 

days by people like Jules Richard, 

Marionez and Krauss and others but 

none as successful as the Barnack 

camera. The boom years of Leica, 

Contax and Retina encouraged the 

French to mount a counter attack and the 

answer came from O.P.L. with the Foca.  

 

The Foca cameras were made by Optique Précision de Levallois. O.P.L., the company, was created 

by Duke Armand de Gramont who graduated with a PhD. in Science from Paris in 1911. He created 

a business supplying the French army with rangefinders and gun sights and combat movie cameras. 

The business was incorporated in 1919 and continued supplying military equipment. The Duke 

became president of the French Optical Institute in 1931. In 1938 he decided to make a high 

performance camera as a French counter to Leica and Contax, no doubt encouraged by his military 

contacts. The factory was ready in 1940 but the war intervened, although design and development 

continued and the first cameras came on the market in 1946.  

 

Production numbers are 

interesting. In 1946, 10,000 

units, 1949, 50,000 units, 1952, 

100,000 units, peaking at 125,000 

in 1954. There was a range of 

lenses from 28mm to 500mm. 

Endoscopes, retinagraphs, micro-

scopes and other scientific 

equipment were available. The 

Focas enjoyed import tariff 

protection and were mainly sold 

in France or the French colonies. 

They are seldom seen in Australia 

but are currently becoming 

known and collected elsewhere, 

especially in Japan where the 

asking prices have rocketed to 

upwards of $1400 depending on 

model. The O.P.L. demise started 

after the death of the Duke in 1962 and by 1964 Lumière had taken over sales. Later, in 1964, O.P.L. 

ceased production and merged with SOM-Berthiot.  

 

The Foca is an interesting camera and very nicely made with a cast body and brass top and bottom 

plates, the latter incorporating a Zeiss-like clip holding the back and base to the body, thus facilitating 

easy loading of film. The front of the body has a small logo with one, two or three stars.  

 
Standard S with black base. 

 

 

 

 

 
PF2 Lower front left: small plaque marked Foca * or **, ***, 

Relates as PF1, 2, 3, the various models in the screw mount lens series. 
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One star indicates the Standard or 

PF1 model incorporating a screw 

mount lens, no slow speeds and just a 

viewfinder.  

 

The PF2 model, with two stars, 

incorporates a rangefinder but it is 

only coupled to the 50 mm lens. For 

other lenses you focus with the 

rangefinder and apply the setting to 

the lens-focussing ring.  

 

The PF3 has all the above plus slow 

speeds on a dial on the front like the 

Leica.  

 

 

 

There were various minor differences during production, such as none, one or two flash terminals and 

a lever wind on the last PF3s. The following model, the ‘Universel’, had a bayonet mount for the lens 

with direct coupling for all lenses and bright-line viewfinders. The series ran for 18 years and sold 

150,000 units with 11 models and many variations, some with only 2,000 units being made. Being 

mainly sold in France they make for interesting collecting and my written French has improved but 

the spoken version leaves a lot to be desired.  

 
PF3 with filters and viewfinder as bought. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Original Foca Guarantee.  

 

 

 

 

 

 

 

 
The Foca instructions…in French, of course. 

 

 
PF3 with viewfinder. 

 

 

 

 

 

 

 

 
PF3 rear, viewfinder and parallax adjustment. 
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A masterpiece of miniaturisation –    Michael Parker 

The 1A Graflex   

When the camera is closed, the lens, mirror and bellows all recede into the body of the camera, making it possible to 

reduce the size to an extent never before attempted in a reflex camera. (Graflex brochure, 1916)  

In 1887, 26 year-old Mr William Frederic Folmer together with Mr Walter E. Schwing established a 

metal shop at 391 Broadway, New York specialising in gas fixtures and chandeliers. By 1890 as the 

Folmer & Schwing Manufacturing Co. they were selling bicycles and a few years later introduced 

bicycle cameras (possibly initially made by Scovill & Adams). In 1898, after moving to 271 Canal 

St, NY, they specialised in cameras including what was then claimed as the largest camera in the 

world using a 40 inch × 40 inch plate (quickly overtaken by the 1900 mammoth camera of George R. 

Lawrence). Early cameras were designated Graphic and a Graphic with a reflex mirror became a 

Graphic reflex shortened to Graflex.  

George Eastman acquired the Folmer & Schwing Manufacturing Co. in 1905 

and moved it to 12 Caledonia Ave. (later Clarissa St) in Rochester. In 1909, 

the then Folmer & Schwing Division of the Eastman Kodak Co. of Rochester 

NY, generally regarded by Kodak as the professional camera department, 

released a single-lens mirror reflex camera that was ‘exceedingly compact’ 

and startling in its small size. The 1A Graflex (Figure 1) weighs in at just 3 

½ pounds (1.6 Kg) and when closed measures only 9½ × 5¼ × 3 inches. The 

1A Graflex was the smallest single-lens reflex of 

its day and with its handsome carry case and high 

shutter speeds, was clearly designed for portability 

with the tourist or sportsman in mind Figure 2. In 1909 this camera, with a 

Bausch & Lomb Zeiss Tessar Series IIb f/6.3 lens was advertised for $94.50 

– over $1900 today.  

The 1A Graflex uses 116 size roll film to 

produce 6 exposures each 2½ × 4¼ inches and 

was advertised as using film only (not plates) 

Figure 3. This size was considered small and 

sometimes described as the poor man’s postcard. The Graflex 3A of 1906 

was the only other company product using roll film and this monster used 

122 size roll film to 

produce postcard size 

negatives 5½×31/4 inches. 

At the time, roll film was 

considered an amateur 

medium, so the 1A was 

not only a breakthrough in 

size but was also an 

endorsement of roll film 

as a medium for serious 

photography. Figure 4 

shows the camera in comparison with two contemporary reflex cameras; the Auto Graflex, released 

not long before the 1A and the Thornton Pickard Junior Special released at the end of 1A production. 

 
Fig. 1. The 1A Graflex, 

first version. 
 

 
Fig. 2. The perfect travelling 

companion – the compact  

1A Graflex and case. 
 

 

 

 

 

Fig. 3. Advertisement for the 1A 

Autographic Graflex with lens 

options – the autographic feature 

was introduced in 1915. 

 
Fig. 4. The 1A Graflex with contemporary reflex cameras. 
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One concession to the size reduction for the 1A Graflex was that the focussing screen was made ‘a 

trifle narrower than the full width of the negative’.  

My camera, with expanding-trellis viewing hood is from 

the early series. The absence of a trapdoor for 

Autographic film places it between 1909 and 1915 and 

the body No. 18248. Figure 5 places it after 1910. The 

wooden body frame has aluminium panels for the sides 

and back and the outer covering is Morocco leather. The 

metal controls on each side of the viewing hood have a 

gun-metal finish over 

brass. The leather carrying strap is embossed ‘1A Graflex’. The 

collapsed trellis Figure 6 is very compact and fits neatly into the 

space above the focussing screen. 

The back cover is held in place with the two spring clips common to 

many Kodak cameras of this era. Patent dates listed on the inside of 

the cover, Figure 7, show the most recent patent as 31 August 1909. 

The lens, quite clear with only a couple of small fungus spots, was the 

least expensive lens available for the 1A Graflex. The front bezel is 

engraved ‘Zeiss Kodak Anastigmat F- 6.3 No 2 1288578. Pat. Feb 24 

03’ and the outer circumference is engraved ‘Made only for 

EASTMAN KODAK CO. by BAUSCH & LOMB OPTICAL CO. 

Rochester NY’. The iris adjustment works smoothly and apertures are 

marked from 6.3 to 32 around the lens barrel. No focal length is shown 

but a quick test indicates 115mm (4½ inches). Some lenses on later 

cameras seem to have dropped any reference to Zeiss, possibly because of tensions during WWI.  

My camera has great potential as a restoration project! It’s in poor overall condition with brittle (and 

sometimes missing) leather covering and with corrosion in the underlying brass, steel and aluminium 

panels. Some small screws are missing suggesting wood decay or past repair attempts (or both). There 

are holes in the soft leather of the bellows and extending hood and the shutter although apparently 

complete, is not operational. The leather case was made in Australia in compliance with industry 

protection arrangements then in place and is by contrast, in very good condition. The ornate lock for 

the case is stamped ‘Made in USA’.  

Using the camera controls 

Pressing a small lever on the top right opens the wood 

camera front and drop-down bed to expose the lens and 

focussing rack. The lens assembly is brought onto the 

focussing rails with the common squeeze & pull 

arrangement at the base of the mount and is stopped at the 

infinity position by means of a small screwed collar sitting 

over the rail Figure 8. Available lenses ranged from 4½ 

to probably 5 inches and the infinity position for different 

focal length lenses can be set by changing the position of the collar. This adjustment would require 

some precision and probably explains the admonition in Graflex advertisements: ‘To ensure proper 

fitting, we recommend that cameras be bought from us complete with lenses as listed’. Focussing is 

by rack and pinion using the reflex mirror and ground glass. 

 
Fig. 5. In this version, the camera body number is stamped 

into the wood underneath the viewing hood mount. 

 

 
Fig. 6. Folded viewing hood with 35mm 

cassette for comparison. 

 

 

 

 

 
Fig. 7. Inside of the back  

cover showing patent dates. 

 

 

 

 
Fig. 8. Front view showing the focus setting collar, 

focussing knob and shutter release. 
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Like all Graflex cameras of this era, the 1A Graflex sets shutter speeds using a combination of slit 

width (called ‘curtain aperture’ in the instruction booklet) and spring tension. The cloth focal plane 

shutter combines four different-sized slits with six different spring tensions to yield twenty-four 

shutter speeds from 1/10th to 1/1000th second, plus Time. The shutter speed plate Figure 9 attached 

to the focussing hood shows 

the shutter speeds for each 

combination of slit width and 

spring tension. Operation of 

the camera, in addition to 

loading and focussing, 

requires attention to two 

separate control panels on 

either side of the focussing hood. 

The right hand top controls at Figure 10 deal with the shutter curtain and reflex mirror and incorporate 

the lever at the forward corner to open the camera. A pointer indicates whether the shutter is set to 

Instantaneous or Time exposure and the lever protruding from the curved slot above the pointer sets 

the mirror. This lever must be pressed forward until the mirror catches in the focussing position and 

blocks any incoming light before the shutter curtain can be moved or adjusted. For instantaneous 

exposures, the key is used to select the slit size (1 ½, ¾, 3/8 or 1/8 inch) and this is shown in the small 

round window. If too small a size has previously been set, the knob at the 

tip of the pointer may be pushed sideways to release the shutter curtain 

until the required aperture appears. For time exposures, the pointer is set 

to T and, after setting the mirror, the curtain is wound until the letter T 

shows in the small window. Pressure on the shutter release (at the lower 

left front of the camera) allows the mirror to spring up and releases the 

curtain to the O (open) position. A second pressure terminates the 

exposure. Figure 11 gives a partial view of some shutter components. 

The left hand top 

controls at 

Figure 12 deal 

with the shutter 

spring tension. 

This is adjusted 

by turning the 

key clockwise 

as numbers 1 

(low tension) to 

6 (highest tension) move through the small round 

window. The shutter speed (spring tension) may 

be decreased as necessary using the escapement 

lever. According to the instruction booklet a 

speed of about 1/5 sec - not featured on the 

shutter speed plate - may be obtained by setting 

the curtain at O and tension at 1. 

The instruction booklet also provides 

comprehensive advice, not specific to this 

 
Fig. 9. Shutter speed plate. 

 

 

 

 
Fig. 10. Shutter curtain controls. 

 

 

 

 

 

 
Fig. 11. Rear view showing shutter 

roller, shutter curtain and 116 take 

up spool. 

 

 

 

 

 

 
Fig. 12. Shutter tension controls. 

 

 

 

 

 

 
Fig. 13. Exposure table from the instruction booklet. 
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camera, on depth of focus and shutter speeds 

for different weather conditions, for 

different subjects Figure 13 and for 

stopping motion at right angles to the 

camera. 

 The high speed shutter was a major selling 

point for all Graflex cameras. The 

illustration at Figure 14 from a 1916 

brochure suggests that the young ladies in 

the picture are keen tennis players who have 

been captured on film with a Graflex camera 

while engaging in a fast-moving game. In 

fact, women may have been a particular 

target demographic for this camera given its light weight(!) and roll-film ease of operation. A young 

woman expertly focussing the 1A Graflex graces the cover of the 1920 Graflex catalogue Figure 15.  

The 1A Speed Kodak 

In 1909, the same year as the release of the 1A Graflex, the Eastman 

Kodak Company released the 1A Speed Kodak at Figure 16. This 

camera uses some components from the No. O Graphic but is 

essentially a 1A Graflex without the reflex mirror and so even smaller 

(9¾ × 4½ × 2¼ inches), and lighter (3 pounds). Figure 17 provides a 

side-by side comparison of the two cameras. The 1A Speed Kodak 

uses scale focussing and a folding viewfinder, which can be converted 

to a waist-level finder with a folding 45 degree mirror.  

The Graflex shutter, an important selling point for the 1A 

Speed Kodak, is not self-capping and the 1A Graflex relies 

on the mirror to block light before the shutter is wound. The 

1A Speed Kodak without the reflex mirror includes an 

‘automatic safety blind’ that covers the film gate up to the 

time of shutter release and springs back as the shutter is 

released Figure 18.  

Rochester didn’t neglect the export market. 

Kodak London advertised the camera with a list 

of potential users including ‘sportsmen and 

those interested in running, jumping, cycling, 

tennis, golf, hunting, horse-racing, yachting, 

aviation, motor racing &c.’ Figure 19. (Just 

reading the list is exhausting.) Other 

advertisements advised that this camera could 

capture ‘the ninety mile auto, the running 

horse, birds on the wing, the limited express, 

snap-shots on cloudy days and even indoors’. 

The camera format was also praised as being ‘very desirable for portraiture’. It’s a wonder that Kodak 

bothered to manufacture any other cameras; this one did the lot!  

 
Fig. 14. Tennis players probably 

admiring their action shots taken 

with a Graflex. 

 

 

 

 

 

 

 

 
Fig. 15. A camera for the little 

woman? 

 

 

 

 

 

 

 

 

 

 
Fig. 16. The 1A Speed Kodak, more  

streamlined than the 1A Graflex. 

 

 

 

 

 
 

Fig. 17. Side-by-side comparison of the 1A Speed 

Kodak & the 1A Graflex. 

 

 

 

 

 

 
Fig. 18. Double page Kodak advertisement for the 1A Speed Kodak with 

emphasis on the safety blind and the slender body. 
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The 1A Speed Kodak while outwardly similar to 

the Graflex, and having the same focal plane 

shutter, used different castings for the control 

panels, moved the shutter release to the top plate, 

used the usual Kodak concealed button under the 

leather covering to release the front drop down bed 

and made other small changes including to the 

winding keys. These changes, along with a folding 

viewfinder and the absence of a top bulge for the 

viewing hood, ensured that the camera could now 

‘be carried in an ordinary top-coat pocket’. 

According to advertisements Figure 20, the Speed 

Kodak was ‘a superior camera in every detail of 

plan, construction and finish’.  

But the 1A Speed Kodak and its big brother the 4A Speed Kodak 

disappeared from production in 1913, just one year after the introduction of 

the Speed Graphic.  

By contrast, the popular 1A Graflex had a sixteen-year production run. It 

continued to be manufactured and advertised Figure 21 until 1925 with only 

a couple of small changes. In 1915, the back plate was modified to use 

autographic film and in 1918, the expanding trellis viewing hood was 

replaced by a more conventional folding hood. Also in 1918, a thicker 116 

roll allowed 12 images. The increasing availability of roll film backs for most 

reflex cameras probably delayed production of another venture into a roll-

film reflex until the National Graflex of 1933.  

By the time of his death in 1936, Folmer had over 300 patents to his 

name including ones for a pocket lamp, a gaslight for billiard tables, a 

toy pistol, a gear-cutting machine, a stereoscope (with Arthur M 

Lawrence) and an aerial camera. Walter Schwing’s role is not clear. 

He may have been the partner who translated Folmer’s patents into 

commercial reality but he had faded from sight and in 1916 the Folmer 

& Schwing Division became the Folmer-Century Division with 

William Folmer as General Manager. 
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Fig. 19. 1909 Kodak UK advert- 

isement for the 1A Speed Kodak. 

 

 

 

 

 

 

 

 

 

 
Fig. 20. 1911 US advertisement 

for the 1A Speed Kodak. 

 

 

 

 

 

 

 
 

Fig. 21. 1918 advertisement for 

the final version of the 

autographic 1A Graflex. 

 

 

 

 

 
Fig. 22. An excellent example of a late 1A 

Graflex with top of the range Bausch & 

Lomb Tessar f/4.5 lens. 
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 BAUER and Regular Eight              Han Fokkelman 

 

The manufacture of amateur movie equipment goes back to the year 1903 when 

Ernemann brought to the market a movie camera with 17.5 mm film perforated 

down the centre. This format lasted until 1921 when Pathé introduced the 9.5 mm 

format, which was followed two years later, in 1923, by Kodak’s 16 mm format. 

In 1932, Kodak halved the 16 mm film which enabled the construction of handy little equipment for 

amateurs. 

  

The European market remained loyal to the 9.5 mm and 16 mm formats, while 8 mm was getting more 

and more popular on the American market. It was at the Leipziger Fair in 1936 that Siemens Halske 

showed the amateurs a cartridge with 8 mm spools of film while Agfa introduced to the market the 

Movex cartridge with 10 metres of single 8 film. 

 

Bosch had always avoided the amateur market although some research had been done on 16 mm 

cameras. However little growth was foreseen in the 9.5 mm and 16 mm markets, while the 8 mm 

market that still had only a few competitors lay completely open. Consequently, in 1937, Bauer got 

the order to develop an 8 mm camera for the Movex 8 mm cartridge. In 1938 they accomplished that 

goal but, before they could start production, the Second World War broke out and it was only in 1950 

that the camera appeared on the market. 

(Photo 2.)   
 

The Bauer 8 is a single lens camera with a spring motor, naturally, but with 5 

different speeds. It has a 10 m film capacity using a Movex cartridge. The lens 

is interchangeable and there were 6 different ones available. That was really 

necessary because zoom lenses did not exist at that time. With this camera the 

trend was already set and Bauer would deliver high-grade products for 

amateurs in the future. However, this camera was not a success. It was difficult 

to find the Movex cartridges in Europe and Double 8 was popular on the 

American market. We must also remember that 

Kodak did not show any interest in providing the 

competitor Agfa with Kodachrome film in a Movex 

cartridge. (Photo 3.)  

 

The first double 8 camera, the Bauer 88, made its appearance in 1953. The 

camera is strikingly simple in design but it has the quality of the later models. 

Most probably it would have taken too much time to design an elaborate 

model, so the simple 88 appeared as the first one. It has a spring motor that 

could expose 2 metres of film at one winding. This applies to all cameras of 

the 88 series. The 88 has only one film speed, namely 16 frames/sec. The lens 

is interchangeable by means of a bayonet mount. The 88 C appeared a few 

months later, in 1954. This one is fitted with four speeds: 8, 16, 24, 48 

frames/sec. 

 

For the 88 and the 88 C the following lenses were available:  

               

Schneider Kinoplan 12.5 mm         f 2.7     fixed focus 

Rodenstock Ronar 12.5 mm         f 1.9     fixed focus 

Schneider Xenoplan   13 mm             f 1.9    fixed focus 

Schneider Xenon         13 mm             f 1.5    adjustable 

Schneider Xenar          38 mm             f 2.8    adjustable 

Schneider Cinegon        6.5 mm          f 1.9     adjustable 
            And much later there was the Som Berthiot Pan Cinor zoom lens as well as the tele-auxiliary lenses: 

Schneider Longar, Rodenstock Eutalon R, and the wide-angle auxiliary objectives Schneider Curtar, 

and Rodenstock Ronagon R. 

 
Photo 2. The Bauer 8. 

 

 

 

 

 
Photo 3. The Bauer 88. 
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            The 88 and the 88 C were the only cameras in the 88 series with 

interchangeable optics, for after them the focal length would be 

extended and shortened by using auxiliary lenses.  

 

            In 1954, an 8 mm projector, the Pantalux 8, appeared. (Photo 4.) This 

apparatus, complete with the Bauer blue colour, (the movie cameras 

were also blue,) was equipped with a 110 V 500 W projection lamp. 

It is very easy to operate the device: the speed is set by turning a 

button. However the Pantamat, a tape recorder, is conspicuous by its 

flexible steel cable which is connected to the projector, adjusting its 

speed, provided the speed regulator is at maximum. 

 

            It is not known who it was manufactured by, most probably by another Bosch subsidiary, Blaupunkt. 

A year later, the system was improved with a Barakuda coupling. This 

system consists of two units:  the contactor, which takes care of converting 

tape speed into electric impulses, and the receiver, which regulates the 

speed of the projector. Thanks to this system the tape-recorder and the 

projector can be set apart and you are not tied to the Pantamat. This system 

was to be further developed with the T 10 projector. 

 

            With the 88 B, (Photo 5) which appeared in 1954 and was equipped with a 

semi-automatic exposure regulation by means of a matched needle, we get 

to the popular model of the Bauer cameras. This one is fitted  with a 

Schneider Xenoplan 13 mm f1.9 fixed focus lens and was soon followed by 

the 88 E which was provided with a Schneider Xenoplan 13 mm or a 

Rodenstock  Ronar 12.5 mm  f1.9, but in both  cases with a possibility of 

focusing down to 20 cm.    

              

The auxiliary lenses for other focussing distances are: 

            Rodenstock Ronagon V wide –angle, Eutalon R 25 mm = 2 x and Eutalon 37.5 mm = 3 × tele, 

Schneider Curtar wide angle and Longar 3 × tele. 

 

There are adjustments to the viewfinder for different auxiliary lenses and even a parallax-finder. It 

would take more than two years before other models appeared. Meanwhile an Isco-Anamorphot 

auxiliary lens with the capability of focussing down to 50 cm was produced. With the addition of an 

adapter, this lens can also be used as a projection lens. The result is a wide-screen picture with an 

aspect ratio of 2: 1. 

The T 10 Projector (Photo 6) was introduced in 1956 as a totally new 

concept. This blue-coloured projector was fitted with, at that time, a very 

modern 12 V 100 W projection bulb. It has only one speed, namely 16 

frames/sec and it is suitable for only one voltage. All the projectors of the 

T 10 series came with a plastic dust hood, which could be used as a 

projection table. Because of this design, it was possible to construct a 

smaller projector suitable for 120 m reels. This projector is also suitable 

for combining with a tape recorder. The receiver of the electric signal is 

built into the projector. This beautiful but more expensive electric system 

was not used after the T 12 series. It was, however, to continue to be found 

in a Russian projector. 

 

            Three different models were offered for the sound system. First was the Tonkoppler K 1, a simple, 

tape-recorder driven, round disc, which delivered its information to the projector and could add music 

to the movie. 

 

            It was however, better to use the TZ 31 for speech if lip synchronisation was desired. The TZ 31 has 

one + and one – button. If, during the projection of the movie, the picture is not in synch, one of the 

buttons could be pushed to correct the problem. The TZ changed its name to Tonkoppler N. 

 
Photo 4. The Pantalux. 

 

 

 

 

 

 
Photo 5. Bauer 88 B. 

 

 

 

 

 

 
Photo 6. Bauer T 10 Projector. 
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            The TZ 30, (Photo 7) later called S, became a culminating point of 

sound registration at that time. It was for tape speeds of 9.5 cm/sec 

and 19 cm/sec. The model was provided with a switch for 

converting reproduction via the projector to recording via the movie 

camera. There is also a potentiometer for adjusting running 

qualities of the movie camera as well as a signal lamp to indicate 

when the camera and the projector are in synch. There is a switch 

contact for the recorder with remote control and help buttons for 

projection. Bauer pointed out the pure synchronisation of this 

system in their advertisements. The maximal deviation in the 

synchronisation is ¼ picture = 1/64 sec. This means that, with the 

TZ 30 + camera and the TZ 30 + projector, great deviation would 

be prevented, and any discord would come from an advance or 

delay of only 1/32 of a second, approximately half of a picture frame by a speed of 16 frames/sec. 

Quite an achievement!  

            If you make such an apparatus, then there must be an appropriate sound 

camera as well. It is the 88 E equipped with  a synchronization contact, 

which is connected with the TZ 30 by means of 6 meter metre long cable.  

This device was called 88 ES. The 88 E is also provided with a turret, like 

the 88 D and a combination of the 88 ES and the 88 D became the 88 DS. 

(Photo 8.)  
              

The 88 DS camera is fit for recording lip synched sound. It is provided 

with a Rodenstock Ronar 12.5 mm f1.9 with an adjustment tele- auxiliary focussing from 20 cm, 

Rodenstock Eutelon R for 25 mm or 37.5 mm and the wide –angle auxiliary 

Rodenstock Ronagon R for 6.25 mm. Of course an Isco Anamorphot is 

available for the 88 D and 88 DS, adjustable from 50 cm, so that the wide 

screen movie fan is also satisfied. The camera is fitted with a spring motor 

and the speeds are 8, 16, 24, 48 frames/sec and single frame. In addition to 

these cameras there was the 88 C Profil, which was provided with a 

cystoscope and a reflex viewfinder. This medical camera was intended for 

examination of the bladder and only a few were made. 

 

In 1959 the T 10 was replaced by the T 10 S, it is the same projector but 

what was more noticeable is the fact that the blue colour was replaced by 

grey. All the new products became grey, blue 

was out! But all the K and the TZ 31(N) and 

TZ 30 (S) we see at fairs and auctions have the 

blue colour, was this nice system a no goer? 

 

            In the same year, for the first time ever, a fully automatic movie camera 

with CDS automatic exposure, was produced: the 88 G. (Photo 9.) The 

battery is the PX 1, the photosensitivity of the films is between 9 and 28 

DIN. The speeds are 12, 16, 24 and 48 frames/sec, which can be changed 

during filming. The lens is the Rodenstock Ronar 12.5 mm f1.9 which is 

adjustable and the auxiliary lenses are from the well-known series. This 

excellent working model had, however, the disadvantage that almost all 

CDS meters of the first generation had: a few too large lens openings for 

operating at temperatures above 25º C. 

 

            Since the amateur who wanted to shoot demanded very little, the 88 F appeared shortly after. It was a 

fully automatic device with a Schneider Xenoplan 13 mm f1.8, fixed focus and only one exposure 

speed, but now it had a selenium meter. It was returning to an earlier well-known technique with the 

slogan ‘measure light according to the classic method’. Obviously this type was also produced with a 

turret, the 88 H. (Photo 10.)  

 
Photo 10. Bauer 88 H. 

 

 

 

 

 

 

 
Photo 7. TZ 30 Sound Recorder. 

 

 

 

 

 
Photo 8. Bauer 88 ES + DS. 

 

 

 

 

 

 

 
Photo 9. Bauer 88 G. 
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            Although this 88 H is indeed provided with a turret, namely with a 25 mm f1.8 lens with auxiliary 

lenses for 6.25 and 38 mm, it is not the same as the 88 F. The speeds are single frame, and then 16, 24 

and 64 frames/sec and, just like the 88 G, it was possible to change speed during shooting. A very nice 

refinement can be seen in the viewfinder. The viewfinder image automatically adapts to the focus and 

the aspect ratio is and remains 1:1. Besides, this viewfinder has automatic parallax correction which 

simply enables users to have confidence in the viewfinder image down to 24 cm. At the same time 

this model has three built-in filters: skylight, amber and grey. 

 

In the meantime a complete 8 mm system was available. Besides cameras and projectors there were 

also splicers, camera floodlights, an underwater model, a very advanced titler and a viewer. The last 

was made in Japan under the Bauer name. 

In 1960, besides the T 10 S projector, there appeared a simplified T 10 

L, which has no connection for synchronisation and which was later 

provided with an automatic film inlay. Next to it, the top model of the 

T 10 series, the T 10 R (Photo 11.) automatic, made its appearance as 

the improved T 10 S. It had a 12 V 150 W lamp which gives three times 

more light than the 100 V 500 W lamp of the Pantalux. The projector 

also had an automatic film inlay and, for the first time, the possibility of 

projecting a still picture and running backwards as well. This machine 

later got a bad name because the lamp-factory stopped production of 12 

V 150 W lamps with a G17q base. After some years, and a lot of trouble, 

Bauer found Flekta was willing to produce this lamp. 

 

The lenses of the T 10 series were obtained from Isco and Schacht. They 

often had the Bauer name in addition to the manufacturer or only the name of the manufacturer. They 

are:  

 

Bauer Traveplan 

(Schacht)      

16 mm     f1.4 

Bauer  Kiptagon   (Isco)            16 mm     f1.4 

Bauer  Travenon  

(Schacht)       

20 mm     f1.3 

Isco     Duotar                            20 mm     f1.5 

Isco     Duotar                            25 mm     f1.5 

Vario  Kiptagon   (Isco)            15-25 mm   f1.4 

 

The Bauer 88 L, (Photo 12.) from 1961, is the first Bauer movie camera with a zoom lens, namely 

the Iscovaron 9-30 mm f1.8. There was also a built-in blue filter which could be used with daylight 

film in artificial light. Exposure is fully automatic. What really was so striking here, were the film 

speeds. They are single frame, 16 frames/sec, and, if the shutter release is pushed further, it 

immediately becomes 64 frames/sec. It was a beautiful piece of work and it is, of course, a selling 

point which nobody was expecting. 

 

Almost identical to the 88 L, the 88 K appeared in 1962, ushering in a new 

phase. (Photo 13.) The film speeds are now 18 frames/sec and 64 

frames/sec.  

18 frames/sec now became a new requirement in order to enable the sound 

track film to produce tolerable sound. In the beginning Bauer did not use 

striped movie film.  

 

What was most striking in connection with the 88 K, is the Vario 10-30 

mm f1.8 which was a Japanese product. Already, in 1960, Bauer noticed 

that the development of new zoom lens systems with reflex viewfinders to 

match was more popular in Japan than in Germany. The result was that 

Bauer now had Japanese suppliers besides German and French ones. These 

were the main suppliers: Sun Optical, Kyowa, Zeika, Mutsumi, Hamica and Sankyo.  

 
Photo 12. Bauer 88 L. 

 

 

 

 
Photo 11. T 10 R Projector. 
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The last cameras with spring motors are the 88 R and 88 RS. These 

humidity-proof cameras were provided with fully automatic film input. 

This was developed by Bauer itself and used by other manufacturers as 

well. The same facility was included 

in all brand-new, exposure systems 

and can be found in the 88 R and 88 

RS for the first time. (Photo 14.)  

 

Two AA batteries provide the 

exposure system and the motor of the 

zoom lens with electric current. All 

speeds were synchronised again, the 

single frame plus 18 frames/sec and 

64 frames/sec could be switched over 

directly during shooting. The 88 R was delivered with the Bauer 

Vario 9-32 mm f1.8 and with a Vario wide-angle auxiliary lens 

of 6.75-24 mm.  The 88 RS has Schneider Variogon 8-48 mm f1.8 and the Bauer Vario-Curtar wide-

angle auxiliary lens 6-36 mm. 

 

In the same year, 1963, the T 10 series was replaced by the T 12 projectors, all with dust covers which 

could be used as projection tables. Those are:  

 

The T 12, (Photo 15) provided with a halogen bulb of 12 V 100 W without a mirror, because there 

were none at the time. The bulb had the capability of being on at full power 

or switched to reduced power. The other capabilities are forward, backward 

and still picture, but no variable speeds. The standard speed is 18 frames/sec. 

There is, of course, an automatic film input up to the reception reel. The lens 

is a Bauer 18 mm f1.4 or a Bauer Vario 15-25 mm f1.2. The T 12 R, similar 

to the T 12, but provided with the well-known Bauer electric synchro 

coupling. This machine was only produced for a short time.  

 

The T 12 S, similar to the T 12, but with synchro coupling, which reduced 

the resistance used by many other manufacturers. It was difficult to achieve 

lip synchronisation but Bauer realised that an amateur did not care about it 

very much, and it made the system cheaper. 

 

In 1964, Bauer developed an electric motor for movie cameras, and the 

Electric series was produced. This series began with two models, the 

Electric and the Electric S. The difference between the two was the lens. 

The Electric had a Bauer Vario 9-21 mm f1.8 and the Electric S had a 

Bauer Vario 7.5-30 mm f1.8. The camera bodies are identical. The 

electric motor takes two AA batteries. Besides the possibility of single 

frame, the camera has two speeds: 18 frames/sec and 24 frames/sec and, 

of course, a full automatic film-input also. Meanwhile there were efforts 

to develop a camera by which the greatest problem with the double 8 system would be removed. The 

difficulty arises when the film is reversed after 7½ metres. This often resulted in orange stains from 

light leaks.  

 

The 88 DRS was developed with the ability to reverse the whole film housing after 7½ metres and to 

continue immediately without problems. Evidently it was an opportunity to bypass the many (22) 

patents of Sekonic. Nevertheless, this has never been more than a prototype. When Kodak revealed 

its plan for the super-8 system, BAUER realised that the 15 meter film in a super-8 cartridge made the 

DRS superfluous. All double 8 plans were taken to the archive and designing super-8 cameras and 

super-8 projectors began instantly. When the super-8 format appeared on the market, Bauer had 

already been busy designing cameras and projectors for this new format.  

With thanks to: Robert Bosch G.m.b.H. Produktbereich Photokino and Jürgen Lossau  

 
Photo 13. Bauer 88 R. 

 

 

 

 

 

 

 

 

 

 
Photo 15. The T 12 S Projector. 

 

 

 

 

 

 

 
Photo 14. Bauer’s exposure system. 

 

 

 

 

 

 

 

 
Photo 16. Start of the Electric series. 
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DICKINSON-MONTEATH     Part One.           John Fleming 

 

During the latter half of the 1800’s Melbourne was the wealthiest 

city in the world, riding on the gold, wool and agricultural boom. 

Douglas Kilburn was one of the first photographers to set up in 1847, 

soon followed by many other studios of inordinate quality catering 

for the increasingly wealthy clientele. Each Australian city had a 

prestigious area- in Melbourne it was Collins Street, a favourite of 

the ‘society’ photographers. Pic. 1. 

 

In August 1878, the Loch Garry sailed into Melbourne, on board 

being the Monteath family from Falkirk, Stirlingshire, Scotland. 

Their 12 year old son, Frederick Hutchison, completed his schooling and was apprenticed to a 

photographer in Geelong. Several years later he was able to open his own establishment, The New 

Studio, in Ryrie Street, Geelong and in 1895, aged 29, he married Mordecia Anne Cogger. They had 

their only child, a boy (confusingly also named Frederick) in 1896.          

 

Fred senior was not only a very skilled photographer, but also became a 

talented artist, specialising in watercolours as well as being an 

engineer/inventor. He won the Ilford Gold Medal in 1895 for a 

professional photographic competition in London and invented and 

patented the ‘Austral’ photographic flash lamp, which was marketed by 

Baker & Rouse. Pic. 2. By 1898 his fame was spreading, and a very 

attractive offer was made to come to Melbourne and manage The Swiss 

Studio, a lavish and upmarket establishment owned by D. (Harry) Bernard 

and built along the lines of his Pitt Street, Sydney premises. Fred 

Monteath relinquished his Geelong business and moved to Melbourne 

where he quickly added his unmistakeable style to the new venture. 

 

In total contrast to this fashionable high society atmosphere was the small country town of Brewarrina 

set in rich pastoral land 95 kilometres east of Bourke in NSW. William James Dickinson was a grazier 

there, a justice of the peace (J.P) and in earlier days had managed The Royal Hotel in the little town. 

He was married to English born Florence Wyatt, a music teacher from Sydney, and in 1897 she gave 

birth to their third child, Arthur William. Tragedy struck early for Arthur Dickinson, as in 1902 his 

father died from tuberculosis, leaving the family in a desperate situation. Florence and the 3 children 

moved back to live with her parents in suburban Sydney. Arthur attended the Fort Street School, and 

even as a schoolboy exhibited a great interest in photography. By the time he was a teenager, excellent 

work was being produced and he was convinced that was his calling. Upon leaving school in 1914, 

Arthur joined the Burns Philp shipping offices in Bridge Street, Sydney and spent some time around 

New Guinea and the Pacific assisting the war effort. In 1917 

some of Arthur’s pictorial prints were seen by Monte Luke 

who offered him a position with the studio, and as we 

discover later, Luke was most influential in shaping 

Dickinson’s career. 

 

Around the time Arthur Dickinson and his widowed mother 

had moved back to Sydney (1902) Fred Monteath had been 

managing the Swiss Studio very successfully whilst also 

indulging his passion for watercolours. He had been a 

founding member of The Victorian Artists’ Society and was 

a regular attendee at Charterisville, the artists’ colony at 77 Burke Road, Ivanhoe which was closely 

associated with the Heidelberg school of art in Rosanna. His photographic portraits were superb, often 

low key and very sophisticated. Pic’s 3 & 4. (The writer has some of Monteath’s plate negatives and 

the background is almost clear whilst the faces and skin tones are beautifully and correctly rendered 

by soft light-they print magnificently with rich, dark, backgrounds.)                                                                                                                                           

 
Pic. 1. Collins Street, a pictorial rendition 

1934. Photo: Arthur Dickinson. 
 

 

 

 

 

 
Pic. 2. ‘Austral’ Patent flash 

powder gun. Photo: Holger Schult, 

Cameras Downunder. 
 

 

 

 

 
Pic. 3. Portrait, 1919. 

Photo: Fred Monteath. 
 

 

 

 

 
Pic. 4. Mrs. W. G. Myers,  

Melbourne, 1916.  

Photo: Fred Monteath. 
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Given Fred Monteath’s immense style and technical ability, no wonder that Mr. R. A. Ruddle from 

Queensland offered a very attractive salary to entice Monteath to come and manage The Valley Studio 

in Brisbane. Pic. 5. Whilst there, Fred immediately formed The New Artists Society and continued 

his passion for painting and sketching. The Monteath family 

appear to have stayed in Brisbane until 1909 by which time 

Fred realised he missed the more cosmopolitan and 

sophisticated Melbourne down south. He returned to open a 

studio in conjunction with another photographer, Harold Tate, 

at 79 Swanston Street, calling the business Monteath & Tate-

The Stirling Studio. This partnership lasted until 1919, at 

which time Fred went solo again, opening premises in the 

prestigious ‘Dumas House’ building at 294-296 Collins Street. 

 

When Frederick & Mordecia moved back to Melbourne they settled in Vauxhall Road, Canterbury. 

Less than 12 months later a most dreadful accident occurred outside their house in 1910 when the 

driver of a heavily laden 3 horse timber wagon lost control in the hilly street and fell, being crushed 

by a wheel. Fred quickly rushed to the driver’s assistance, backing the horses and wagon off whilst 

Mordecia lifted the driver out. The man, 51 year old John Bush of Port Melbourne, died shortly after 

on the Monteath’s verandah. They were both quite traumatised by this and several months later sold 

up and moved to Punt Road, Prahran. 

 

 Meanwhile, in Sydney, twenty year old Arthur Dickinson couldn’t have chosen a better mentor than 

Monte Luke. Edmund Thomas Luke, Monte’s father, was born in 1864 at Heathcote in Victoria and 

became the first press photographer in Melbourne. He had been an artist/lithographer with S.T. Gill 

and photographed a train smash in 1893, actually being in one of the carriages! He sent the prints to 

The Age newspaper resulting in the publisher, David Syme, offering him the position of 

artist/photographer, which he accepted and remained with The Age until his death in 1938. He 

travelled widely for the newspaper, often taking his son Monte who had also become a photographer. 

 

Charles Robert Montague Luke (Monte) Pic. 6. was born at Geelong, Victoria 

in 1885, learning his early photography from his father. Upon leaving school 

he worked for Baker & Rouse, making up chemical formulas and delivering 

to the studios. Monte always enjoyed visiting Andrew Barrie at ‘Talma’s’ as 

the helpful Barrie introduced him to the interesting, vital people of the theatre. 

Monte became secretary of the Malvern Amateur Operatic and Comedy Co., 

and was always there with his camera for publicity portraits and stage settings. 

When he was 19 he embarked on a 10 year professional stage career with 

Andrew Mack and the Holloway Dramatic Co. He married Miss. E. M. Speed 

whom he met in Ballarat whilst touring, and they decided to open a studio, 

she taking care of the business side. Soon J. C. Williamson made him their 

official photographer and he also produced several silent movies for the firm, travelling to Hollywood 

to gain extra experience. Monte Luke specialised in portraiture and bridal photography, also child 

studies, and was becoming proficient in the difficult art of Bromoil, being a pictorialist of world 

renown. Pic. 6A. He was active in the Sydney Camera Circle along with Harold Cazneaux and Cecil 

Bostock, and his calibre became the ideal training ground for 

young Arthur Dickinson. In 1919, Monte Luke severed his 

close ties with J. C. Williamson to go into partnership with the 

long established Falk Studio in Sydney’s Strand Arcade. 

Arthur, now 22, was Monte’s chief assistant and operator, 

achieving a fine reputation for distinctive and dignified 

portraiture. 

                                                                                                                                      

In Melbourne, Frederick Hutchison Monteath had long settled 

in to his 296 Collins Street studio whilst his son, Fred, had 

become an electrician and an early radio pioneer, operating experimental station 3KP from his shop 

at 24 Point Nepean Road, Elsternwick. The transmitting antenna was erected atop the shop’s roof. 

 
Pic. 5. Brisbane newspaper advertisement 1904. 

 

 

 

 

 

 

 
Pic. 6. Monte Luke. 

Photo: Dr. Julian Smith. 
 

 

 

 

 

 

 

 
Pic. 6A. ‘Old Cottage, Windsor’ 1930. 

Bromoil by Monte Luke F.R.P.S. 
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The elder Fred Monteath and wife Mordecia also now owned a smart weekend cottage designed by 

Fred and built for him by Leslie English at Ferntree Gully in the foothills of the Dandenong Ranges. 

Pic. 7.  
 

By 1923, Arthur Dickinson’s prowess working with the Monte Luke 

Studio in Sydney had been well noted, and an offer came from the Falk-

associated Broothorn Studios of Albany Court, Collins Street, 

Melbourne, to be their manager. Arthur accepted, and aged 26, moved 

to Melbourne to take up the position, settling into the southern city’s life 

style well and quickly gaining respect from fellow professional 

photographers. In mid 1924 it came to his attention Fred Monteath was 

considering semi-retirement and a move to Sydney. Arthur was given the opportunity to become a 

partner in Monteath’s prestigious Collins Street business with the option of eventual outright 

purchase. He immediately agreed and joined the older photographer in the new venture in Dumas 

House, 296 Collins Street. For a short while, both Dickinson and 

Monteath worked together, both men exhibiting quite different styles-

Monteath’s dramatic dark backgrounds Pic. 8. contrasting with 

Dickinson’s lighter, more theatrical style. Pic. 9. In 1925 Monteath 

sold his share of the business to Dickinson and the studio was renamed 

Dickinson-Monteath. Arthur also purchased a new Chevrolet from S. 

A. Cheney Motors in November 1925 to replace his ageing tourer. In 

1926 Arthur married Winifred Rose Myers, the wedding being at 

Strathfield in New South Wales.  

 

Re-locating to Sydney, Fred Monteath again indulged his passion for art, 

the myriad of beautiful harbour side scenes providing inspiration. Pic. 10. 

Ever the engineer; he also perfected an ingenious photomechanical 

process for producing bas reliefs. He held an exhibition at Anthony 

Hordern’s gallery in George Street Sydney where it 

was announced as ‘a new process shown for the first 

time anywhere in the world’. Pic. 11. He was granted 

a US patent for this on November 18th 1924, Patent 

No. 1,516,199. Pic. 12. Monteath opened a small 

photographic studio in the Victorian Arcade at 44 Castlereagh Street, Sydney, 

but his main interest had become art and engineering inventions. It’s now clear 

where Fred Junior gained his interest in electrical and radio work! 

 

Arthur Dickinson’s establishment in Collins Street Melbourne quickly became 

one of ‘the’ prestige society studios and his byline was seen in every newspaper 

and magazine. He joined the Professional Photographers’ Association in 1923 

and was elected to the committee in 1924, soon becoming its president and, later, 

president of the I.V.P (Institute of Victorian Photographers), finally being made 

a life member in 1949. Arthur was also a founding member with the Melbourne’s 

12 Photographers’ Exhibition of 1928 and in 1947 became president of The 

Victorian Salon of Photography. In 1944 he joined his old mentor, Monte Luke 

for the first federal conference of The 

Professional Photographers’ Association.  

Pic. 13.  
 

In the early 1930s, Dickinson opened a studio in Adelaide in King 

William Street, also named Dickinson-Monteath. This proved 

immensely successful, with competent management overseen by 

Arthur’s regular train trips from Melbourne. In 1930 a young man 

came to 296 Collins Street to see if Arthur had a vacancy for an 

apprentice, Jack Cato having suggested he call. It was Damien Parer who had only six months prior 

experience with the fashionable society photographer, Spencer Shier.                                                                                                                                    

 
Pic. 7. The Monteaths’ weekend 

cottage, 1920. Photo: Fred Monteath. 

 

 
Pic. 8. Lindsay 

Hall, 1923. Photo:  

Fred Monteath. 

 

 
Pic. 9. Portrait, 1924. 

Photo by:  

Arthur Dickinson. 

 
Pic. 10. Watercolour, Sydney 1933 

by Fred Monteath. 

 

 

 

 

 

 

 
Pic. 11. Anthony Hordern 

Building Sydney 1928. 

 

 

 

 

 

 
Pic. 12. Bas relief, US 

Patent 1924,  

F. Monteath. 

 

 

 

 
 

Pic. 13. First federal conference P.P.A., 

Melbourne 30-3-1944. Arthur Dickinson far 

left, Monte Luke 3rd from right. 
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Dickinson was a meticulous craftsman and Damien Parer said later he learnt most about photography 

at Dickinson-Monteath, and later, Max Dupain. At that time Arthur had a big dignified Vauxhall 

sedan and Parer often accompanied a bowler-hatted Dickinson to the upper-class suburb of Toorak 

to take society photographs. Pic. 14. Damien 

soon became a superlative printer too, his gutsy 

black and white prints being very impressive. 

Pic. 15. Towards the end of his apprenticeship in 

1933, Parer started taking on his own 

commissions and in his biography it’s reported 

sometimes couldn’t afford materials so stole a 

box or two from the studio. It is reported 

darkroom boss of the time, Ron Dewar, could 

never decide what was the most annoying-Parer 

removing the bromide paper or coming to work 

late because he had gone to confession! Dewar 

never complained about Parer to Dickinson and, 

in early 1934, 

now a fully fledged professional 

photographer, the young Damien Parer 

talked his way into getting a job as stills 

photographer with Charles Chauvel, the 

movie maker about to start filming 

‘Heritage’ at Frank Thring Senior’s 

Eftee Studios in Melbourne. Pic. 16. The 

1930s proved to be the Collins Street 

Melbourne studio golden age, a most 

prolific amount of highly sophisticated 

work being done. Pic. 17. Whilst 

portraiture and formal weddings 

accounted for much of the output, Arthur 

also did advertising and some 

commercial work. Pic’s 18 & 19. In 

1938 the shock news came from Sydney that Frederick Hutchison Monteath had died aged 72. As he 

had been so well known, notices appeared in Sydney, Melbourne and Brisbane newspapers. 

 

In late 1938, Arthur Dickinson planned a family trip to England and Europe, partly to personally 

collect his freshly gained F.R.P.S (Fellowship of the Royal Photographic Society) but also as a well-

earned holiday. His wife Winifred and their two children, 8 year old Brian and 5 year old daughter 

Ann were also booked to travel on the gloriously art-deco luxury liner ‘Orion’. Several years ago 

Ann told of her excitement at the time, being allotted the top bunk in the cabin!1 ‘The ship’s interior 

was all swirls of chrome and geometrical patterns’ she recalled. Pic. 20.  

 

 

 

 

 
Pic. 14. Toorak socialite in her 

garden 1932. 

Photo: Arthur Dickinson. 

 

 

 

 

 
Pic. 15. Ballet Russes.  Photo: 

Arthur Dickinson. 
 

 

 

 

 

 

 
Pic. 16. Damien Parer, 1937. 

Photo: Max Dupain. 

 

 

 

 

 

 

 
Pic. 17. Miss. Herring, 1934 Centenary 

Ball. Photo: Arthur Dickinson. 

 

 

 

 

 

 

 
Pic. 18. ‘White Crow’ soups 

advertisement. Photo: 

Arthur Dickinson. 

 

 

 

 

 

 
Pic. 19. Parcel Service advertisement. 

Photo: Arthur Dickinson. 

 

 

 

 

 

 

 
Pic. 20. The 24,000 ton ‘Orion’, 1938. 

 

 

 

 

 

 

 

Endnote 1: Ann Wade (nee Dickinson), Arthur’s daughter, passed away September 29th   2013. 

 

Part 2 will conclude this story in our next issue.  
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The Inos II                                                                                   Stefan Sztromajer 

 

I wonder if the strange Voigtländer roll film camera the Inos II could have been considered as the 

modest successor of the Voigtländer Prominent (really prominent!) camera because of its design. 

These cameras were provided with a very strange mechanism that slides the front standard when the 

bed is dropped.  

 

The second strange factor is the focusing by means of a knob, which is placed on the body. (As I 

know there were only four 

cameras namely the 

Prominent, the Inos II, the 

Virtus and the Perkeo, of 

similar design; all of them 

produced by Voigtländer 

plant.)  

 

The Inos II, introduced in 

1933, is a solidly designed 

folding camera, provided 

with a sharp Skopar four-

element lens in a Compur 

shutter. (Figs 1 and 2.)  

 

As mentioned, the standard 

slides on rails, an uncommon method of construction but giving the most rigid position for the front. 

(Fig. 3.)  
 

Focusing by means of the knob (Fig. 4) – according to 

the maker – was more comfortable compared to other 

designs because of the possibility of adjusting the 

settings before the camera was opened, but it seems a bit 

strange.  

 

At the rear of the camera is the depth of field 

scale, depending on aperture and distance. 

(Fig. 5.)  
 

An adjustable mask, (Fig. 6), can be used to 

give 16 frames instead of the normal 8.  

 

 
Figs 1 & 2. Inos II. 1933.  

 

 

 

 

 

 

 
 

 
Fig. 3. Sliding rail focusing.  

 
Fig. 4. Inos II focusing knob.  

 
Fig. 5. Depth of field scale on rear of camera.  

 
Fig. 6. Mask for changing formats.  
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The two red windows (Fig. 7) show the frame number in that case 

and the finder (Fig. 8) can be adjusted accordingly. When 8 frames 

are needed the finder’s window is fully open (Fig. 9).  

 

Inside the camera (Fig. 10) there is no pressure plate as in many 

contemporary roll film cameras. There is a question as to whether it 

would affect the proper film position, and hence the image sharpness.  

 

The closed camera (Fig. 11) seems somewhat strange because of the two similar knobs on the left 

body side: one for the film transport, the second, placed below, sets focusing.  

 

 

 

 

Photos of similar cameras, the Perkeo that exposes 12 frames 3×4 on 127 film (Fig. 12), and the 

Virtus for 120 film exposing also 12 frames 41/2×6 are shown in Fig. 13. In conclusion I wish all my 

Club friends good luck in pursuing any of the above cameras.  

 
Fig. 7. The double windows for  

the two formats. 

 
Fig. 8. Viewfinder set for smaller format.  

 
Fig. 9. Viewfinder set for full format. 

 
Fig. 10. Interior. Illustrating lack of conventional pressure plate.  

 
Fig. 11. Camera when closed.   

Fig. 12. Voigtlӓnder Perkeo.  

 
Fig. 13. Voigtlӓnder Virtus.  
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‘THE BLADE’ - REDISCOVERED.                     John Fleming 

 

In Athol Shmith’s 1989 biography by Isobel Crombie, he particularly recalled a 1930s photograph 

printed on Kodak tapestry paper, thought to be lost. “I remember one (which doesn’t exist today) of 

a man whom I dressed up in period costume, which I entitled ‘The Blade’. I hate the title but I still 

like the picture”. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Three years ago a copy of ‘The American Annual of Photography, Vol 53 1939’ came my way via 

the late Ray Harrison, and there we found, beautifully reproduced on page 81, Athol Shmith’s lost 

work ‘The Blade!’ According to the Annual’s editor, Frank R. Fraprie “A strong portrait and an 

excellent characterization. The twisted smile and the side long glance, the lines of dissipation in the 

eyes, combined with the youthful moustache and the egoistic carelessness of attire and hair, all carry 

out the title extremely well”. The portrait was taken around 1937 on Athol’s original 10x8 view 

camera with a half plate (6½ inches x 4¾ inches) adaptor using a Petzval lens at F:3. Exposure on 

Kodak Super-green Hyperchrome Ortho film was 1/2 second. The tapestry paper was developed in 

Chlorquinol. Here it is, some 80 years later - a timeless masterpiece.  
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A neat little Russian 35mm     Geoff Harrisson 

 

This is one of the most compact Russian 35mm 

cameras I’ve handled; only about the same size as my 

little Panasonic digital but bulkier. It would fit easily 

into a coat pocket. The Vesna (Весна = spring) 

viewfinder camera (Pic. 1) does not have a maker’s 

name on it but a logo on the lens mount and on the 

camera’s case indicates it was made by MMZ - Minsk 

Mechanical Factory*. (Pic. 2)  

 

 

 

 

 

 

 

It is slightly heavier than you might expect from a Bakelite 

camera and was made in the 1960s.  

 

The body has vertical ribbing for a better grip. The Vesna takes 

24 × 32mm exposures and has a frame counter that is 

numbered to 44. Film advance is by a knurled wheel in the housing top right side. It has an f/4.5 

40mm lens in a six-speed shutter.  

 

On the top (Pic. 3) is a film speed reminder dial (set by a knob underneath when the back is removed 

for loading) and the film counter. The back unlocks at the bottom and slides off completely; film is 

loaded under the hinged pressure plate (Pic. 4). Winding the film rotates the sprocket that sets the 

frame spacing and moves the film counter.  

 

Unlike most 35mm cameras, the Vesna lacks a take up spool 

and there is no rewind function; so you need to supply an 

old 35mm spool, or alternatively use an empty cassette that 

has the advantage of allowing you to remove and process 

the film at any point with the loss of only a frame or so.  

 

The later models, named 

Vesna 2, have a five-

speed shutter and a 

slightly different body 

style, some also have a red or green panel on the top front.  

 

*Minsk Mechanical Factory: Founded in 1957, MMZ was located 

in Minsk, Belarus, approximately 700 km SW of Moscow. Initial 

production was optical glass and the Smena-2 camera. In 1971, 

MMZ became BelOMO (Belorussian Optical and Mechanical 

Association). 

  

(From http://cameras.alfredklomp.com/logos/). 

 

Another illustrated list of Russian logos (although the text is all in Russian) can be seen at:  

 http://www.zenitcamera.com/qa/qa-logos.html  

 
Pic. 1. Vesna camera. 

 

 

 

 

 
Pic. 2. MMZ logo on the lens mount. 

 

 

 

 

 

 
Pic. 3. Top plate details. 

 

 

 

 

 

 

 

 
Pic. 4. Back removed. 

 

 

 

 

 

 

http://www.zenitcamera.com/qa/qa-logos.html


 

 

 
Geoff Harrisson finds a neat little Russian 35mm. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
The story of Liberty Photo Works……from John Fleming. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
John Fleming finds a lost Australian treasure.  

A clue is in the above, the answer is inside. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

 

 

 
 

 

 

 

 

The Intriguing Inos II.  From Stefan Sztromajer.  
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