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Notes from the desk of the Editor: 

Back when I moved house across to Greensborough, I cursed the fact 
it was cameras I collected and not stamps! I wonder if anyone collects 
old computers? Sent to me recently was this photo of ENIAC of 1940. 
No way you’d smuggle that past the wife! In brief, although ENIAC 
was designed and primarily used to calculate artillery firing tables for 
the United States Army’s Ballistic Research Laboratory, 
its first programs included a study of the feasibility of the 
thermonuclear weapon. ENIAC was heralded as a “Giant 
Brain” by the press. It had a speed on the order of one 
thousand (103) times faster than that of electro-mechanical 
machines; this computational power, coupled with 
general-purpose programmability, excited scientists and 
industrialists alike. This combination of speed and 
programmability allowed for thousands more calculations 
for problems, as ENIAC calculated a trajectory in just 30 
seconds that took a human 20 hours (a 2400× increase in 
speed). Be it cameras, computers, clocks or cars, progress means miniaturisation. Perhaps the above illustration 
is a reasonable example.  
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Large Format Press Cameras-Part 1       Keith Forsey 
 
In 1940 Willard and Morgan published the first edition of ‘Graphic Graflex Photography’. The Eighth 
Edition published in 1947, has a chapter on ‘News and Press Photography’ written by Frank 
Scherschel, photographer, LIFE, and Stanley.E.Kalish, Photo Editor, The Milwaukee Journal. It notes 
that ‘The importance of modern news photography is presented in this chapter in a new form.’ It starts 
by stating that the newspaper photographer is no longer a dumb, tough guy with lots of brass. 
Photographers are now more likely to be educated men who combine polish with a knowledge of what 
goes on in the world. He is no longer the ‘tool’ of the reporter, but is now in this picture minded world, 
the photo journalist, who has the ability to pick the right moment to take the photo that makes the 
story. 

For all-round ability, the photographer trained in 
a small newspaper is the best camera craftsman. 
He needs good equipment, and his almost 
unanimous choice is a 4x5 inch Speed Graphic.  
 
The Speed Graphic is equipped with a built-in 
front shutter and a flash synchroniser. Fast film 
is seen to be the ‘universal’ camera for news 
photography. 
The camera features: 
 Front shutter speeds from 1 second to 
1/400, plus ‘Time’ and ‘Bulb’; 
 Back [curtain] shutter with speeds from 
1/10 to 1/1000 second; 
 Rising and shifting lens board to permit 
straightening lines in photographing buildings; 

 Freedom to use either sheet film or film pack; 
 Ability to be fitted with a variety of lenses, from wide angle to telephoto; 
 Large-size negative that can be processed quickly without regard to grain; 
 Essentially rugged and adaptable. 
 Note: The Crown Graphic model does not have the focal plane shutter. 

By example, the Milwaukee Journal’s equipment is described. Each man (no photographer seems to 
be a woman) has a 4x5 Speed Graphic, fitted with an f4.7 lens, synchroniser, 18 film holders, a No.1 
Crown tripod, tilting top for angle shots, up to 3 extensions for side lights and flashbulbs, an A and a 
K2 filter with lens shade, a focussing cloth, bulbs, and a carrying case. Film and bulbs are never 
rationed on the theory that unrationed supplies make for better pictures.  
 
Photo supplementary equipment includes a 12 inch 
f3.5 Graflex camera used mostly for football pictures; 
a 20 inch Graflex and a 28 inch Big Bertha. Add in 
flash units for high-speed photography based on the 
stroboscopic light, as pioneered by Harold Edgerton of 
MIT for colour and multiple exposure. Each two light 
unit weighs 32 pounds [14.5kg] and are carried by four 
Journal photographers. The units were designed and 
made by a Journal photographer. They even add a pair 
of hip boots for flood assignments. 
 
I have included below an example of a Harold 
Edgerton multiple electronic flash photograph 
published in 1947. 
 
My Graflex 5x4 camera came in a very heavy fitted leather carry case, a Cooke 15 inch telephoto lens 
and other accessories.   

GRAPHLEX Pacemaster Speed Graphic 4x5, 
Graflex Optar f4.7 135mm c1947-54. 

Barbara Morgan, New York 4x5 speed graphic camera,  
Zeiss Tessar, focal plane, Flash bulbs-  

Photo from ‘1947 Photographie’. 
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Newspaper photographs were divided into 4 categories of work: 
 

1. The fast-breaking, thrilling news assignment (Glamour No. 1) 
2. The sports assignment (Glamour No. 2) 
3. The routine assignment (No glamour, but 80% of the work) 
4. Special assignments (society, fashion, rotogravure jobs, and commercial work) 

  
What about the German pressman? 
Most likely he will be carrying a 
Linhof Press 4x5 inch camera. 
‘Linhof Practice’ recommends, that 
for outdoor sports photography, one 
should use moderate lenses and the 
sports-finder, noting that three times 
enlargement for press reproduction is 
easily possible. It suggests that a 
rangefinder is not necessary for this 

kind of work. Flash is only to be used indoors and avoided if possible 
because of its effect on the contestants.  

 
For general press work flash is OK but don’t use longer focal lengths as they will almost invariably 
show camera shake when used hand held. Better to make greater enlargements from sharper negatives. 
Linhof do not mention a need for a camera equivalent to the Graphlex type. In 1950 the Linhof press 
was available in both 4x5 and 6x9. By 1958 they would offer a new design of press camera, the 
Technikna Press 23. 
  
What about our patriotic British photographer? He will be carrying an MPP Micro-Press 4x5 press 
camera introduced in 1951. Micro Precision Products (MPP) was set up in 1941 to make technical 
‘hand and stand’ cameras for the British forces. They are loosely described as being cousins to the 
Linhof. I believe that they would have had access to the Linhof patents at this time. They trialled a 
Press camera in 1950 and from 1951 produced the Micro-Press. Serial numbers start at 3000. The 
body of the MPP Press camera is made from seasoned mahogany. Its focal plane shutter has speeds 
B, 30-1000 and had an optional lens with between-the-lens shutter.  
 
The 4x5 press camera was always supplemented by a quarter plate (31/4x41/4”) little brother. As the quality of 
roll film improved, designers were working on smaller cameras based on 120 roll film. They would use the 
6x9cm formats. Part 2 will cover the development of these new smaller and handier cameras. 
 
References and direct quotes have been taken from: ‘Graphic Graflex Photography’, 8th Edition, 1947 
‘Linhof Practice’, 1958 edition. 
McKeown’s Cameras, 12th Edition, 2005 2006 ‘Wikepedia’ ‘Camerapedia’ and other internet sources.  

GRAFLEX Super D / 5x4” SLR with Linhof ground 
glass back Ser. No. V83301- 190mm Graphlex Optar 

f5.6 (c1948-58) 

Cooke telephoto Anastigmat 
15 inch 380mm Series VIII f5.6

Edgerton, Massachusetts- Multiflash 
Photo from ‘1947 Photographie’. 

 
LINHOF Standard Press 5x4 

(Ektalite fresnel) Press- 
Xenar 127mm f4.7 c1955 (Ser. No. 42112) 

MPP Micro-Press camera, Graflex Optar 
162mm f4.5 c1951 (Ser. No. D 30852 P4)
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ULTRABLITZ MONOJET                                           John Fleming 
 
A vast number of years ago, the studio where I was ‘learning the ropes’ 
had a massive 1950s Blaupunkt ‘Reporter’ electronic flash. This was 
THE professional portable unit of the time and I can also vividly 
remember the 6.3 kilogram weight on my 16 year old shoulder! This 
stupendous piece of powerful pro equipment featured a plywood case 
covered with ‘Rexine’ that was trimmed with aluminium edging, a 
heavy 4 volt acid filled battery and a buzzing vibrator power supply 
generating a whopping 500 volts for the big flash tube. Not content with 
that, Blaupunkt also offered a booster which clipped on under the main power pack and gave well 
over 400 watt/seconds of intense light. The old ‘Reporter’ could also operate from AC mains and was 
probably one of the first flash units to have a plug-in photo cell trigger as an option. Another unique 
accessory was a small light which fitted to the top of the flash head enabling subjects to be more easily 
seen in semi-darkness. Toward the end of the 1950s Blaupunkt changed their name to Ultrablitz and 
the last ‘Reporter II’ flash bore that badge around 1959. Pic 1 

 
Recently I noted the Ultrablitz brand name again whilst archiving some 
vintage photo advertisements. One in particular shows the sleek one 
piece 1961 ‘Monojet’ and predicts the flash will still be operational in 60 
years time, the year 2020! Pic 2 It was certainly a futuristic looking unit 
for the 1960s, and my curiosity aroused, I uncovered 
more information about the model and the claimed 
longevity. 
 
Whereas the traditional 1950s flash units mostly 
used heavy, acid filled wet cell batteries, by the late 
1950s some of the makers had designed units with 

rechargeable nickel cadmium (NiCad) batteries. The new Ultrablitz ‘Monojet’ 
was one of these and also showed a fresh new styling approach, a total contrast to 
the shoulder-stretching earlier models from many manufacturers. The question 
remains though, considering the 1961 advertisement, will the smart 

looking ‘Monojet’ still be 
operational after some 60 years, 
around 2020?  One offered for 
sale recently probably will, 
having the advantage of still 
being new-in-the-box’. Pic 3. 
This unique offering even came 
with an original importer’s 
packing carton, synchronising and 

mains leads, everything absolutely brand 
spanking new! Pic 4 The shutter synch lead 
plugs into the base of the flash via a two pin 
socket, above which is a flash test push button. 
Pic 5  
The smooth one piece styling of the ‘Monojet’ 
neatly incorporates in the flash head an exposure calculator and the on-off 
switch. Pic 6 Although we haven’t quite reached 2020, this particular 
‘Monojet’ fulfils the maker’s 1961 prediction and is operational (on AC 

mains anyway) as proven by it being hooked to an optical slave flash trigger to enable it to flash whilst 
having its own photo taken. Pic 7 The inbuilt NiCad batteries just might function too, as I have a 
couple of German manufactured ‘Eveready’ 1.5 volt ‘C’ cells dated 1967 which still charge and power 
quite well. The featured Ultrablitz ‘Monojet’ is truly a delightful time capsule, but I just wonder if 
there could be a similar condition, brand new 1956 Blaupunkt ‘Reporter’ tucked away somewhere?  

Pic. 1. Massive 1957  
Blaupunkt/Ultrablitz Reporter.

Pic. 2. Predictive 1961 advertisement.

Pic. 3. New-in-the box!

Pic. 4. Time capsule 1961 Ultrablitz ‘Monojet. 
Pic. 5 Synch lead socket & flash test button.

Pic. 6. On-off switch, exposure 
calculator, ready light top. 

Pic. 7. ‘Monojet’ flashes (via slave 
cell) during exposure.
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Fritz Kaftanski…………Fritz who?        Roger Burrows 

Fritz Kaftanski is not a name that is usually bandied around in camera circles yet he was an important 
contributor to the industry in many ways. His work on some of the then new materials and his ideas 
for cheap everyday cameras were, to say, the least very 
interesting. In researching this man I found a large volume 
of work on the Internet but most in languages I could not 
read nor find an interpreting link for. My interest came 
about because I have half a dozen cameras of his design in 
my collection and I wanted to know something of him. 
Fritz Kaftanski was born of Jewish parents in Essen, 
Germany in 1899.  

He was married on the 21 February 1927 in Berlin and began producing cameras under the name 
Fotofex with the financial help of his father-in in-law from 1927. In Leipzig in 1932 he presented 
the Visorfex, the Fexor, the Sida, the Parlorfex and the Minifex, these all being made in the new 
material Bakelite or something very similar. He formed Sida GmbH in Berlin in 1934. By 1937 we 
find he has fled the Nazis and gone to Prague where he set up Sida–Fex still manufacturing the 
cheaper line of cameras. One of his cameras he called the Superfex.  

It was as usual a cheap 
plastic camera but it was 
the shape and design 
which went on post-
war in various film sizes 
but all basically the same 
for many, many years. 

This example is a 1946 
version by the spelling of 
Optic with c’ and not a 
‘k’.  (Pic. 1) In his wanderings 
he changed his name to Fritz 
in Czechoslovakia and when 
he came to Lyon in France he    
changed it to Frederick.  

The French company Fex was formed in 1942 and our man hung around until 
1945 then off he went to Paris where he set up another company he called 
Kafta. He retained a connection with Fex as he sold their products in Paris 
and beyond (Pics 2 & 3) whilst working on some new designs of his own. 
The Banco (Pics 4 &5) is one of his Paris designs and there are conflicting 
dates on its release varying from 1949-1955. The latter is McKeowns’ dating, 
the former from a French site. The side view of the Banco (Pic 6) shows a 
marked similarity to the lines of the Photax with whom he is rumoured to 
have collaborated whilst in Paris. As I mentioned earlier these are cameras 
from my collection but it would be remiss of me not to mention the Stylophot, 

also one of his designs patented in 1955 and a curious thing called a Bracelet Camera that was a 
miniature camera similar to a Sida but mounted on a strap like a watch and worn on the wrist. I have 
not been able to acquire either of these as yet but my French connections are working on it. Au revoir. 

Pic. 1. SuperFex. c1946. 

Pic. 2. Elite – Fex c1965. Pic. 3. SuperFex c1946 and a Sports-Fex c1966. 
The tiny one is an advertising model. 

Pic. 4. Banco, c1955. 

Pic. 5. The Banco lens tube and shutter. 

Pic. 6. Passing similarity to 
the Photax? 
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 Luckyflex          Han Fokkelman 

 
Twin lens reflex cameras using a 35mm cartridge are rare. The Zeiss Ikon Contaflex, Agfa Flexilette 
and Optima Reflex are well known. It is nice to know that another twin lens reflex for 35mm 
cartridges was manufactured in Italy: the Luckyflex.  
 
In 1946 the Italian factory ‘Filotecnica Salmoiraghi’ already had designs of two 135mm cameras in 
stock but did not produce them. When Gian Antonio Sommaruga and Carlo Gnecchi left the firm 
they asked if they could use these designs. That was permitted and they started their enterprise with 
the production of the two cameras. In 1948 the GGS factory brought out the first Lucky and 
Luckyflex cameras to the market. Photo 1.  
 
The Lucky is a normal 35mm camera with a Solar 
f3.2/50mm Anastigmat lens. The closest focusing distance is 
1.50m. The speeds are B, 1/20, 1/25, 1/50, 1/100 and 1/300 plus 
self-timer, but before you can take the picture a lever must 
be tensioned, a feature most of the cameras had in those 
days.  

 
The Luckyflex, 
photo 2, is more interesting. It has two Solar f3.2/50 mm 
lenses coupled by a small wheel. The nearest focusing 
distance is 1.50m but don’t forget the parallax! On the rear 
of the camera is a large depth of field table: the ‘Tabella 
Profonditá di Campo’. Using the ground glass is assisted 
by a very good loupe.  The shutter is the same as on the 
Lucky with B (P), 1/20-1/300 sec. and a self-timer and must 
be cocked before you can take the photo.  
 
The film is transported with the big transport knob that 
must be pushed down twice; we know this system from the 
Duca of Durst that was produced in Italy in the same time. 

On this handle is a little knob with ‘A’ and ‘R’. In the R position you can rewind the film by using 
the handle in the same way. The counter is under the transport handle near the shutter release.  
 
The camera looks like well-known 4 × 4 reflex cameras 
such as Rollei 44 but uses 35mm film cartridges so the 
standard 24x36 image is retained. If you remove the 
front of the hood viewer you can see this clearly. Held 
conventionally, a vertical frame results, as per a 35mm 
kit with Rollei and similar 6x6 cameras. Of course it is 
possible to turn the camera in the horizontal position, 
therefore you can use one of the two tripod sockets.[JC1]  
 
The camera measures 125 ×x 65 × 75 mm and its weight 
is 750 gm. Ever-ready cases were produced by hand. 
Both cameras were in production for two years. After 
that the firm was sold to the Italian Fotorex Company. 
 
This firm produced the ‘Fotorex’, Photo 3, a 35mm 
reflex camera without a pentaprism, but with a 400 exposure cartridge with motor drive. They did 
not take the Lucky or the Luckyflex into their program. In total 3000 Lucky cameras and 2000 
Luckyflex cameras were produced.   

Photo 1. The Lucky. 

Photo 2. The Luckyflex. 

Photo 3. The Fotorex. 
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Miniature Treasures                                                             John Fleming 

 
The phone rang; it was a friend clearing out his mother’s old house. ‘I have found some 1931 colour 
prints taken in Tasmania, would you like to see them?’ It was with some anticipation then when he 
called by the following day and I lifted the lid of the ancient cigar box to see what treasures lay within. 
The first impression was how fade-free and full of saturation the 6 × 9 cm (2¼ × 3¼ inches) glossy 
prints appeared…surely no colour film enabling prints was available back then? A closer inspection 
confirmed these actually were exquisitely hand-coloured, perhaps using ‘AUSTRAL’ water-soluble 
tints  (Pic. 1). The colouring detail is superb on such a tiny contact print. 
 
Turning the first print over 
revealed a message that is 
somewhat enlightening. It 
would appear the colourist was 
‘Val’ (centre) and almost 
certainly a professional photo-
colourist working with one of 
the local (Hobart) studios  
(Pic. 2).  
 
 
Her comments about the 
difficulty of hand-colouring 
gloss prints are correct and one 
must wonder at the skills 
needed to achieve the 
delightful result seen here. The second small 
contact gloss print shows ‘Val’ with an older 
woman, perhaps her mother, in a front 
garden…note the letterbox at left (Pic. 3). This 
is almost certainly Hobart, as the two small 
photos were sent to my friend’s mother after 
she moved to Melbourne, Victoria, in 1930. 
 
 
The immense skill exhibited by these 
photographic colourists is very well 
demonstrated here by these two charming 
prints. The microscopic colour detail is 
impressive; they must have had good eyesight! 
Colour films producing natural 
colour prints only started to 
become popular in Australia from 
about 1960 when Kodacolor was 
introduced.  
 
 
I recall trying a couple of 120 
rolls in March 1961 and the 
resulting prints were nowhere 
near as good as these two hand-
coloured gems from 1931. 
 
 
 

Pic. 1. Three lovely ladies from Hobart, Tasmania in May 1931. 
Note camera case, centre.

Pic. 2. Informative message on reverse of Pic. 1. 

Pic. 3. Colourist ‘Val’ with (possibly) her mother. 



  

The Kodak CHEVRON camera     Geoff Harrisson 

 
Kodak’s Medalist cameras of the 1940s and 1950s were solid, bulky, well-specified and precision-
made rangefinder cameras (Pic. 1). They made a 6 × 9cm 
image on 620 roll-film, were highly respected by their users 
and sold in quantity. Their replacement in October 1953 
was the Chevron which was priced at $215. The instruction 
book states: ‘In picture quality and definition the Chevron 
is not surpassed by any other roll-film camera…this 
camera was designed for our many good friends who have 
asked that we make a camera without frills but with work-
horse ability – a combination of features that easily and 
reliably produces outstanding picture quality.’ 
 
The Chevron (Pic. 2) is also quite a big camera and nearly 
as heavy as a Medalist, weighing 1180gm.  Although it is 25mm wider it only makes a 6 × 6cm image, 
also on 620 film. It was probably designed to be more economical to manufacture than the Medalist 

while still offering many advanced features for its time.  
On top of the solid die-cast aluminium body there is a 
coupled-rangefinder; it has its own eyepiece below the 
viewfinder eyepiece. The viewfinder, which is really quite 
small for a precision camera, has automatic parallax 
correction as well as a dioptre adjustment for your eyesight 
that covers both eyepieces. On the left-hand-side is a lever 
wind for film advance. There is an automatic exposure 
counter, which is driven by a toothed roller next to the 
supply spool. The small lever below the rangefinder 
window has to be pushed in to unlock the winding 
mechanism each time before winding on for the next 
exposure. The small exposure-counter dial is on the top 
plate. 
 
The lens is a four-element 78mm f3.5 Ektar, designed 

especially for the Chevron (Pic. 3). The aperture settings have click-stops. It is mounted in ‘the World’s 
fastest between-the-lens shutter’: a Kodak Synchro-Rapid 800. This shutter has ten speeds from 1 
second to 1/800. The body release is a nicely-positioned lever projecting from the front panel and it 
moves forward as the helical focusing tube is 
extended. 
 
The design and operation of the Synchro-Rapid 800 
shutter is quite unique, it is actually a two-shutter 
assembly. The front five-bladed main shutter makes 
the exposure; the rear two-bladed one is a ‘capping’ 
shutter, as the main blades open briefly when cocking. 
These main blades pivot through 180º, their unusual 
shape is shown in this diagram (Pic. 4).  

 
 
 
 
They pivot in one direction on cocking, then back again 
on firing. Speeds should be set before cocking the 
shutter. There is a B setting but there is no T setting. A 
cable release can be screwed in beside the front shutter 
release. On the shutter front plate there is a scale with 

Pic. 1. Medalist II camera. 

Pic. 2. Chevron camera. 

Pic. 3. Lens & shutter. 

Pic. 4. Shutter blades. 



  

several settings for variable delay when using flash 
bulbs; there is also an X-setting for electronic flash. The 
flash contact is an ASA bayonet fitting. 
 
Another of the Chevron’s design features is illustrated 
in this 1954 advertisement (Pic. 5). The focusing ring 
rides on 56 ball-bearings and I have found that it does 
rotate very smoothly. The back is a clever design. Slide 
one of the side panels down and it is unlocked on that 
side. This enables the back to be hinged open from 
either side. Slide both panels down and the back can be 
removed completely.  

 
 
 

An adapter kit was supplied for using eight-exposure 828 roll-film so you could take Bantam-size 
(28 × 40mm) colour slides (Pic. 6).  A coin is used in a slot on the top plate to move a mask into the 
viewfinder for this format; it then gives you a ridiculously tiny image! When exposing 828 film you 
have to use the numbers showing in the red window when winding on. The red window has a spring-
loaded cover and is surrounded by a film reminder dial. The field case was supplied complete with 
four Series V Wratten colour-filters stored neatly inside the top section (Pic. 7).  
 
Now with what other rangefinder cameras on the US 
market in 1953 were Kodak comparing the Chevron 
in the quote above? Apart from the Medalist there 
were no other solid-body 6 × 6 cameras made then; 
the only competition was from the Zeiss Ikon folding 
cameras. If Kodak’s parameters really were ‘picture 
quality and definition’ the Zeiss models with Tessar 
lenses were certainly a possibility. The 6 × 6 Mess-
Ikonta and Super Ikontas were the only ones with 
coupled-rangefinders and you could have chosen one 
of them if you wanted a lighter and more compact 
camera.  
  
So, really, the Chevron, with all its features, was in a class of its own. But it was not the sales success 
Kodak was hoping for and it was discontinued in December 1956. The Chevron was the last precision 
roll film camera that Kodak made.  
 
Footnote: Photographers who preferred the 12-exposure 6 × 6 format had been well served with the 
various models of the Rolleiflex, available since 1929. The Rolleiflex 2.8 was marketed in 1951 and 
by 1953 many newspaper photographers in USA were using a Rollei. The other well-known 6 × 6 
camera was the Hasselblad. The first model in 1949, the 1600F, was equipped with a Kodak lens− an 
80mm f2.8 Ektar.  

Pic. 5. 1954 advertisement. 

Pic. 6. 828 adapter fitted. 

Pic. 7. Filters stored in the case lid. 
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The Horizontal Movie Camera.      Han Fokkelman 
 
Amateur movie cameras presented their users with a problem right from the beginning: keeping the 
camera steady when it was hand held. The first improvement offered by manufacturers was a 

handgrip under the camera, but it did not solve the problem because the 
weak point is the user’s wrist. It is impossible to hold the camera one-
handed for any length of time without shaking. So the natural thing to 
do is to use the other hand for additional support, gripping the side or 
the top of the camera. (Pic. 1) 
 
However that means that the elbow of the steady arm must be carried 
higher than the one holding the camera, which tilts the shoulders out of 
line. That is not the best posture for a stable attitude so amateur movie 
cameras were an ergonomic misery.  
 
Zeiss Ikon tried to solve this problem. They reasoned that the best way 
to hold a movie camera is the way in which a 35mm still camera is held. 
This would give it the support of two hands, be easy on the wrists, and 

keep the shoulders horizontal. The result was the introduction of the Movicon 8. (Pic. 2.)  
 
This model gave the designers some problems. It is much 
easier to construct a camera that has a vertical film path than 
one with a horizontal path, which was why other 
manufacturers used vertical travel. Film that travels 
horizontally has to make a quarter turn twice so that it passes 
through the gate in the right direction. The Zeiss design 
accomplished that successfully, but the highest travel speed 
available in 1952 was 16 frames per second. (Pic. 3) film 
path. 

 
One photographic magazine’s reviewer commented: 
‘This is a strange looking camera. It looks as if it is 
meant to be held sideways, and if you look inside that 
is true. But it is not some novelty product, made that 
way just to be different. Take this camera in your 
hands, bring the pretty viewfinder to your eye, and let 
it run. You will instantly discover that all of the other 
movie cameras don’t sit well in the hand. This camera 
is like a rock, and that is very important for a movie 
camera.’  

 
The Movicon 8 has a spring motor, which gives it a film speed of 16 
frames per second plus single frame. It has no exposure meter. The 
lens is the 10mm f/1.9 Movitar, an Anastigmat of the Tessar type with 
four elements. A focal length of 10mm was chosen to provide a 
pronounced wide angle effect, while most other manufacturers used 
lenses of around 12 mm focal length. The shorter focal length made it 
possible to get closer to the subject. The lens can be focussed from 
20cm to infinity. The shutter opening was somewhat larger than other 
cameras, around 200 degrees, which gave a shutter speed of 1/28 sec, 
instead of the normal 1/32.  
 
There was a range of accessories available. Besides a projector there 
was a titler, code name Movitrix that can function as a compendium 
with bellows, and a light-bar, Movilum, that combines with the Movitrix. (Pic. 4)  

Pic. 1. Conventional manner of hand 
holding with a handgrip.  

Pic. 2. Movikon 8. 1956. 

Pic. 3. The unusual film path.  

Pic. 4. Movitrix titler.  



12 
 

There were no changes until 1956, possible because they were too busy introducing 35mm still 
cameras. However the Movicon was a slow seller because of its high price and Zeiss Ikon had a 
policy of not modifying a product until 20,000 units had been sold. As a result, improvements had to 
wait, until they were all incorporated into a new model. This was the Movicon 8 of 1956, which had 
four speeds: 16, 24, 32 and 48 frames per second plus single frame, while the Movitrix was more 
versatile.  

In that same year Gevaert, the Belgium film manufacturer, 
announced that their film would be sold in Germany as ‘Zeiss 
Ikon film’.  Zeiss Ikon was now more interested in the 8mm 
movie business and the Photokino fair of 1958 saw more 
models introduced. (Pic. 5)   
 
The Movicon 8 B is a semi-automatic camera with a coupled 
exposure meter which can be read in the viewfinder. The 
standard lens is an f1.9/10mm Tessar which can be focussed 
from 20cm to infinity. The lens mount was changed from a 
screw type to a bayonet and a pre-set Movigonar wide angle 

and a Movitelar telephoto lens was offered. The speeds were: 8, 16, 24, 32, 48 and 64 frames per 
second plus single frame. (Pic.  6)       
 
Two cheaper sisters of the Movicon 8 B were also offered: the 
Movinette 8 and the Movinette 8 B. Both had a speed of 16 
frames per second plus single frame. Both had the Triotar 
f2.8/10mm fixed focus lens. These cameras would also accept 
the preset lenses made for the Movicon, as well as its other 
accessories. The Movinette 8 had no exposure meter; the 
Movinette 8 B had a coupled exposure meter. This camera is 
found in two versions: 1: with a banana-shaped selenium 
exposure meter and 2: with a round one.  
 
In Japan the Movicon 8 B took the attention of the Tsugami Co. 
Then in 1959 we saw the Tsugami 8 mm camera as a Zeiss Ikon 
copy. The speeds are 12, 16, 24, 32, and 48 frames per second and 
single frame. The exposure meter is coupled.  
(Pic. 7)     

A new way of ‘Gripping’! (Pic. 8)     
 
In the time of Super-8, it was Kodak that tried to solve the shaking 
hand problem with the XL 33 and XL 55 super-8 cameras. This series 
began in 1974 with the XL 320 which was probably not seen in export 
markets. It was for a totally new type of movie film: Ektachrome G. 
This film could be used in daylight and artificial light without filters 
but its colours were not as brilliant as other films. 
 
The XL: 330 had a fixed focus lens, 

an Ektar f1.2/9mm, and speeds of 9 and 18 frames per second. 
The XL 340 had an f1.2, 9-21mm Ektar zoom lens and speeds of 
9 and 18 frames per second. 
The XL 350 was similar to the 340 but the zoom lens was 
motorised, while the XL 360 was as the 350 but now with a 
coupled rangefinder. This series had the Super-8 cartridge in the 
normal standing position, but the viewfinder and the battery holder 
were placed at the side, giving a horizontal grip for both hands. The result was a steady picture and, 
with the zoom lenses and their long focus demanding stability, wasn’t this a luxury? (Pic. 9)   
Looking back at the 8mm movie cameras from a time when we now have video cameras, it seems 
strange that other manufacturers did not try to solve this problem.  

Pic. 5. Movicon 8 B.

Pic. 6. Movinette 8 B. 

Pic. 7. Tsugami–8. 

Pic. 8. A new way of ‘gripping’. 

 
Pic. 9. XL 350. 
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Nikon S2 - Tough Survivor.                           John Fleming 

 
A few months ago, whilst walking around a household clearing sale, I noticed a familiar name on a 
small box amongst a table laden with crockery and kitchenware. Lifting the lid revealed a Lumix 12-
megapixel compact camera about 6 years old. Also in the box were the various leads, still in factory 
wrapping, but no charger or instruction book. Switching the camera on produced nothing, despite it 
having a battery and memory card installed. Was it a dead flat battery or a major fault? Whilst I was 
pondering that I overheard a female voice: ‘There’s a digital camera 
over there that would suit Denise, it’s only $30’. (Pic. 1.) Out of the 
corner of my eye I saw a couple begin to move across to the table, so I 
made one of those split second decisions. Tapping the vendor on the 
shoulder I had my $30 ready as I picked up the box and made a 
discreet quick exit. Once home, the battery was removed and replaced 
by a charged one from an identical Lumix and the $30 camera came 
alive. Everything seemed perfect so, feeling slightly guilty (and a little 
voyeuristic!), I flicked the switch down to ‘play’. There was a photo of 
the interior of a camera shop, counters, display items, etc. taken with 
flash, image number 0001, probably a demonstration to prove to the customer it worked. What else? 
Absolutely nothing, that is the only image it’s taken since new: 6 years ago! My hasty decision 
proved worthwhile, as did a similar one regarding another camera 47 years earlier. 
 
Before eBay, before the Photographic Trader, maybe before dinosaurs roamed the earth, much 
second-hand photographic equipment was purveyed in newspaper classified advertisements. A 
renowned journal for this was The Age, the Saturday edition having well over 100 pages. So it was 
one fateful Saturday morning in late October 1970, after the ‘Vintage Cars’ columns, I perused 
‘Cameras & Photographic Equipment’. Running down the listings, my eyes stopped at ‘Nikon 
rangefinder S2, 1.4 lens, GC $75. Ph. 848-xxxx’. Even then they were rarely seen and were bringing 
$400 or more. My first quality 35 mm was a 1954 Zeiss Contax IIc, purchased as a kit with three 
lenses and a turret viewfinder from Carr Camera Co. in 1969. To be honest, it was disappointing, the 
knob wind felt old fashioned and slow, and I thought the lenses were somewhat deficient in contrast. 
Another big problem was I had no flash synchronisation, lacking the extra gadget that screws into 
the camera to allow such, so I couldn’t use studio or portable flash. This highly desirable little 
Nikon, however, was exactly what I had been dreaming of-just had to have it! Giving the advertiser 
a phone call confirmed it certainly was a rangefinder camera and still available. Ascertaining his 
address in outer suburban Doncaster, I told the vendor I was on my way. 
 
Checking my wallet as the shop and studio was locked up ten minutes before midday (most 
businesses closed at noon Saturday in those days) revealed a slight problem–there was only $47 
available. Now, remember, this was 1970 and Saturday, so no banks open, no automatic teller 
machines, nothing. What to do? Then I remembered something, went to the black Bakelite phone 
and, giving the chrome dial half a turn, unscrewed it to reveal some bank notes within. I was in luck; 
sometimes we hid takings in there after banking hours and 
we must have forgotten this lot. There was just enough to 
make up the extra, so I wrote ‘IOU $28’ on a slip of paper 
and twisted the dial back on. Leaping into my blue 122S 
Volvo ‘Amazon’ I roared out to the hilly orchard precincts 
of Doncaster. Once clear of the city, there were virtually no 
speed limits back then and rarely a police car seen…. just 
as well as I did note 90 mph here and there! 
 
Breathlessly hurrying to the front door, I announced having 
come to look at the Nikon camera–yes, he still had it. The 
seller explained he was only relinquishing it as he was 
considering a near new Nikkorex SLR and needed the cash. That’s when ‘we’ (me and my S2) first 
met and it was love at first sight. (Pic. 2). 

Pic. 1. Lumix 2011 model  
‘One Shot Wonder’.

Pic. 2. My Nikon S2 ‘Black Dial’ Serial No. 6192822.
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It was in near-mint cosmetic condition despite being about 13 years old then, and the lens, an f1.4, 
was perfect. I found out later the camera was a ‘black dial’ later series S2, probably built in 1957. 
Winding on and firing the shutter a few times, I noted some of the slow speeds sounded hesitant. 
The vendor admitted he thought fine sand might have 
blown into the camera during a recent beach visit, and 
therefore he had set a moderate asking price. Oh dear, 
was this a catch? Whilst pondering that, the lady of the 
house called out to her husband that there was another 
enquirer who wanted the address to come and inspect the 
camera. It was snap decision time so I said, ‘I’ll take it’. 
Even in 1970 that price was exceedingly moderate, it was 
mint in appearance, as was the lens, surely the mechanics 
could be fixed, I reasoned. As the transaction was done 
and a receipt made out, we shook hands and the seller’s 
parting remark was: ‘I hope you look after it, I bought it 
new and it never failed’. Driving home for a late Saturday lunch (at a more leisurely pace!)                 
I couldn’t help feeling excited (Pic. 3).  
 

With the camera on the kitchen table it was time to see if my 
purchase was wise and to investigate the shutter problem. 
Close inspection revealed it probably was a case of very fine 
beach sand penetrating the innards. Removal of the back and 
tapping the camera body with a finger saw a trickle of grains 
escape from within! Well, no harm in continuing the procedure 
and after 45 minutes of this, holding the camera at various 
angles, no more particles emanated. Winding and firing the 
shutter through all speeds confirmed it seemed to be fully 
operational, so a test roll of FP3 went in and was shot that 
afternoon and on the Sunday. Come Monday I couldn’t wait to 
get to work and process the film, the result being the best 
looking 24 × 36 mm negatives I had ever seen. Next a roll of 
100 ASA Kodacolor was tried, a day or so later, providing 
magnificent colour prints as though from a 120 camera (Pic. 
4). Thus was my introduction to a very long and continuing 
friendship with the S2, some 28 years of it seeing the Nikon in 
almost daily use professionally, as well as being my favourite 

personal camera, always with me. This S2 is one of about 56,000 made and the life-size 1:1 
viewfinder image is a delight. 
 
As colour negative films improved through the 1970s, the S2 
consumed vast quantities of 100 ASA C-41 Kodak product as 
well as some Ilford FP3 black and white. A few professional 
jobs called for 35 mm Kodachrome, but I never shot 
transparencies for personal use as the quality of colour prints 
by that time was amazingly good. Ninety percent of colour 
transparencies shot commercially were on 5 × 4 (Ektachrome) 
or sometimes on 120. Using colour negative in the Nikon 
allowed beautiful 10 × 8’s, and it was just the thing for 
moderate fee assignments including model portfolios (Pic. 5). 
No wonder then that others had, from the late 1960s, 
embraced the small 35 mm format with quality cameras such 
as the Nikon F or Pentax SLR for fashion work, putting their 
Hasselblads and Rollei TLRs aside. The trend started when 
Korean War photo-journalists discovered that not only Leica 
but the new Nikon performed beyond expectation, both were 
small and rapid with superlative optics. Advances in film 

Pic. 4. Bounce flash portrait on Kodacolor 35 mm. 

Pic. 5. Fashion portfolio, 1970s, with the Nikon. 

Pic. 3. Late S2 top, early model below. 
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technology finally saw the miniature format find a firm 
professional niche (Pic. 5A).  
 
One of the advantages of a rangefinder design is the very lack of a 
reflex mirror flapping up and down–the operating noise is 
minimal.  
 
 
 
 
 
 
 
 
 
 
 
 
This desirable feature, and the small physical size, makes the S2 very unobtrusive and particularly 
useful for shooting on film sets or at TV productions (Pic. 6). The little camera has a delightfully 
smooth shutter release and sits nicely in the palm of the hand, enabling surprisingly slow shutter 
speeds. The quickly detachable back portion of the camera makes film loading a quick and easy 
affair, even in semi-darkness or at night on location (Pic. 7). As efficient and precise as it is, one or 

two features are lacking on the S2. There is no 
self-timer for the shutter release, a disadvantage 
for situations where one has to be in the shot or 
simply wishes to use it to minimise camera shake 
at very low speeds when on a makeshift stand or 
support. This can be overcome by using a screw 
on mechanical timer release or a long air-tube 
pneumatic bulb release.  
 
Due to the generic rangefinder design, the little 
Nikon isn’t ideal for close-up work either, so in 
1980 I constructed an adaptor to fit the S2 onto a 
5 × 4 Linhof! Based on an idea seen in a 1960 
Popular Photography magazine, where American 

Bob Schwalberg had mounted a Hasselblad SLR 1000F to his Speed Graphic, my version had to 
incorporate a means of composing and focussing as the Nikon S2 has no mirror and no way of 
seeing the image the lens produces. The device incorporates a separate focus tube, with a 24 × 36 
mm ground glass set at exactly the same distance from the end of the lens bayonet that the camera 
body has. A flat plate locks into the back of the Linhof and has a bayonet male adaptor (similar to a 
lens rear mount), which accepts either the focus tube or the Nikon S2 body (Pic. 8). In use one fits 
the tube, composes and focusses, then exchanges the tube for the Nikon camera body for the 
exposure, employing either the Nikon focal plane shutter or (with the focal plane locked on B) the 
Linhof’s leaf shutter. Not as unwieldy as it sounds, it proved very useful for extreme close-ups and 
colour copying jobs on the economical 35 mm format (Pics. 
9 & 10). It’s fascinating to learn that Nikon made a further 
run of 2,000 S3 rangefinder cameras in black for the 
Japanese press to use at the 1964 Tokyo Olympics, despite 
the SLR Nikon F being introduced in 1959. Perhaps then it 
isn’t so unusual that a ‘Limited Edition rangefinder’ was 
again produced in 2005, this time the legendary SP model. 
 
When my work added another dimension involving 
specialised classic car engineering, the handy Nikon S2 

Pic. 6. Still from ‘A Far Country’, TV mini-series, dusk shoot. 

Pic. 5A. Australian advertisement, 1950s, for 
Nikon rangefinder cameras.

Pic. 7. Midnight outdoor film production. Hand held at 1/15
th second.

Pic. 8. Nikon rangefinder body-to-5 × 4 adaptor. 
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continued to record everything, just as most of 
us do these days with our digital compacts or 
mobile phones. A very rare 1938 Riley V-8 
had been made mobile after sitting idle for 30 
years and the Nikon was employed late one 
Sunday afternoon in a secluded back street as 
my colleague took the vestigial remains of the 
sedan for a couple of test runs, with the V8 
crackling.  Later inspection of the razor sharp 
photograph shows both right wheels off the 
ground! (Pic. 11.) Despite being taken 
everywhere just with a genuine early Nikon 
narrow neck strap (the ‘never ready’ case was 

removed the day I purchased it) the S2 soldiered on and of course I took care to avoid scuffing it 
too. The lens had a Hoya UV filter fitted right from 1970 but a short rubber lens hood proved 
annoying and I discarded the rubber bit, leaving only an extended metal ring, which was a very short 
hood, one might say. One of those vented see-through hoods is probably the way to go, but I have 
never experienced any flare whatsoever, even in extreme contre-jour conditions, so the old Nikkor 
coating must be fairly good. The camera was 
with me at home and at work, everywhere I 
went, every day (Pic. 12). Twenty-eight years 
later I was still in love! Disaster was just around 
the corner however. 
 
It was a grey, damp, late winter afternoon in 
1998 when I left work for the 20 minute drive 
home, the unloaded Nikon S2 wrapped in a 
baby blanket on the back floor of the car. Down 
a couple of side streets, then left into the busy 
arterial road, with tail and park lights on as dusk 
approached, the blue Volvo 122S briskly joined 
the peak hour traffic, burbling along until the set 
of traffic lights. Waiting with two lanes of 
traffic for the red light to change, I heard a 
rapidly approaching sliding sound behind me. WHAM! Like a giant paper bag had just burst, the 
shattered remains of the rear window flew past my ears, the gearstick snapped off the floor, the car 
in front moved forward, in turn shunting another again whilst I blacked out momentarily. After a 
few seconds I came to and realised two things. Still alive, and turn off the ignition (the engine had 
stopped) and get out quickly in case of fire. Unclicking the factory issue Volvo 37 year old grey 
seatbelt whilst a passer-by rushed to open the door, I stepped, somewhat unsteadily, out to survey 
the mess. A full size Hilux with massive bulbar and knobbly tyres had demolished the rear of my car 
and was in fact pointing skyward at 45 degrees with front wheels where my roofline started. My 
next thought was about the Nikon, which proves something of which I am not certain, but it’s the 
truth. I delved into the mangled litter of wreckage, broken glass and various loose bits, feeling 

Pic. 9. Fractures in a small locking shaft. Pic. 10. Vintage artwork copy. 

Pic. 11. ‘Air conditioned’ Riley V8 test drive.

Pic. 12. ‘Neighbours’ TV star Tom Oliver. 
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around in what was now almost darkness. First 
item discovered was the dashboard clock, an ex-
1956 Mercedes-Benz Kienzle spring wound 
affair, still ticking. It had been forcibly ejected 
out of the dashboard with the estimated 60 km/h 
impact from behind! Then, yes, I felt the 
familiar shape of satin chrome and knobs and 
lever on the floor, under the front seat, and I 
ambled over to the nearest car to examine the 
remains in the headlights. With the approaching 
wail of police, ambulance and fire brigade 
sirens I quickly checked the Nikon…it seemed 
all there and undamaged. Pity I had no film; I 
desperately wanted a shot of the scene of chaos 
and destruction, smashed up cars everywhere 
and general shambles. Record photos of my 
destroyed car had to wait until the next day (Pic. 13). 
 
It appears the Hilux ute driver wasn’t paying attention, just kept going at 60 km/h until he noticed, 
far too late, that there was a line of stationary cars. Locking the brakes meant the vehicle continued 
forward at about 60 km/h: the 
witness and police estimated impact 
speed. So my faithful blue 122S 
sedan was gone, way beyond any 
repair, but I had not one scratch or 
bruise and it seemed the wonderful, 
and by now quite rare, Nikon 
rangefinder also survived. A few 
days later I was re-examining the S2 
when I noticed a very tiny mark, or 
nick, near the viewfinder eyepiece 
on rear top cover. It wasn’t there 
before the crash, so despite the 
blanket it must have met with 
something in the rocket thrust 
forward along the floor. That was 
extent of the damage, a lucky escape 
and the entire camera performed 
faultlessly as ever (Pic. 14). It did 
start me thinking though, and I 
decided to retire it from daily use. 
Several alternatives were 
considered, and within the week a 
1963 Pentax SV 35mm SLR was 
seen in the window of a well-known 
second-hand shop. In very clean 
condition, it had the f1.8 Super 
Takumar lens and was purchased on 
the spot. Hardly any larger than the 
Nikon rangefinder, it also had 
minimal gadgetry and felt really good to hold. Funny thing is I paid exactly $75 for it, and it had a 
very small ‘ding’ on the chrome top housing! Today, both the Pentax and the durable Nikon S2 still 
function as though brand new. 
P.S.: What about my car of 28 years, the restored and much loved 1961 Volvo 122S? Ten days after 
the accident, and with the insurance cheque in hand, I purchased TWO more 1961 122S’s., one of 
which carries a certain ‘Kienzle’ clock in the dashboard. This has a slight dent in the chrome rim….. 

Pic. 14. Ilford FP3 & Balcar umbrella flash. 

Pic. 13. Owner & camera survive! Taken on the Nikon S2. 
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100 Historical Cameras 

Member Isamu (Sam) Mabuchi in Japan 
recently sent a copy to me of this book, 
released by the JCII Camera Museum and 
featuring cameras selected from the 
collection of the JCII Camera Museum.  

 

This high quality book, measuring 18 x 25.5 
cm and with 120 fully indexed pages, is a 
fine addition to the shelf of any collector.  

 

The detailed descriptions are in both 
Japanese and English and the illustrations, in 
colour, are of very fine quality.  

Details of purchase can be obtained by 
contacting info@jcii-cameramuseum.jp  

Here you will be advised about sales 
information, including price, postal fee to 
your address etc. Basic cost for a single copy 
is ¥3090 (less than AU$40).  
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Roger Burrows 

 

In Italy the manufacture of cameras began a few months after the Daguerre announcement of his 
photographic process in Paris in 1839. However there were two outstanding periods from 1880 
until 1930 and 1946 to 1956. Many of the companies involved were at an artisan level and, while 
the level of quality and design were highly commendable, the firms involved often only lasted a 
short time. Enrico Federico Jest of Turin is recognized as the first camera maker in Italy making a 
sliding box type for taking Daguerreotypes of quarter-plate size. The known camera bears his mark 
‘E. Jest Turin 1839’. Angelo Forte in Tuscany invented a 3-element achromatic lens in 1852 and an 
aplanatic in 1856, so there was plenty of talent around at the time to start out on this new science, 
which they did.  

Most of my information comes from a book: Made in Italy: Italian Cameras by Marco Antonetto 
and Mario Malavolti (Milan, 1983). It covers in great detail all the known Italian cameras and it is 
interesting to see how various design ideas seemed to pop up in every country making cameras, e.g. 
the box camera, the 6 × 9 folder, the strut camera, the Graflex-type SLR and the stereo strut 
cameras. Each country has them but each also puts its own stamp on them, whether it be in style or 
the materials used for manufacture. The early period I won’t dwell on simply because I have never 
seen or handled one of these cameras, but the later types I have. 

Now a little more history, in 1915 S.I.P.E. 
(Italian Exploding Products Service) installed a 
factory producing nitrocellulose in a valley near 
a village named Ferrania. After WW1 Pathé 
Frères and SIPE combined to utilize the facility 
to make movie film and the company was called 
Fabbrica Italiano Lamine Milano (FILM). In 
1933 FILM and Cappelli merged forming FILM 
Cappelli Ferrania Ltd. In 1938 they too were 
taken over by I.F.I.: the Agnelli family. The 
name was changed again, to Ferrania Limited. 
During this time the company produced a range 
of inexpensive cameras to keep the cash flow 
going. After WW2 they started making a better class of camera and cooperated with Galileo of 
Florence to produce the Condor. (Pic. 1.) Galileo Ferrania was formed and a range of Condors was 
produced. In 1947 the Condor I; 1950 saw the Condor Junior with no coupled rangefinder. In 1951 

came the Condoretta and in 
1953 the Condor II.  

They also produced two 
cameras named the Candog 
and Candog Junior 
exclusively for the 
Australian market.  

I have never seen one either 
of these. Has anyone else? 
(Pic 2.) 

Pic. 1. Original Condor. 

A Double Espresso with that per favour! 

Pic. 2. Condor and accessories. 
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Now for a little dreamtime: the Ducati. I bet it was the 
fastest camera ever made and probably painted red! 
Seriously though, Ducati was a well-respected firm in 
electronics and optics before during and after WW2 so it 
was natural for them to be in the mix of things. The Ducati 
camera is well documented and much detail on their 
advertising and production is also well recorded. The 
Sogno produced photos 18 × 24 on a 35mm film in a 
special cassette. It had a focal plane shutter, coupled 
rangefinder, and interchangeable lenses: 8 of them from 
19mm to 120mm. The company lasted until the early 1950s 
when a financial crisis hit and they collapsed, reforming 
and concentrating on motorcycles. I have often dreamed of 
owning a Ducati, either two wheels or photographic.  

I cannot remember any 
one firm in Australia 
selling the CMF 
cameras but they pop up regularly on eBay or at markets. I am 
thinking that they were probably brought here by Italian 
families emigrating in the 1950s and if so they would all have a 
wonderful story to tell. The common ones we find are the CMF 
Bencini Rolet of 1946, the Relex 6 × 4 of 1946 and the Korell 
1951. (Pic. 3.) For absolute knockout style in a simple camera 
the Comet III (Pic. 4.) takes some beating. Another vertical 
styled camera, the Durst Duca, was sold here by Hanimex. 
(Pic. 5.) Durst went on to produce the Automatica, a 
beautifully styled camera and quite advanced for its day with 
aperture controlled automatic exposure. 

Whilst there are many Leica look-a-likes emanating from Italy 
(see Patrice-Herve Pont and Jean-Loup Princelles, 300 Leica 
Copies, Flassy, Neuilly, France: Fotosaga, 1990) most of them 
are now extraordinarily expensive to buy and very hard to find, 
unlike their Russian counterparts. I shall leave this as an 
exercise for you to check out. Hint: Try eBay Italy and Austria. 
Search for Gamma, Gamma 1 and Gamma 3, ISO Lux 
Standard and Reporter, Fratelli Borletti, Effebi, Boscoli 

Fiumea, and of course Ducati. I hope I have piqued a little interest in things Italian.  

Pic. 5. Durst Duca. 

Pic. 3. Rolet, Relex and Korell. 

Pic. 4. Bencini Comet III. 
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DeVRY ‘Theatre in a Suitcase’                               John Fleming 
 

This very unusual 35 mm motion picture projector first came to 
my attention way back in 1964, being demonstrated by my 
employer of the time, photographer John Shingler. He arrived at 
the studio one morning with this interesting looking ‘suitcase’, 

proclaiming ‘This is the old 
cinematograph my father used to 
help him sell Model T Fords!’  
(Pic 1, Pic 1A.) John’s father had 
been in the motor trade all his life 
and in the mid-1920s had worked 
with Melford Motors. 
 
Cautiously examining the vintage 
looking (and smelling!) device, I 
noted with considerable alarm a 
length of fraying cotton-covered 
mains cord terminating in an old 
Bakelite 3 pin plug. What came next 
was even more interesting as John 

opened the lid to reveal two 1000 ft film reels side by side on a common shaft and a huge, ancient 
projection globe plus a few exposed mechanisms.  
(Pic 2.) Then came the scary part as he uncoiled from 
the innards another length of fraying cotton cord which 
had a smaller early globe in a brass socket attached. 
This he connected to the back of the projector, 
explaining ‘Because it’s an American 110 volt, the 
extra carbon filament (!!!) globe drops the 240 volts 
mains down’. I took a few steps back as he plugged it 
in. 
 
Deftly threading the projector, which he had played 
with for some 20 years since his father gave it to him, 
John closed the gate and poked the leader into the take-

up reel and shut the lid. Flicking the switch at the rear resulted in a 
loud roar as the projector sprang to life, followed a few seconds 
later by a bright beam of light when he threw the second switch. 
(Pic. 3.) The image, once focussed and framed, was incredibly 
bright and rock steady….I was impressed. It was showing a sales 
film that contained footage of a Model T climbing a very steep 
mountain, over rocks and crevices. The subtitles each had the Ford 
logo on them…Henry had his own film unit and put it to good use. 

John Shingler then 
said ‘Now, watch 
this!’ pulling a 
vertical rod out of the 
projector top. The 
machine screamed 
like a vacuum cleaner 
out of control and the 
picture sped up.  
(Pic. 4.) It was a 
rheostat control for 

 
Pic. 1. The DeVry Model C3 Suitcase 
Projector, lens cover open, lamp on. 
Front knob is focus, top knob is for 

framing. 

Pic 1A. The identification plate
shows it has Serial No 311, and
perhaps was designed for
Triacetate film, although many
would have overlooked this
fact! Incredibly, there appears
never to have been a fire in this
one…. just corrosion from
decaying film.

Pic. 2. Coaxial reels removed to show the 
internals. Film feeds through the mechanism & 
gate via the front reel to the rear take-up reel.

 
Pic. 3. Large 1920s 110 volt globe
approx. 220 watts appears non-
original. Electric motor beneath. Pic. 4. Rheostat pull rod to adjust the motor speed.
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the motor voltage. As the silent black and white film 
came to an end, hot, sweet-smelling air was blowing 
out of various orifices. All in all it was a memorable 
spectacle and an entertaining start to the day. 
 
The DeVry projector stayed in the studio for a while 
longer during which time I investigated it more 
closely, at the same time re-tensioning the leather 
drive belt to the take-up reel. After one more 
showing to another bemused visiting photographer, 
John Shingler took the suitcase home where it sat 
for 32 years all but forgotten. (Pic 5.) Now the 
exquisite DeVry mechanism was exposed to fate! 
(Pic. 6.) 
 
 

Around 1996, I had a surprise visit from John, 
now long retired, and he was carrying….the 
DeVry Suitcase Projector! He explained that he 
and his wife were moving house and in doing so 
had unearthed the projector from the bottom of a 
wardrobe. He confessed it was unfortunately in a 
bit of a mess as he had left the decaying Nitrate 
stock film inside, but added ‘Would you like to 
have it?’ Considerable surface rust was evident, 
and there was a sickly sweet aroma emanating 
from it. I thought how lucky they were it hadn’t 
self-combusted in their bedroom! The old film 
was extracted, now well decomposed, virtually 
gun cotton, and before disposing of it I managed 
to salvage 2 or 3 title frames that showed the Ford 
logo. These I had reversed and printed to 4 × 3 
prints as a memento. The sticky film remains 

made a nice little bonfire for a couple of minutes! 
 
These small 35 mm portable motion picture projectors are one of the few types made for that format 
(reason explained further on) and were the brainchild of Herman DeVry, a German-born American 
who saw the need for easily transportable full size 35 mm projection equipment not tied down to a 
theatre. (Pic. 7) DeVry had numerous early jobs including salesman for hairdressing equipment and 
sporting goods supplies, bicycle repairman and 
electrician. He also operated one of the first Lumière 
projectors to come to the USA (1894) and designed 
and built stage illusions for magicians, including 
Thurston’s ‘The Flying Lady’ mystery act. In 1908 
DeVry designed and attempted to fly the first plane 
in Oklahoma.  
 
In 1910 Herman DeVry became a cameraman for 
the Rothacker Corporation in Chicago, and during 
his spare time began work on his dream of the 
world’s first truly portable 35 mm motion picture 
projector, or ‘Theatre in a Suitcase’ as he christened 
it. While developing the portable prototype, DeVry 
also worked as a news cameraman for Pathé, 
Universal and others. From his home basement 

Pic. 5. A slightly later (maybe 1925?) Model C in 
superb condition showing coaxial reels. All these 

machines are white asbestos lined! 

Pic. 6. The compact DeVry transport mechanism is a
masterpiece of precision engineering giving rock-
steady projection. The motor drives the pulley via a
belt. 

Pic. 7. Herman DeVry with his first hand cranked 
model ‘Suitcase’ projector. 
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laboratory he started to perfect the compact lightweight projector and then formed the DeVry 
Corporation to put it into production. Early versions were hand cranked but an electric motor drive 
was soon added. The very small, easily carried machine became popular, being employed in schools 
for visual education, in industry for training and by salesmen etc. 
 
The DeVry portable also has the claim it was the first airborne movie projector, showing the first 
‘in-flight’ movie. This occurred during the 1921 Chicago ‘Pageant of Progress’ exhibition. The 
1000 ft film was titled ‘Howdy Chicago’, produced by the Rothacker Film Co, much of it probably 
shot by Herman DeVry. A screen was hung up at the front of the 11-passenger hydroplane, and a 
DeVry Suitcase Projector was powered by the low voltage DC aircraft electrical system. (Pic 8.) 
The DeVry Corporation went on to produce thousands of professional sound 35 mm theatre and 

portable projectors as well as making 
movie cameras.  
 
One of their most famous newsreel 
cameras was the square ‘lunchbox’ 
model (Pic. 9.) and it was an example 
of this tough little 35 mm camera that 
was chosen in 1947 to be installed in 
one of the captured German WWII 
V2 rockets for a test flight into the 
outer atmosphere. The 100 foot film 
was retrieved intact and gave the first 
real view of the earth from space. 
 
So the DeVry Suitcase Projector I 
first saw demonstrated in 1964 has a 
great pedigree. It is worth noting, 
however, that these small machines 

still posed a significant fire risk due to the almost universal use of highly inflammable Nitrate film 
base.  
 
So why was Nitrate in use even up to the 
1950s? Simply put, because it was far more 
durable and scratch resistant than Triacetate 
‘safety’ film. For professional exhibition, 
projection positives were carried between 
theatres on a very regular basis, and had to be 
speedily laced into the projector…they had to 
stand up to hard use.  
 
Safety Triacetate-based films were mainly 
used by amateurs in the smaller gauges. For 
this fire risk reason the small DeVry suitcase 
projector was also lined with white asbestos 
but, even so, with the great heat generated 
internally, they could still burst into flame. 
According to veteran cinematographer Kev 
Franzi (who has recently restored one of 
these) the advice given to operators of the 
DeVry suitcase unit was ‘If a fire breaks out 
in the projector, quickly unplug the unit and take it promptly to the nearest window and toss it out 
of the room. Failing a window, take it outside to an open space to burn, all the while keeping calm 
and controlled so as not to stampede the audience.’  

Pic. 8. A DeVry 35 mm ‘Suitcase’ projector showing the first 
in-flight movie in 1921. From: ‘Aerial Age’ 22 Aug 1921. 

Pic 9. The famous DeVry ‘Lunchbox’ 35 mm newsreel 
camera. 



 

A ‘Theatre in a Suitcase?’ ‘What next?’ Well may you ask.  
Read all about the DeVRY from John Fleming. 

 

Geoff	Harrisson	explores	the	Kodak	Chevron.		

The	Luckyflex		story from Han Fokkelman.		

Know who Fritz Kaftranski was?  
Roger Burrows will explain…. 

John Fleming relates how a 60-year old Ultrablitz Monojet (below)  
was found to be still operational.  
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