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From Peter Kitchingman, Canon Model SII variations. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
The story of the Turist is presented by Michael Parker. 

 

 

 

 

 
From Stefan Sztromajer….The Opema II. 
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Notes from the desk of the Editor: 

 

In the leader to this issue, we would like to introduce members to 

our new secretary, Stephen Chung. Stephen has volunteered to 

take over from Margaret Mason and our sincere thanks go to 

Margaret for her service as secretary since 1998. Margaret also 

served as president from 1984-1992. Last but not least, we owe 

her a huge vote of thanks for her years of managing our auctions. 

Margaret was made an Honorary Life Member in 2009.  

Our next auction has been rescheduled for May and procedures 

will be a little different. Details of changes here will appear in the 

Newsletter.  

Stephen, who joined us in 2015, says his collecting interests are 

constantly changing. Currently it is Contax post and pre-war 

range-finders. He was into Pentacon 6 but “the gear is darn 

heavy, so I have sold most of what I owned.” He’s trying to put 

film through everything he has, which has been very slow 

progress but he’s now seeing light at the end of the tunnel. Our 

thanks to Stephen for volunteering to fill this very important position.  

Till our next issue which will also introduce a new writer, my regards to all for now. 

Ian Carron. Ed.  
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Sidney Cotton.  OBE. DFC.  17/6/1894 - 13/2/1969      Roger Burrows 

This a very complex story, much bigger than the space we have in Back 

Focus to devote to it and so very complex with all its facets that I’ll do 

something strange and give you the bibliography at the beginning of the 

story. The two prime sources of the story are books, the first being 

Evidence in Camera by Constance Babington Smith, published by Chatto 

and Windus in London in 1958 and the second Aviator Extraordinary: the 

Sid Cotton Story also published by Chatto and Windus in 1969. The books 

are from my own library but with diligent searching on Abebooks or 

similar one may get lucky and if not your local library would be able to 

source them for you. Both are highly recommended reading. 

In this country if you can kick, hit or throw a ball you will be remembered 

for decades, but if you do something of use, invent something that makes a 

difference or pioneer a technique that opens up a whole new way of looking at the world you are 

usually forgotten very quickly. Those of you who recognized the name may have seen the film, Last 

Plane Out of Berlin or perhaps worn a Sidcot (Pic. 3a.) suit while flying a plane, but there is so much 

more. Sid Cotton was born on a cattle station at Goorganga on 17th June 1894, a place situated 5 

miles from Proserpine and 40 miles NW of Bowen in 

Queensland. In April 1915, on a trip to Brunette Downs, a 

family property, accompanying his father on the arduous 1200 

mile journey, they heard about the sinking of the Lusitania and 

Sid decided to go and fight. His father arranged a passage on 

the P&O ship Maloja to England and for Cotton to join the 

RNAS (Royal Naval Air Service) as there was no air force in 

Australia at that time. He graduated from flying school after 

five hours of flying and was posted to Dover to fly Breguets. 

(Pic. 2.) He was soon posted to France and flew Sopwith 

11/2 Strutters (Pic. 3.) in the same squadron as Kingsford 

Smith. Also in that squadron was Chris Draper, aka Mad 

Draper, who flew under the Thames bridges to raise 

awareness of the plight of veterans; nothing has changed. 

Cotton always supervised the maintenance of his own 

aircraft and, during one such episode, the scramble order 

came over the Tannoy and he 

scrambled wearing his greasy 

overalls. Upon returning to the 

’drome he noticed he was not cold like the other pilots and this set him 

thinking. Whilst on leave in London he contacted a firm and gave them his 

idea for a flying suit and had a couple made up for himself: a one-piece 

boiler suit with oiled cotton for the outer layer, fur or wool in the middle 

and a close-woven fabric as the inner. The suits were an instant success 

and were soon adopted by the RAF and RNAS as standard wear. Alcock 

and Brown used them to fly the Atlantic.  

After the war he returned to Australia for a while, but found he could not 

work with his father in any of the many enterprises the family owned, so he took his leave and 

 
Sidney Cotton. OBE. DFC. 

 

 

 

 

 

 

 
Pic. 2. Breguet WWI Bomber.  

 

 

 

 
Pic. 3. Sopwith 1½ Strutter.  

 

 

 

 

 
Pic. 3a. The Sidcot flying suit.  
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returned to England to get involved in the aviation industry. He flew in many air races and his 

opponents were the likes of Harry Hawker and Bert Hinkler. Looking for something more rewarding, 

he went to Newfoundland and started a seal-spotting service for the annual seal hunt and began a 

company to do aerial survey work. The contract was to photograph the whole of Newfoundland to 

enable the maps to be updated. This started him off in aerial photography, cold weather flying, and 

the science of lubrication for cameras in subzero conditions. He took out licences on vast areas of 

forest and started a lumber business, selling into England. At about this time he was contacted by the 

DuPont family to look for some French flyers who were believed lost in Newfoundland, since his 

knowledge and expertise were well known and respected in aviation circles. While waiting for his 

plane to be prepared he was invited out to Harry Guggenheimer’s place on Long Island. Harry was a 

sponsor of the search and of another flyer houseguest, one Charles Lindbergh. The French pilots 

were never found and Cotton returned to 

England in time for the great stock market 

crash of 1929. When the dust settled he 

had about $40,000 to his name and had 

lost everything else. Time to try something 

else, something new. He met an optical 

engineer called Chapman and thought that 

colour photography could be the way to 

go. Cotton put up some money and they 

worked solidly for nearly two years. It was 

a three primary-colour system but it 

became obvious that it would never be a 

commercially viable system, so it was 

reluctantly abandoned. The bug, however, 

had bitten: colour photography. 

Dufaycolor was the name of this bug. Cotton was shown a sample of colour film by an ex-Ilford 

worker who said it had been invented many years ago by a Frenchman called Louis Dufay. An 

English woman, Madame Durand, had financed the project but, after getting supplies of film stock 

and various other supplies, was stymied by the boards of Ilford and Spicers. Cotton approached her 

and they formed a company Colortone, Ltd. In 1932 Cotton had 66% of the capital and Durand 33%. 

The Dufaycolor system relies on the primary colours: red, green and blue. The process produced a 

mosaic where dots of red, green and blue were placed together and were so small that, when looked 

at, they seemed as one. Exposure of an overlaid panchromatic film gave the required gradations for 

projection of the image as a colour picture. There was a series of complex deals between Cotton, 

Chromex, Spicers and Ilford involving distribution and production rights but Cotton was the driving 

force on the development side (Pics 4 & 5).  

Initially, the rollers used to engrave the film base by Spicers were producing 11 lines per mm, but 

this gave unsatisfactory projection results, so Cotton went to a firm in Kassels, Germany, and was 

able to procure rollers engraved at 20 lines per mm. The results were excellent, so Ilford came back 

on board and they launched the product in 1934. Cotton then went to America to promote the film 

and used the same idea as before: to get a big company to distribute and process the product–and the 

biggest was Kodak. A meeting was arranged with George Eastman who seemed very keen, since 

Kodak’s own film was not really fully developed, so a product for the interim seemed a good idea. 

So keen was he that he suggested that Cotton and his wife take a holiday at his favourite hotel in 

Florida; Eastman would arrange everything. So, borrowing a Delage sports car from a friend, A. J. 

Miranda, off they went. Less than 48 hours later came the news that Eastman had committed suicide 

 
Pic. 5. Dufay Advert.  

 

 

 

 

 

 
Pic. 4. Dufay Advert.  
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and, as no deal had been done, it was back to square one. The American market was a tough one to 

break into then, as now, but the biggest boost came when National Geographic started to use 

Dufaycolor and sales consequently soared. He returned to England and, just as in the Jack Hannes of 

Hanimex story that took place 35 years later, Sid Cotton was manoeuvred off the various boards of 

the companies involved in Dufaycolor, Spicers Chromex and Ilford, but retained distribution rights 

for Europe and this proved to be pivotal.  

A telegram arrived at Cotton’s apartment on 14th September 1938 from A. J. Miranda, who was 

coming over from America and would like to meet. The meeting was to take place in Paris and some 

other people had arrived. The discussion was about the gathering war clouds and the difficulties of 

getting information on what was happening. It had been noted that Cotton had pioneered aerial 

survey work in Newfoundland and was well versed in photographic procedures. Would he mind 

taking a few pictures on his travels? Cotton agreed and, on returning to England, was contacted by a 

Major Winterbotham from Military Intelligence. The plan was for Cotton to do his business trips in 

an aeroplane of his choice and take along some 

fellows who would fly and take the photos. Cotton 

didn’t really like the idea but gave it a try, with 

disastrous results. The flying was not up to scratch 

and neither were the photos. Cotton then arranged 

to do the flying and photography himself and two 

Leica Reporters were fitted, one in each wing, and 

he had a brace of hand-held Leicas in the cabin. 

And so began the next phase in the Cotton story. 

There were many trips around the Mediterranean 

and then the big ones down the Red Sea to Aden 

and back and, for these, F24s were installed, one facing 

to port, one to starboard and one vertical, giving a wide 

field of view with one pass of the plane (Pic. 6). Cotton 

continued to fly (his business trips being the cover 

story) and develop techniques and ideas for directing 

warm air to the cameras, where his knowledge of cold 

climate camera lubrication was proving invaluable. On 

24th August 1939 at Templehoff aerodrome, Berlin, 

Cotton was in his Lockheed on the tarmac awaiting 

permission to fly which was finally given at 11.15 am 

along with a set route out of Germany and a set height 

to fly at: ‘Deviate one metre Herr Cotton and we will 

shoot you down’. The flight proceeded smoothly and 

the Leicas clicked away happily and some marvellous 

shots of Wilhemshaven naval base made the Royal 

Navy very happy. His was the last plane out of Berlin 

(Pic. 7). 

The next stage of the story concerns itself with the trials 

and tribulations of a businessman/inventor/leader and 

his battle with bureaucracy. Cotton was asked to form a 

photoreconnaissance unit, which he did, and was soon 

getting good results, better than the RAF and this set 

 
Pic. 6. Williamson F24 camera. 

 

 

 

 

 
Pic. 7. Sid Cotton’s Lockheed. 

 

 

 

 

 

 
Pic. 8. Fitting camera to Spitfire. 
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Pic. 9. Photo Reconnaissance Spitfire. 

 

 

 

 

 

 

 

the foundations for his demise but, while he had backing from 

Churchill and others, he was reasonably secure but they got him 

in the end and all because of inter-service jealousy and petty 

politics. Sid Cotton’s contribution to aerial photography was 

enormous and the American forces took to it whole whole-

heartedly. The principles of three cameras, fine fine-grain film 

and developers, heated camera compartments, and skilled 

interpreters was essential as was creating a history. This entailed 

flying over the sites at regular intervals and comparing the photos to see what had changed. Other 

innovations, such as the colour of the paint on the underside of the reconnaissance planes, a sort of 

duck egg blue, which rendered them virtually invisible to ground based spotters, were invaluable. All 

these things were great contributions to the war effort and to aerial photography in general, things 

which we of course take for granted these days.              (Pics 8 & 9). 

Camera design was another area of input: the original cameras 

used were of 5-inch focal length and, at 30,000ft, this gave a 

scale of 1:70,000; switching to 20-inch lenses brought this back 

to 1:18,000. The Air Ministry eventually relented and developed 

the F52 and that gave a scale of 1:1000. The use of stereoscopic 

viewing of the images was also developed in the PDU as 

Cotton’s outfit was called: the Photographical Development 

Unit. The Leicas, while excellent on the low level ‘civilian’ 

flights, were too small to be effective at 30,000ft (Pic 10). 

As a footnote: the first aerial photographer was the Frenchman Felix Tournachon who fixed a 

camera to a balloon basket and photographed Paris in the spring of 1860. The first military use of 

aerial photography was during 

the American Civil War in 

1862 when General Lillan sent 

up a photographer in a 

tethered balloon to photograph 

the Confederate positions near 

Richmond, Virginia. Finally the first photos from an actual aeroplane were taken by a photographer 

flying with Wilbur Wright on 24th April 1909. Few would have been quite as unique as this one used 

during WWI. A panoramic camera attached to a pigeon?  

Sidney Cotton, con-

sidered by many the 

‘father of photo recon-

aissance’, was certainly 

a colourful character 

(and a bit of a larrikin) 

by any standard. A.J. 

Miranda introduced him 

to the Deuxieme Bureau 

in Paris and to 

Winterbotham in MI6. Churchill backed him to the hilt, as did 

others, including Ian Fleming and a shadowy figure called ‘Pluto’ in 

Military Intelligence. Fleming at the time was Naval Intelligence.  There is rumour that his friendship with Ian Fleming 

resulted in him basing his character James Bond on an amalgam of Cotton, a Peter Reilly and Porfirio Rubirosa. He died 

virtually penniless on the 13th February 1969. His ashes were sent to Tallegala near Ipswich QLD. The local council is 

making a tourist promotion from the connection to James Bond.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Pic. 10.  Selection of aerial cameras. 
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Seiki-Kogaku/ Canon Inc. 1946-49  

model S-II variations.                          Peter Kitchingman 

 

A short history of Canon post-war and a lead up to the production of the officially named 1946 model 

S-II and its variations. 

 

After Japan capitulated to the Allied forces on 14th August 1945 the country was in total disarray and 

this was the scene that confronted US General Douglas MacArthur when he entered Tokyo at the end 

of August. The Seiki-Kogaku Kogyo Co. Ltd (SKK) factory (later known as Canon Inc.) had survived 

the bombing of Tokyo but, in August, the CEO Dr Mitarai closed the factory and dismissed all the 

employees due to uncertainty after the Potsdam Declaration. 

 

In October, with winter fast approaching, Dr Mitarai contacted his ex-employees to come back to the 

factory and start producing cameras again. Much of the tooling was still in place and many pre-war 

cameras and parts were available, so the first camera to come into production was the company 

designated model S-1 in December 1945. This camera was similar to the pre-war model S (which used 

bayonet-mounted lenses) but was produced in very small numbers. At the same time they were 

producing the S-I, Canon were also producing the J-II. Early J-II bodies had a variable M39 type 

screw mount which later became standardized to accept the early Nikon and Canon produced lenses. 

SKK found a ready market for these early ad hoc cameras through sales to the serving occupation 

forces via company outlets or USA PX stores. 

 

The model S-II replaced the 

limited production J-II (525 

units) in October 1946. 

Although most early bottom-

loading Canons are regarded 

as Leica copies, the S-II was 

the closest Canon ever came 

to making a Leica copy with 

the only visible difference 

being the combined finder 

(Pic. 1). This was SKK’s 

(Canon’s) first post-war camera to be put into any form of mass production to be sold to the general 

public, but in fact was aimed at the service men and women.  

 

For some time I have been recording the serial numbers and the differences in the S-II cameras I have 

come across and the following is a breakdown on the variations I have found in the bodies. 

 

The serial number designated for the S-II started at #15000 (#15005 being the earliest recorded) and 

featured a combined range-viewfinder with a slow-speed dial on the front similar to the wartime model 

JS (1941-45). The superstructure has the company name ‘CANON’ engraved in large letters across 

the top and underneath ‘Seiki-Kogaku Tokyo’. 

 

The early S-II between serial 

numbers #15000 and #15158 has the 

shutter speed dial for brief time 

marked as a ‘Z’; after this the ‘Z’ 

was replaced by the letter ‘B’ (Pic. 

2). My earliest S-II on my database 

with the ‘B’ prefix on the shutter 

dial is camera #15221. Also, 

between S-II #15000 and camera 

#15278, there was an external 

inspection port in the middle of the back of the camera which could be unscrewed to check the back 

 
Pic. 2. Shutter dial, Z + B. 

 

 

 

 

 

 
Pic. 1. S-II and Leica IID. 
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focus of the lens attached at that time (Pic. 3). Along with this inspection 

port, another indicator of early Canon bodies being used was a small notch 

in the top plate just to the right of the lens mount (Pic. 4). After camera 

#15361 this external rear inspection port was covered by the body leather 

but the circular hole still appeared in the pressure plate (Pics 5 & 6). This 

can be seen if the shutter is on the B setting and activated. The small notch 

also disappeared, indicating that Canon was now producing new top plates 

for the S-II. 

 

 

 

The last S-II I have recorded that has this internal hole on the pressure 

plate is camera #15500 but then there is quite a gap to the next camera #15854, where the hole is 

missing and the pressure plate is complete. 

 

Between S-II cameras #15854 and #15994 I have 

recorded three S-II that have ‘CANON’ and 

‘Canon Camera Company Ltd’ on the top 

superstructure. To date all have been recorded as 

a single batch without any Seiki-Kogaku 

cameras in between them. I cannot work out why 

these three cameras #15916, #15922, and #15950 

should appear amongst a run of S-II marked with 

‘Seiki-Kogaku Tokyo’ (Pic. 7). From camera S-

II #15994 to #16840 all the superstructures are 

marked ‘Seiki-Kogaku Tokyo’ although the script can vary in size during the lifetime of all the SK-

marked S-IIs. 

 

The change from cameras marked ‘Seiki-

Kogaku Tokyo’ to ‘Canon Camera 

Company Ltd’ (Pic. 8) can be easily 

defined by a directive (decree 1535) issued 

by the Supreme Commander for Allied 

Powers (SCAP), that all Japanese exports 

of goods must be identified with ‘Made In 

Occupied Japan’ or, as it is known in 

collector circles, ‘MIOJ’. On 15th August 

1947 this was brought into effect by Canon 

dropping the old name and replacing it with 

the new and also introducing the loathed 

MIOJ mark, which appeared on the base plates of most cameras (Pic. 9). Some S-II have been recorded 

that lacked the MIOJ mark and I presume that these were purchased privately from the factory. I have 

also recorded a very small number of MIOJ baseplates in the SKK range of S-II cameras but, as 

baseplates can be interchanged, this is more likely an aberration. At a guess I would say that there 

could only be around 1840+ units produced with Seiki-Kogaku markings on the top superstructure of 

the early S-IIs.  

 
Pic. 3. External inspection port. 

 

 

 

 

 

 

 

 

 
Pic. 4. Notch in top plate. 

 

 

 

 

 

 

 

 

 
Pic. 5. #15361 lacking external 

port on back of camera. 
 

 

 

 

 

 

 
Pic. 6. Internal hole on pressure plate, #15361. 
 

 

 

 

 

 

 
Pic. 7. CCCo #15950. 

 

 

 

 

 

 

 

 

 

 

 
Pic. 8. Change of name. 
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The earliest recorded S-II with the new Canon Camera 

Company Ltd (CCCo) marking is #16878. Between the release 

of #16878 and #17737 Canon had been developing a new body 

shell for their cameras. The original body shell was formed 

where the internal wall contours were parallel to the outer wall 

but they were progressing towards a die-cast body where the 

ends of the internal body were in a semi-circular pattern while 

the outside retained the distinctive and unique Canon half-

hexagon shape (Pic. 10). This is one reason why it is difficult 

to copy Canon cameras and sell them as originals. About 875+ 

units were produced that used the old formed body shell but 

had the new CCCo marking on the top plate. Camera S-II 

#17771 is the first camera I have recorded that has the new die-

cast body.  

 

When you remove the baseplate some of the workings of 

the camera can be seen. In early model S-IIs, and this 

includes SK and CCCo models, there is a long metal bar 

that releases the shutter when the shutter button is 

activated. In early models this bar has been roughly cut 

and filed down but over time this method had improved 

though there was always a right-angled notch 2/3rds of 

the way down the bar (Pic. 11). From camera #18305 this metal release bar became more formed and 

the notch gave way to a gentle 

slope. After this camera #18305 

to the highest S-II recorded 

#23455 there were no more 

refinements made to the camera. 

The MIOJ marking at times did 

include a <CPO> mark either 

alongside the MIOJ mark or 

above it  

(Pic. 12). The <CPO> mark was 

on items sold via the USA 

Central Purchasing Office or the 

commonly known PX duty free 

stores. All up around 7550 S-II 

were produced between October 1946 and June 1949, of which about 1840 were Seiki-Kogaku marked 

cameras and the rest marked Canon Camera Company Ltd.  

 
 
Peter Kitchingman is the author of the book ‘CANON M39 Rangefinder LENSES 1939-1971’, which can be purchased by 

emailing him on peterk@canonrangefinder.com.  

 
Pic. 10. Shell difference. 

 

 

 

 

 

 

 

 

 

 

 

 

 
Pic. 11. Variation in shutter release arm. 

 

 

 

 

 

 

 

 

 

 

 

 

 
Pic. 9. MIOJ variation. 

 

 

 

 

 

 

 

 

 

 

 

 

 
Pic. 12. MIOJ and CPO Marking. 

 

 

 

 

 

 

 

 

 
One can work out vertical column rarities i.e. difference between #15221  

& #15278 = 57+/- cameras in this group. 
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GRAFLEX ‘STROBOMATIC 500’                John Fleming 

 

It must be 12 years or more now since Peter Bergles, a retired 

commercial photographer, asked would I be interested in a 

box of early photo magazines plus some large format 

equipment. You can guess my reply! So it came to pass a 

stupendously powerful and heavy (8lbs 8oz) 1967 American 

Graflex ‘Strobomatic 500’ electronic flash became mine. 

Twice the size of a Metz 402, the power pack is very large 

indeed.  Pic 1.  

 

Back in my studio days, most pros used Braun or Metz, a 

few Multiblitz Press 180’s or similar German flash units. I 

never came across anyone with a Graflex electronic flash 

although knew of them via the trade catalogues and equipment directories. My opinion of them then 

remains today-large, expensive and almost Mil-

Spec build quality. Pic 2. The upper section 

contains the four large high voltage capacitors 

and switch gear whilst the bottom half is the 

power supply module. This was available in three 

versions: AC mains, 510 volt dry battery (long 

obsolete) and rechargeable nickel cadmium Type 

‘RG’, very fortunately the one with my unit. Pic 

3. Recently I decided to see if the ‘Strobomatic 

500’ could be brought back to life. 

 

The design and quality materials would pass any aviation or 

military specification, and features abound. When the lower 

power supply section is detached from the upper high 

voltage storage half, removal automatically bleeds off the 

lethal 500 volt DC charge. Pic 4.  

 

 

 

 

 

 

 

This is just as well, note the protruding plugs which slide 

into insulated sockets in the lower base unit. The 

‘Strobomatic 500’ had been disused for 15 years when I 

acquired it and the eight large NiCad batteries were long 

dead. Pic 5.  

 

Perusal of the electronics parts catalogues suggested even 

with a trade discount, over $125 could be spent. The next step was to apply an external DC primary 

 
Pic. 1. Large & powerful 1967 ‘Strobomatic 500’.  

Wires were for initial testing. 
 

 

 

 

 

 

 

 

 

 
Pic. 2. Battery pack (left), capacitor unit at right. 

 

 

 

 

 

 

 

 

 

 
Pic. 3. Battery and DC step-up lower half. 

 

 

 

 

 

 

 

 

 
 

Pic. 4. High voltage top half. Safety discharge switch top left. 
 

 

 

 

 

 

 

 

 

 

 

 

 
Pic. 5. Not Gelignite sticks! Original NiCad battery pack. 
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voltage and determine if the monster still worked. It 

certainly did, the solid state oscillator whistling into 

life. After about 20 minutes the red neon ready light 

started flickering. Those huge capacitors were well on 

the way to being reformed. Cheered by this, I measured 

the battery compartment to see if anything else may fit. 

Pic 6.  
 

Study of the various electrically suitable batteries saw 

one possible option in two 6 volt rechargeable SLA 

(gel) batteries in series would fit with a couple of mm 

to spare. Two new batteries were duly ordered at around $50 pair, less than half of fabricating a new 

pack from suitable NiCad cells. Pic 7.  

 

Even so, I had to solder on extra lugs at 90 

degree right angles of new battery terminals to 

make the leads fit neatly. Pic 8. 

 

 

The final task in recommissioning this 1967 beauty 

was to source a suitable battery charger for the sealed 

lead acid cells in series, 12 volts. Plenty of new ones 

of course, but I remembered a neat emergency light 

box unit I had scrounged a while back with the 

thought “This looks useful one day…” and so it is. 

Meant to change over to 12 volt emergency light in a lift or such if mains power fails, it incorporated 

a sophisticated charger for a small 12 volt SLA battery also once within the steel box. After fitting a 

proper 3 core mains AC cord and two colour coded 12 volt DC charge leads plus a neat handle, the 

charger suits perfectly Pic 9.  

 

 

Performance with the new batteries is superb. Set 

to full power it allows just over f22 at 10 feet, half 

power setting gives f16 and even the quarter 

power setting reads f11, all with 200 ISO/ASA. 

Recycle times are under 10 seconds for full 

power, 6-7 seconds for half and a speedy 3-4 

seconds on quarter. The automatic cut-out stops 

the oscillator running when capacitors are 

charged, thus conserving battery current. Another 

unique feature is an optical trigger built into the 

reflector, switch selectable, which allows remote 

triggering of the ‘Strobomatic 500’ by another 

flash. The build quality is best I have seen and 

serviceability and access first class. This 

refurbished big ‘Strobomatic 500’ should serve 

well and continue to attract attention anywhere it 

appears.  

 

Graflex-built to last!  

 
Pic. 6. Lower battery compartment. Stunning quality. 

 

 

 

 

 

 

 

 

 

 
Pic. 7. New batteries (left) and original NiCad pack, right. 

 

 

 

 

 

 

 

 

 

 

 
Pic. 8. New batteries (total 12volts) perfect fit. 

 

 

 

 

 

 

 

 

 

 

 

 

 
Pic. 9. Battery charger-originally emergency light unit. 
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ROLLEI 35 - THE CAMERA THAT HAUNTED ME     

                          Herb Parker. 
 

Back in the 1980s I remember a boss of mine waxing lyrical one day about his Rollei 35 with a Tessar 

lens because it was so compact, and because the lens performance was so good. He told me that the 

Rollei 35 was the smallest full-frame 35mm camera ever built. I subsequently found that to have been 

true at the time. I now know that the later (1974) Minox 35 EL and subsequent models were 

fractionally smaller but when it appeared in 1966 the Rollei 35 was the smallest ever full-frame 35 

camera. The idea of such a small and compact camera for travel appealed (especially on business travel 

where there is usually some free time on weekends but you don’t want to look like a tourist) but they 

were just too expensive. In the end, at Auckland airport in 1984, I bought a slightly larger but cheaper 

Pentax PC35AF. I chose it over the Olympus XA-2 (Fig. 1) because it had both auto-focus and built-

in flash, and I used that little Pentax happily for a number of years, especially when travelling on 

business. It gave outstanding results and still works. 

 

This may sound ridiculous, but the Rollei 35 kept 

haunting me. Another friend in Brisbane had one 

and loved it. A little later, around 2005 in Brisbane, 

I saw a ‘Dingo Bag’ advertised somewhere–a 

handbag-sized hold-all bag for day travel (I bought 

one and still use it)–and in the advertisement a 

Rollei 35 was sticking out of the bag. A Rollei 35 

to use when travelling would have been nice, but I 

already had the little Pentax and Rollei 35s were 

not cheap. And then, in 2007 or 2008, I came across 

a stall at a flea market at Lake Munmorah, NSW 

with a few ‘point and shoot’ cameras for $5 each. 

One case had ‘Rollei’ on it, and a closer look revealed a Rollei B 35, which was a cheaper version of 

the Rollei 35 with a Triotar lens, no slow shutter speeds and a Selenium Oxide meter. It seemed to be 

in reasonable condition except for a small ‘ding’ on the side, the ‘B 35’ was badly smudged and there 

was a missing screw. I wasn’t sure if it worked but for $5 I snapped it up anyway. I got it home and it 

worked fine except for the meter, which works but is not accurate. Fortunately I remembered reading 

somewhere that the lens could only be recessed with shutter cocked. As for the missing screw I found 

a screw with the same thread among my bits and pieces and it fitted, but the camera would not work. 

I decided that the screw was too long, filed it down just a fraction of a millimetre, and that did the 

trick. So I concluded that the inside of the camera must be so congested that even a tiny thing like an 

oversize screw could cause it to malfunction. I used the Rollei B 35 a few times (with a separate meter) 

and even with the three-element Triotar the results were excellent. 

 

And then, a year or two ago by coincidence I was given 

a book in German entitled Kameras für Millionen by J. 

Eikmann and U. Vogt. The book is all about the camera 

designer Heinz Waaske, whose crowning achievement 

was the Rollei 35, although he also designed other 

cameras such as the Edixa SLR range. Waaske was an 

admirer of the Leica, but to him it was only ‘almost’ 

pocket size, so he resolved to design a camera that would 

really fit in a pocket (Fig. 2). He tried to sell his idea to 

the various major German makers at the time, without 

success, but eventually Rollei employed him and in 1966 

they produced his design, which became a best seller and 

kept Rollei afloat for at least a few more years. And that 

re-kindled my interest in a Rollei 35. By this time of 

course I had gone digital but I kept looking, hoping to 

pick one up at a reasonable price for my collection.  
Fig. 2. Rollei 35 / Leica size comparison. 

 

 

 

 
Fig. 1. The two Rollei’s, Pentax PC35AF and Olympus XA-2. 
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I run a small and very informal Photo Group here in the retirement village where I live. One day in 

May 2016 a member of that group phoned to say that an old uncle of his had a lot of camera gear he 

no longer used, which he wanted to give to me. A large bag of stuff materialised, and on going through 

it I found a lot of interesting bits and pieces including a Canon AE-1Program with data back, three 

lenses and dedicated flash, and a little ERC with Rollei on it. And inside that was - a lovely little Rollei 

35 Singapore! That was almost too good to be true, and I have of course expressed my thanks to the 

kind donor in what I hope was an appropriate way. 

 

Naturally the Rollei 35 needed to be investigated. There was a copy of the original instruction booklet 

(there was one for the Canon too), which made it easy. The camera still had film in it, which I removed, 

and it works perfectly (I have not checked the meter – the correct battery is apparently no longer 

available).  

 

Waaske largely solved the space problem by designing a new type of shutter and aperture mechanism 

which, instead of being built around the lens barrel in the usual way, utilises the dead space behind it 

on either side. In German the shutter is called ‘Platinenverschluss’ - I cannot find a translation of this 

term, but in any event it is only 5 mm thick, and the meter is coupled to both shutter speed and aperture. 

This is also why the shutter speed and aperture controls sit on the front face of the camera (visible from 

above) and not around the lens barrel. Waaske also used planetary gears extensively, a speciality of 

his that he had used in earlier designs and that saved space. Just how cramped the inside of the camera 

is can be seen from where the battery for the CdS meter sits - above the film spool. 

 

The Rollei 35 has a reputation for being solid and reliable, and it certainly feels that way. It is unusual 

not only because of the way the controls are placed, but also because the flash shoe is on the bottom 

(apparently the top plate is not strong enough). Focusing is manual, there is a full range of shutter 

speeds and I have no doubt that the f3.5/40 mm Tessar would at least live up to expectations. If film 

was still ‘in’ this would probably become my favourite travel camera in double-quick time. 

 

I think that a few comments about the differences between the Rollei 35 and the B35 may be of interest. 

The B 35 was introduced in 1969 as an economy model, and while it has the same external dimensions 

as the Rollei 35 and a similar name it is actually quite different. To begin with the B35 (270 g) is 

significantly lighter that the 35 (370 g). This is because Waaske made extensive use of plastic (DuPont 

Delrin) for the gears. Delrin is highly durable, has good friction characteristics and has the advantage 

that gears can be injection-moulded to a high degree of precision without the need for subsequent 

costly finishing. Also the camera housing is made of fibreglass-reinforced plastic rather than metal, 

using self-tapping screws. 

 

Comparing the fronts of the two cameras (Fig. 3) the B35 looks 

(and is) more conventional. There is a Selenium Oxide meter cell 

on the front of the B 35, and the viewfinder windows are 

differently placed. Shutter speed and aperture controls are on the 

lens barrel and again visible from above. This was possible 

because, first, shutter speeds are only 1/30 to 1/500 (as against a 

full range of speeds from 1/2 to 1/500 on the Rollei 35) and 

secondly because the meter is not coupled, and this saves a lot of 

space. There are a lot of other differences (see Figs 4 and 5). The 

placement of the button to enable the lens to be retracted, the 

rewind button, the location of the film counter, the rewind lever 

and the method of opening the camera are all different, as are some 

construction details not visible from the outside. 

 

To conclude this article let me mention some further variants of 

the Rollei 35. A Rollei 35 C (like the 35B but without a meter) 

was introduced in 1969 but did not sell well and was soon 

withdrawn. In 1972 Rollei transferred its manufacturing to 

Singapore to reduce costs and, although models made in Germany attract a premium price from 

 
Fig. 3. Frontal comparison. 
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collectors, the cameras made in Singapore are said to be just as good, and more than two million Rollei 

35 models were produced in Singapore before the factory closed in 1981. In 1974 the Rollei 35S was 

introduced with a Sonnar f2.8/45 mm lens, which also led to the original Rollei 35 being re-named the 

Rollei 35T.  

 

 

 

 

 

 

 

 

 

 

 

 

 

The Rollei 35TE and 35 SE models were introduced in 1980, and had the meter reading visible via an 

illuminated diode in the viewfinder, but these models were not too well received. There were several 

luxury variants with gold or platinum, but a model with a coupled rangefinder proved too complex to 

produce and was never marketed. The Rollei 35, to my mind, was one of the all time classics, and it is 

little wonder they are still so much sought after by collectors. Mine is now one of my real treasures! 

 

What the heck is a VALOO?      Michael Parker. 

  

Settle down Leica experts. You already know from the code word that this is one of the two thousand 

or so Leica accessories and you may know what it is.  Let everyone else have a go.   

 

I acquired this as an ‘extra’ thrown in the box with a purchase from the USA.  The Leitz logo and 

manufacturing precision were a bit of a hint that it was part of the Leica system and subsequent research 

identified it as VALOO. 

 

The VALOO is 26 mm high overall and comprises a brass hipped cylinder 

inside a thick aluminium collar with a tapered end.  The brass cylinder has a 

knurled rim protruding at the top end and at the base, an internal flange with 

a small square cut-out.  The internal cylinder rotates through a 90⁰ arc with 

click stops calibrated as f-stops on the tapered part of the outer collar. There’s 

a small fixing screw at the base of the collar.   

 

The purpose of VALOO becomes clearer once you’ve teamed it up 

with an old Leitz Elmar.  You need the 50mm f/3.5 collapsible 

Elmar with the ‘modern’ aperture markings of 3.5, 4. 5.6 etc.  The 

device fits over the aperture control adjacent to the lens front 

element,  locks on to the outer rim of the Elmar with the fixing screw 

and lo and behold, you have not only a (rather heavy) lens hood but 

an aperture adjuster that doesn’t 

have you leaving fingerprints on the 

front lens element.  The standard 

19mm filters can still be used on the 

Elmar and VALOO can take push-

on and threaded filters as well.  

  

The VALOO was released by Leitz in 1949 and in addition to its lens 

hood duties, allows the Elmar to be more easily used as an enlarging 

lens or with the Leitz Reprovit.  A genuine multi-function device!  

 
Fig’s 4 & 5. Top and Bottom views of cameras.  
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The Turist camera (турист)      Michael Parker 

 

Around 1910 the Swiss company G. Zulauf & Co., Zurich, manufactured 

a compact folding camera called Bébé that was marketed by Carl Zeiss. 

In 1912, Zulauf joined the manufacturing conglomerate Internationale 

Camera AG (Ica) in Dresden and Ica continued to manufacture the Bébé 

camera (Fig. 1). The Bébé is a relatively simple camera comprising a 

front aluminium plate (holding the lens and internal leaf shutter) joined 

by collapsing steel struts and bag bellows to an aluminium back to hold 

plates or cut film.   

The camera uses focussing by the lens front element and has provision for eye level composition and 

ground glass focussing.  

 

The Ica Bébé  

According to the 1922 Ica catalogue (Fig. 2), the camera was made in two 

versions: Bébé No 40 for 4.5 × 6 cm plates or film-packs was small for its day, 

weighing only 440 grams and was sold with the Dominar Anastigmat or Zeiss 

Tessar each of 7.5 cm focal length.  Bébé No 41 (870 grams) for 6.5 × 9 cm 

plates or film-packs was sold with the Dominar Anastigmat or Zeiss Tessar each 

of 12 cm focal length.  The Bébé camera was commercially successful and with 

only minor modifications, stayed in the Ica catalogue up to 1925. 

 

A new camera for Stalin’s second 5-year plan 

Fast-forward to the early 1930s and the boardroom of the State Optical and 

Mechanical Factory/Federal State Bureau of Political Affairs (GOMZ/OGPU) 

in Leningrad, one of the manufacturing arms of the Federation of Optico-

Mechanical Factories (VOOMP). The first of Stalin’s five-year plans, designed 

to make the Soviet Union economy self-sufficient, is coming to an end; industrialisation is moving 

ahead, agriculture is being collectivised and on the camera front, imports are banned and the State 

Optical Factory (GOZ, later GOMZ) has begun production of the Fotokor camera (Fig. 3), a close 

relative of the Zeiss Ikon Maximar. But the second five-year plan (1933–37) is looming and 

production and efficiency must increase. For GOMZ, that means more cameras available to the 

general population. 

 

GOMZ will continue to produce the Fotokor during the second plan, but 

that camera is complex and expensive with rack and pinion focussing, 

rising, falling and shifting front, an inbuilt level and a small reflex finder 

as well as a sports finder. Aluminium for the panels is often in short 

supply, the bellows require skilled production, the imported shutters used 

on some versions are expensive and the 9 × 12 cm plate size increases the 

raw materials requirements and costs. To increase production, the factory 

needs to develop a smaller, less complex camera at an affordable price.   

 

The Ica Bébé 41 provides inspiration; the GOMZ shutter developed in 

1931 can replace expensive imports and moulded Bakelite can reduce the reliance on metal 

components. The new camera is planned and designated турист (Tourist) and production starts in 

1934. The name may seem a little inappropriate in austere post-revolutionary Russia but, for most of 

the Soviet Union, tourism as described below and under the auspices of the Society for Proletarian 

 
Fig. 1: The Bébé camera. 

 

 

 

 

 

 

 
Fig. 2: Bébé camera page 

from the 1922 Ica catalogue. 
 

 

 

 

 

 

 
Fig. 3: The Fotokor, one of the first 

mass-produced Soviet cameras. 
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Tourism, was not as we may now know it. The Turist camera would have been a relatively low cost 

and lightweight item that could be tucked into a backpack for a 5-day hike.  

 

Bakelite construction 

The Turist uses Bakelite for all body panels in place of the aluminium 

of the Bébé. The front panel with the moulded name ‘турист’ in lower 

case (турист) is screwed to a wood board holding the lens and shutter 

assembly and internal thin steel frames clamp the bellows front and 

back. The struts are nickel-plated steel. A few early examples (Fig. 4) 

make use of an imported Compur shutter, but this is short lived and the 

GOMZ self-cocking three-speed shutter (1/25, 1/50 & 1/100), with one 

brief exception, is used in all subsequent variations. When folded, the 

camera is quite compact and at 575 grams with focussing hood and 

ground glass, is relatively lightweight.  

 

The focussing hood of the Turist is built on a Bakelite framework and the moulded door with GOMZ 

logo covering the hood is also Bakelite.  The material surrounding the 

ground-glass focussing screen appears to be oiled cotton and in use, it is 

held in place by two thin, cotton-covered steel plates. The holders for 6.5 

× 9 cm plates or cut film are stamped with the GOMZ logo and 

LENINGRAD. The bellows are a laminate of thin leather and black cotton 

material enclosing several truncated triangular stiffening pieces, which 

ensure that the bellows fold neatly and flat when the camera is closed. 

When the camera is open, the bellows form rigid rectangular sides giving 

the appearance of an up-market box camera (Fig. 5).  

 

Lens & viewfinders 

The lens used in all variations of the Turist is the Industar 7, a four-

element f/3.5, Tessar-type of 10.5 cm focal length. The iris is 

calibrated in the ‘modern’ system (4, 5.6, 8 etc) from f/3.5 to f/32.  

Focussing from 1.5 m to infinity is achieved by rotation of the front 

element and the three-speed shutter sits between the lens elements. 

This lens must have been well regarded as it is also the prime lens 

of the high quality, but short lived, 1937 Reporter press camera 

(Fig. 6), the Soviet answer to the Plaubel Makina.  Since the great 

majority of Industar-7 lenses were used on Turist cameras, the lens 

number provides a reasonable indication of the place of a camera in the production period.  

The Turist has two viewfinders; a Newton finder, with a plano-concave lens, in the front and a tiny 

low-power positive lens at the back providing a portrait perspective.  Both lenses are housed in hinged 

chrome surrounds and the front lens slips neatly into a moulded slot when the camera is collapsed.   

Beginning in 1927 (and continuing well into the 1950s) handbooks told would-be 

tourists how to become self-activating tourists, advising on ways to form small and 

harmonious groups, select a destination, plan a budget and carry out a trip.  For its 

part, the Society for Proletarian Tourism pledged to provide inexpensive lodgings 

and transportation for these independent groups and they lobbied for the production 

of touring equipment–tents, rucksacks, boats–to facilitate life on the road.  

(Extract from:  Turizm: The Russian and East European Tourist Under Capitalism 

and Socialism) 

 
Fig. 4: The rare first model Turist 

with Compur shutter and lens no. 496. 

 

 

 

 

 

 

 

 
Fig. 5: Internal view  

of the Turist camera. 

 

 

 

 

 

 

 
Fig. 6: The 1937 Reporter camera  

used the same lens as the Turist. 
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A sports finder with landscape perspective comprises a wire frame 

hidden in the front Bakelite panel and a hinged eye sight at the rear. 

Both finders can be seen in Fig. 7.  

 

Five model variations 

Aidas Pikiotas (see reference below) has identified five minor 

variations of the Turist camera. Version 1 with Compur shutter is shown 

in Fig. 4; a variation with red Bakelite and red bellows is in Fig. 8. The 

red variation is quite rare and might have been intended as a 

presentation item. 

Version 2, with glossy or stippled front, and usually with 

a milled channel on the front panel to accommodate a 

cable release, is in Fig. 9. The shutter disc is brass in early 

production, changing later to aluminum. This is the most 

common version. 

 

Version 3 (Fig. 10) is the 

same as Version 1 except 

that the shutter has been 

replaced with a domestic 

‘TEMP’ shutter identical with the Compur in having a full range of 

speeds from 1 sec to 1/200 sec.   In Version 4, there is a subtle change 

in the logo initials from those of GOMZ (ГОМЗ in Cyrillic) to VOOMP 

(ВООМП in Cyrillic) (Fig. 11). 

Version 5 (Fig. 12) has a plain Bakelite 

front without the moulded camera 

name. 

 

The sturdy nature of the Turist camera 

is such that, from a production volume 

of 136,000, examples (usually 

described as ‘very rare’) can readily be 

found for sale on internet auction sites. 

Production of the Turist ended in 1938 

and by that time, the Soviet interest in 

amateur photography was being met by 

a growing number of 35mm cameras 

from simple Bakelite models to the more sophisticated FED camera. 

 

Acknowledgments. Figures 4, 6, 8, 10 and 12 are from the website 

http://www.sovietcams.com set up by Aidas Pikiotas.  My thanks to Aidas for his agreement to use these images.  

Thanks also to Scott Bilotta for providing a scan of Figure 2 from his website http://www.vintagephoto.tv.    
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Fig. 7: Turist camera and focussing 

hood showing both viewfinders  

and lens no. 138101. 
 

 

 

 

 
Fig. 8: Turist Version 1 in red, 

lens no. 64777. 

 

 

 

 

 

 

 
Fig. 9: Turist Version 2 – 

the most common version, 

lens no. 76713. 

 

 

 

 

 

 

 
Fig. 10: Turist Version 3 with TEMP 

shutter lens no. 94236. 

 

 

 

 

 

 

 

 
Fig. 11: Version 4 has a new logo on the 

shutter dial – the VOOMP logo is on top. 
 

 

 

 
Fig. 12: Turist Version 5 with 

plain front panel, lens no. 60643. 
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The Meopta Opema II     Stefan Sztromajer 

 

Amongst many Leica similar cameras, the Opema, produced in the early 1950 by the Meopta Plant 

in Prerov, Czechoslovakia, seems to be the most interesting. There were two models, the first one 

without a rangefinder, and the second one, the Opema II, provided with such an accessory (Figs 1 

and 2). While both cameras are rare, the first model is very uncommon: I saw it only once in the 

Slovakian Museum of Photography in Spisska Bela. By the way, there was one of the most interesting 

displays I have seen.  

 

 

 

 

 

 

 

 

 

 

 

 

The die cast alloy body of the camera is covered with black genuine 

leather while the top and bottom plates are chromed.  

 

Opema II is fitted with the coated 3.5/ 45 Belar lens fig. 3. The 

collapsible standard lens, four element triplet of Tessar design fig. 4 

is outwards similar to the Leitz Elmar. Even its flange focus distance 

(the distance between the flange front and the surface of film, called 

also the lens seat distance) is like in Leica, equal to 28.9 mm. But its 

screw mounting is of 38mm thread diameter (the Leica’s thread is 

39 mm).That was a source of real problem if anybody wished fit the 

Opema with the Leica lens using force.  

 

The lens focusing is coupled with the rangefinder by means of the 

swinging lever a (see Fig. 5). The Galileo viewfinder and the 

rangefinder in the single eyepiece makes focusing and aiming more 

comfortable than was the case for contemporary Leica cameras.  

 

On the top plate (Fig. 6) there are (from left to right) the film back 

transport knob - a, the accessory shoe - b, the speed setting dial - c, 

the synchro contact - d, the release button - e and the film transport 

knob, fitted with the frame counter - f.  

 

The focal shutter provides speeds 1/25 – 1/500 and B.  

 
Fig 1. Opema II. 

 

 

 

 

 

 

 

 

Fig 2. The lens collapsed. 

 

 

 

 

 

 

 

 

 

 
Fig 3. The Belar lens. 

 

 

 

 

 

 

 

 

 

  
Fig 4. Diagram of the Belar lens. 

 

 

 

 

 

 

 

 

 
Fig 5. The rangefinder coupling lever. 

 

 

 

 

 
Fig 6.  The top plate. 
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The back plate (Fig. 7), is removable (similar to 

that of the Zeiss Contax). After removing the 

back plate (Figs 8, 9 and 10), the camera could be 

loaded easily, even from cassette to cassette, 

which is sometimes useful (removing just the 

exposed frames, until the whole film has been 

finished and no darkroom is needed).  

 

On the bottom plate there are two locking keys 

and the tripod thread (Fig. 11). The film frame 

dimensions are 24×32 mm, (not the usual 

24×36), so 40 exposures are obtained from the 

cartridge. The camera was sold with a leather 

case (Fig. 12).  

 

As far as I know, there were six lenses to replace the standard one when a wide or tele lens was 

needed:  

 

The Largor f6.8/30, with its finder, not rangefinder 

coupled; 

The collapsible Openar, f2/45; 

The collapsible Belar, f2.8/45; 

The Tele Mirar f4.5/90 with its finder; 

The Tele Mirar f4.5/135 with its finder; 

The Telex f6/180 with its finder, but not rangefinder 

coupled. 

 

 

 

 

 

 

 

 

 

In conclusion, the Opema II was a really good miniature 

camera on the Eastern Block market and certainly better than the contemporary Russian Zorki or the 

similar Mometta from Hungary. (Fig. 13.)  

 
Fig 7. The camera back. 

 

 

 

 

 

 

 

 

Fig 8. The removed back. 

 

 

 

 

 

 

 

Fig 9. The camera inside. 

 

 

 

 

 

 

 

Fig 10. The loaded camera. 

 

 

 

 

 

 

 

Fig 11. The bottom plate. 

 

 

 

 

 

 

 

 

 

 

  
Fig 12. The Opema II case. 

 

 

 

 

 

 

 

 
Fig. 13. Mometta II from Hungary.  
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Louis XIV, the ‘Sun King’ famously said: “After me the deluge!” Now I don’t know about other 

collectors, but we all have to die some day and I sometimes think of what will happen to my collection 

(and other things I value) when I do ‘fall off the perch’. It is something 

worth thinking about, and so I decided I'd share my thoughts with readers. 

 

Yes, I am a collector of cameras and photographica and yes, my collection 

has value. But I am also fortunate in that there are a number of other objects 

in my home which are of interest and/or have value. Some of these are 

family heirlooms which I have inherited, including some very nice Chinese 

antiques, rugs and furniture which my parents brought with them from 

China in 1951. I would hate to see these things just get sold or, worse still, 

given to charity because nobody realises their worth or significance. To my 

mind my photographic collection is one thing, and the heirlooms etc. 

another, and so I view them separately. Because the ‘heirlooms etc.’ 

category is of more general interest I will start with that. 

 

What I have done first of all is to take a photograph of each item. I have then sat down and typed a 

complete list of all these items, starting with a photograph and then a description of what it is, its 

history (as far as I know it) and my ‘guesstimate’ of what it might be worth. I then printed out the 

entire list and placed a copy in a fireproof container, together with other important documents such 

as Wills, Advanced Health Directives, Powers of Attorney, documents about the lease on our villa 

here and a summary of financial arrangements. So when the time comes whoever has to sort out my 

affairs will at least have something to go on. 

 

There are some specific comments which I think are relevant here:  

 

Monetary value, to my mind, is largely irrelevant when it comes to family heirlooms, which should 

be treasured for what they are, not what they are worth, but still one must have some idea of their 

value. My hope is that, when the time comes, my two offspring will sort out amicably between them 

who gets what. Where significant family heirlooms are 

concerned I have expressed my wish that, if neither of them 

wants an item, then it should go to any other member of 

my extended family who wants it. There are also two 

specific items (a model of a historic sailing ship and a 

collection of some 90 warship models in a glass display 

case) which I have decided to leave to a particular museum, 

after first checking that they would want these items. My 

thinking is that, this way, many people will enjoy these 

things after I am gone. 

 

And now to my collection of cameras, photographica and 

related items such as microscopes and other bits of old 

technology. This collection certainly has monetary value 

but little if any sentimental value for my heirs. A museum? 

Realistically I have some nice stuff but not really special 

enough for a museum. So what I have done is this: I have 

compiled an Excel spreadsheet of each and every item in 

my collection, which I regularly update, and which shows 

against each item Make, Model, Serial Number, condition, 

what I paid for it, what it's worth according to my (2006) 

McKeowns, what I think I would have to pay to replace it, 

what I think it might fetch if I tried to sell it and No. of items (to keep track of the total). I realise that 

the values are only guesses, but my guess is a lot better than a guess by someone who knows nothing 

 AFTER ME - WHAT?                   Herb Parker 

 
This rug, handmade in Tsingtao, 

China in my grandfather’s 

factory, given by him to my 

mother on the occasion of my 

birth – how can I replace that? 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

My model of ‘Seeadler’, the World War I armed German 

commerce raider commanded by the famous ‘Sea Devil’ 

Count Felix von Luckner. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
A few of my 90 odd model warships. 
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about old cameras. I have also listed bits that go with a camera, such 

as ERC, lens cap, instruction book or extra lenses - that way at least 

whoever sorts it out knows that such and such an item exists, and 

makes it more likely that it will be matched with what it belongs to. I 

attach a sample spreadsheet to show what I mean. 

 

In instructions with my papers I have indicated that I want my 

photographic collection to go to my two grandsons (I have no 

granddaughters). Since it is unlikely either has a use for a lot of old 

cameras and stuff they will probably sell them and share the proceeds. 

They can do this either by selling the lot to a dealer or dealer/collector, 

which is easy but will yield a lot less money, or item by item on eBay 

or similar, a lot more work but a lot more money too. I have left some 

suggestions re going about this, but either way my spreadsheet gives 

them an idea of what is valuable and what is not. I know it's not perfect, but it's the best I can think 

of. 

Finally what about 

insurance? Again heirlooms 

etc. are one thing, and my 

cameras another. Many 

insurers offer a ‘new for old’ 

policy, but what am I 

supposed to do with around 

280 new cameras? Or what 

‘new’ whatever will replace a 200 

year old vase? Others limit their 

liability for loss of items of value or 

collections to a percentage of the 

total sum insured, which applies in 

my case. Now if a particular 

heirloom was stolen, or even if my 

entire collection of cameras was to 

vanish in a puff of smoke I would 

still have a bed to sleep in, a table to 

dine off, a TV to watch and a car to 

drive, so my lifestyle would not 

really be affected. So is there really 

any point in insurance? I have given 

this a lot of thought, and I believe 

that the major risk would be either a 

fire or natural disaster, or 

burglary/theft. A fire or natural 

disaster would probably destroy all 

my home contents including my 

collection, in which case the 

insurance company pays out the 

total sum insured and that's that. As 

for theft or burglary a burglar or 

thief is not likely to know what has 

value and what hasn’t, and in any 

case is only likely to take a few 

items. That means I would be 

covered under the clause covering collections or items of value. For me that’s good enough, 

especially as the likelihood of it happening is low.  

I am sure I am not alone in thinking about these things, and hopefully by writing this article it will 

get others thinking too, and maybe record their thoughts.  

 
This nest of tables and the red vase have 

been in my family for at least 80 years. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Part of my camera collection. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
And old optical instruments. 

 

 

 

 

 

 

 

 

 

 
Model Chinese junk, also of great 

sentimental value. 

 

 

 

 

 

 

 

 

 
Typical spreadsheet layout in Excel. 
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C A R E N A           Han Fokkelman 

 

France has always been the country with many ideas and developments that were never recognized for 

their importance. Many consumers were more interested in German products than in French. But 

photography is a French invention, Lumière was the first big European manufacturer of photographic 

emulsion, including colour products, the Pathé brothers were the first in Europe with their cinema and 

the projection apparatus. The first projection screen on a tripod was a French product. The Germans, 

Mechanische Weberei, made this into a solid product.  

 

If you look in a booklet about film apparatus in France you 

will see that 15 firms in Paris were producing film 

apparatus in 1956. Sometimes they would do it in a 

modernised shed, but their products were on the French 

market. One of them, well known in these days, was the 

firm Emel who made movie cameras that looked like the 

pre-war Bell & Howell Cameras. That was possible 

because the ex-designer of B &H, Grimm, went to France 

in the thirties and, with his wife, founded the Emel factory. 

Another name on the list is the firm: Carena, s.a. 

 

Jacques Broïdo, director of sales at Pathé, got the patent 

for a small pocketbook-sized movie camera ‘Carena’. After some years of looking for an investor he 

found Gevaert as a partner and, in 1953, the first Geva 8 Carena appeared on the market, produced by 

the firm Kovac. (Photo 1)  

 

This 33 mm-thick reddish-purple camera was of a different design, but had all that a consumer wanted 

in those days. The speeds are single frame, 8, 16, 24 and 32 frames/sec. The lens is the SOM Berthiot 

Cinor f2.5/12.5 mm and with yellow and orange filters ready to move in front of it. This gives the idea 

that the monochrome films were more usual than colour films.  

 

The f-stops are adjusted using the round switch. If you press the switch at the rear of the camera the 

viewfinder jumps out of the camera body. In the beginning it was difficult to use the viewfinder for it 

was too small, but in 1954 the same camera appeared with a larger viewfinder, see photo 1, the Carena 

103. 

 

 

The Carena 2 appeared in 1957, a grey camera that was introduced for users other than the followers 

of fashion. The lens is the same Som Berthiot Cinor 12.5 mm but is interchangeable and was available 

as f1.9 or f2.5. The filters were gone, but at the other side of the camera is a long Newton viewfinder 

mounted on the cover of the film inlay. This camera remained in production till 1960. (Photos 2 & 3.)  

 
Photo 1. Geva 8 Carena. 

 

 

 

 

 

 

 
Photo 2. Carena 2. 

 

 

 

 

 

 
Photo 3. Carena 2, viewfinder side. 
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In 1954 Broïdo had already patented a spring motor in the grip of a 

camera. By twisting the grip the spring could be wound enough to 

transport 2.1 m film. An optic and an acoustic signal made it possible 

to know at any moment how long to make the scene. (Photo 4.)  

 

This construction needed another design and in 1960 the ‘Gevaert 

automatic’ appeared on the market. The Carena s.a was now situated 

in Genf, Switzerland, but the camera was produced in Mauren in 

Liechtenstein. The same factory produced calculators and the 

Rectaflex camera. But they always promoted this camera as a product 

of Liechtenstein labelling it: ‘Made in Liechtenstein.’ 

 

After 1962 this camera was called ‘Auto-Carena’, Gevaert was not 

mentioned any more.  

 

This small, modern looking, camera was a success at once. At the 

1961 Trienniale in Milan they received a gold medal. There is an 

automatic exposure control, the speeds are: single frame and 8, 16, 24 

and 32 frames/sec., and the film inlay is fully automatic since they use 

the Bauer automatic film inlay system. The lens is the Steinheil 

Culminon f1.9/13 mm. The tele preset lens is the Steinheil Addifocus 

f1.9/26 mm and the wide angle preset lens is the Steinheil Redufocus f1.9/6.5 mm. The zoom preset 

lens is the Vario-Quinar 26 mm that came later. This preset was in combination with the viewfinder 

and the exposure meter mounted so the camera became a total 

zoom camera. 

 

 

The model ‘ZOOM’ was produced for only a short time. It 

had the Angénieux K1 f1.8/9-36 mm zoom lens but there was 

no exposure meter. The Carena Zoomex K2 II has the 

Angénieux f1.8/7.5-35 mm. The Zoomex Variogion II had a 

Schneider f1.8/9-30 mm, and in 1964 the Zoomex-S 

appeared with an Angénieux f1.8/6.5-52 mm. (Photo 5.)  
 

 

When Super 8 film appeared the sales went down. The Super 

8 cartridge required another design and a special design was 

not possible. The Double Super 8 on a spool was hard to find 

and Single 8 was not popular outside Japan. By the 

beginning of the seventies Carena, s.a., had gone 

bankrupt and was liquidated.  

The Swiss company Interdiscount A.G. acquired the 

name and used it for a line of cameras made by 

Nalcom and Petri in Japan. (Photo 6)  

In Germany it was the Ringphoto group that sold 

these cameras, and in the US it was handled by World 

Photo Marketing and later by Photo America 

Corporation. 

After 1980 the camera disappeared. 

Sources: Film Cameras by Jürgen Lossau.  

 
Photo 4. Gevaert automatic. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Photo 5. Zoomex. 

 

 

 

 

 

 

 

 

 

 
 

Photo 6. Zoomex 7710-lM. 
 

 

 



 

 
John Fleming explains why ‘they don’t build them like they used to’ 

as he resurrects a Graflex Strobomatic 500. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Herb Parker asks what we try to avoid thinking about. 

What happens to it all after we’re gone? 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
The CARENA comes from Han Fokkelman.  

 

 

 

 

 

 

 
Pic 1. 

 

 

 

 

 

 

 
Pic 3. 

 

 

 
Pic 2. 

 

 

Just how does this largely unsung and forgotten Australian hero (Pic 1) 

merge with a flying suit (Pic 2) and a photo reconnaissance Spitfire? 

(Pic 3)  

His contributions to aviation, photo reconnaissance in particular, come 

together in the Cotton Story from Roger Burrows.  
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