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What’s on in 2007   See above panel for M. R. Hall meeting details and times. 
 
Sunday July 15th.      AUCTION. MRH. 92 Wills Street. Glen Iris. 
Sunday Sept. 16th.  The Film and I. Mario Athanatos will speak about his long affair with the 

moving image. 
Sunday Oct.       Photographic Market.  
Sunday Nov 18th.      Social meeting at Alan King’s. See a fabulous Canon collection. Details TBA. 
 
From Your Editor.  Your New Look Back Focus. 
 
I hope our members were pleasantly surprised at the arrival of the last Back Focus. Looking at 
professionally printed journals received from overseas societies, I have often wondered at the cost 
difference. Finally I contacted a local printer who confirmed that yes, printing is cheaper overseas, 
and for our run of 220, our production cost would have doubled! But, he steered me to a firm not 
too far away specialising in high quality, low run printing. Copywise proved to be far more 
economical than the outlet we had previously been using, to the point where I was able to upgrade 
to the card cover and still produce that issue for around $80 less than normal. Also, following their 
recommendation, rather than present them with hard copy for photocopying, the pages are now 
presented as a file on CD for digital copying with a resultant increase in image quality.  
This will require only a slight variation in the way I prepare articles but quite a bit of added work in 
rearranging the stored articles to suit the new format but certainly worth the effort. Other changes 
too are being contemplated. I trust that our members agree and are just as pleased with the ‘new 
look’ Back Focus.           Kind Regards to all till the next issue,  Ian Carron. 

 



Figure 1. 

 
 
                      From Paul I. Boon 
 

Innovation and ingenuity by Canon in the 1960s 
 
The ingenuity shown in the 1960s and 1970s by Canon in developing new camera systems is quite 
amazing. Whereas the other big Japanese producer – Nikon – seemed to be content with the Nikon 
F and Nikkormat system, Canon developed a number of bodies that either led, eventually, onto 
other camera systems or died as the original system became outdated and Canon lost interest in that 
development direction. The Canonex, with its leaf shutter and large selenium cell above the lens 
mount, is now forgotten by most collectors and, it would seem, Canon is quite happy for this 
situation to continue. The Canon Pellix of the late 1960s lay dormant for nearly a quarter of a 
century until the concept of a semi-silvered pellicle replacing the traditional flipping mirror reached 
its apogee in the Canon EOS RT system in the 1990s. The Canon EF of the mid-to-late 1970s 
seemed to lead nowhere, despite its staggeringly wide range of shutter speeds (to 30 seconds, 
electronically timed for those over 1 second), shutter-priority automation and ability to use lenses 
from the vast FD range. It is my favorite Canon camera of this period, even over the fine F-1, 
despite its requirement for two mercury batteries and prodigious current consumption. Of course, 
the F-series, commencing with the Canon FP and FX, morphing into the FT, FTb and F-1, did lead 
somewhere and represents a developmental series that extended for nearly three decades.  
 
The Canon EX system 
 
But perhaps the strangest distraction in the 1960s and 1970s was Canon’s development of the EX 
system. It started in October 1969, with the release of the Canon EX EE (see the Canon Camera Co. 
Camera Museum, at http://www.canon.co.jp/camera-museum for details).  The bodies came in two 
types: the original EX EE of 1969-1973 and the slightly more refined EX Auto of 1972-1976. Both 
had shutter-speed priority automation, but unlike the ill-fated Canonex, used a traditional cloth 
focal-plane shutter rather than a cantankerous leaf shutter. The lens aperture was set not by a ring 
around the lens barrel, but a knob on the left side of the top deck. It showed the aperture range (1.8 
to 16) plus the 
automatic position and 
off position. This 
system allows the use 
of either fully manual 
settings or shutter-
priority automation. 
The body is a little 
smaller, and rather 
more boxy, than the 
contemporary models 
using FL or FD lenses 
(Figure 1). There were 
two subtle differences 
between the EX EE and 
EX Auto bodies, but 
they made a big 
difference to the 
camera’s convenience. 
The first was that the 
EX Auto could use the Canon CAT automated flash system with the dedicated Speedlite D. The 
second was that the later model automatically corrected for the aperture of the attached lens.  The 
benefits of the second refinement become clear when you try to use the camera quickly.  



Figure 2. 

Canon EX lenses 
 
This brings us to the most interesting aspect of the EX family. The bodies did not use the FL or FD 
family of lenses, but had their own limited range of screw-mount, front-component-only lenses. 
These screwed into a rear section that remained permanently attached to the camera body and 
contained the iris diaphragm. The standard lens was a 50 mm f/1.8. A wide angle (35 mm f/3.5) and 
a 95 mm f/3.5 long-focus lens were available with the initial EX EE and another long-focus lens, 
the 125 mm f/3.5, became available with the release of the EE Auto. The latter lens is quite 
substantial, especially in comparison with the petit standard 50 mm attachment (Figure 2). 

 
The way that the lenses are made 
interchangeable by changing only 
the front elements has an obvious 
similarity to the Zeiss Contaflex 
and Kodak Retina cameras, but in 
these cases the cameras used a 
leaf-shutter and not a focal-plane 
shutter. The reason why the 
Contaflex and Retina used 
interchangeable front components 
was presumably to reduce the 
size, weight and complexity of 
having a leaf shutter in every lens. 
But why would Canon opt for a 
camera system that used a focal-
plane shutter in the body with the 
inevitably compromised approach 
of interchangeable front 
components? Why not simply use 
the existing line of FL lenses, 
which by the 1970s was already 
very extensive? 
 
Bob Shell (The Canon 
compendium, 1994) reckons the 

reason is that Canon designed the EX system to have a leaf shutter in the body, but simply couldn’t 
get it to work properly. Rather than abandon the nascent system, why not replace the leaf shutter 
with a focal-plane shutter in the body and continue with the new line of four EX lenses? Whatever 
the reason, the EX system did not sell well and is now a lot less common that contemporaneous 
Canon SLRs. Ivor Matanle, in his Collecting and using classic SLRs (1996), believed that the EX 
system was unsuccessful simply because it was too expensive. With the standard lens it cost nearly 
100 English Pounds in 1969-70; the utterly more flexible Canon FTL was only 10 Pounds dearer. 
The lenses weren’t too expensive though: the virtual Canon Camera Museum lists the lens’ prices 
as 8,000 Yen for the 35 mm, 11,000 Yen for the 95 mm and 18,900 Yen for the 125 mm. In 
comparison, the EX EE body was 33,000 Yen with the standard 50 mm lens (39,000 Yen for the 
EX Auto). 
 
I think there could have been other reasons for the system’s lack of commercial success, relating 
mainly to the difficulty in using the camera quickly. Since the EX system was presumably directed 
at novice photographers, these inconvenience issues would have spelt the death knell for the system. 
I look at these aspects later in the article. It is interesting, however, that Canon kept the EX system 
in production for nearly 8 years; not bad for a supposed “dud” and a lot longer than anything in our 
current age of planned obsolescence.  
 



Figure 3. 

But back to the interchangeable lenses. The rear lens system, permanently positioned in the camera 
body, uses 3 elements in 2 groups. The other lenses vary in their complexity: the 35 mm has 3 
elements in 3 groups, the 95 mm has 6 elements in 3 groups and the 125 mm has 7 elements in 5 
groups. These are not simple lens formulations at all and the long-focus lenses are by no means 
small (Figure 2). Lens systems using interchangeable front components have a long and honorable 
history and Rudolf Kingslake covers it briefly in his 1989 book, A history of the photographic lens. 
The first use seems to have been the Tele-Ansatz introduced by Agfa in 1926. The approach saw 
extensive use again in the late 1950s, with the Retina IIIc (1954) and original Retina Reflex (1957) 
and their Schneider and Rodenstock lens systems. Zeiss used it too, in the Contaflex III (1956) with 
its Tessar/Pro-Tessar lens series and the Contaflex Alpha (1957) with its cheaper Pantar system. It’s 
rather clear that the design of these systems presented some formidable obstacles, and the whole 
system was abandoned in favor of complete sets of fully interchangeable lenses. The Retina Reflex 
S, for example, used totally interchangeable lenses from Schneider or Rodenstock in 1959.  The 
Canon EX system shared the widest angle lens (35 mm) with these German systems, but went far 
longer (125 mm) with its long-focus lenses.  
  
The EX system in practice 
 
Bob Shell rather likes the EX system of Canon’s, and concluded (page 49) that “..in practice it 
worked out very well and the EX EE is actually a pretty good camera”. Ivor Matanle, on page 150 
of Collecting and using classic SLRs, concluded that “..it is a moderately scarce and quite 
interesting collectible which usually works very well a quarter of a century and more after its 
introduction”.   
 
I have an EX EE body and a full set of 35, 50, 95 and 125 mm lenses. What’s it like to use the EX 
system in day-to-day practice? The body is quite small but, at 900 g, heavy. The feeling is, as with 
all Canons of this vintage, of quality materials and production standards. The feeling of quality 
extends to all parts of the system. The lenses, for example, come in delightful leather cases, all 
marked clearly with the lens type (Figure 3); no risk of becoming confused about which lens is 
which in the gadget bag!  
 
Film speeds extend from 25 to 
800; more than adequate for 
most uses. The shutter speeds 
extend from 1/8 second to 
1/500 second plus X and B; 
again quite sufficient for 
general use. The light 
measurement system relies on 
a though-the-lens CdS cell and 
single mercury battery. And 
the metering is open-aperture, 
not stopped down. The 
measuring range is EV 4.7 to 
17 (100 ISO, 50 mm f/1.8 
lens), which means that it’s not 
the most sensitive arrangement. 
Nevertheless, all the 
photographs I’ve taken have been perfectly exposed, even with transparency film. This isn’t bad for 
a camera that is pushing towards its 35th birthday. The viewfinder shows 92 % vertical and 94 % 
horizontal coverage: about average for the period. A nice touch is that the magnification is 0.9: 
much better than the current trend for low-magnification viewfinders with their scrawny viewing 
images.  And the exposure needle, aperture scale and low-light warning are visible clearly in the 
viewfinder.  
 



This advertisement from a Popular Photography Directory 
of 1964, featuring the Canonex, shows a very thin listing 
for Canon from Swift and Bleakley, the Australian agents.

But it’s not all a positive experience, and the EX system is not designed for rapid shooting.  There 
are three issues of convenience – or, more accurately, inconvenience. The first is that the camera 
delivers an aerial image, not a real image focused on the ground glass screen. The aerial image is 
very bright but obviously useless for focusing. 
Focusing is achieved with the small central 
microprism, rather like a lot of other cameras of 
the 1960s (including the first Leicaflex with the 
external light meter). It’s a system that is OK 
(just) for static subjects, but a disaster for 
photographing children and other rapidly moving 
objects. Why Canon persisted with a focusing 
system that is almost guaranteed to give out-of-
focus results in the hands of the inexperienced 
photographer is beyond me.  
 
The second and third issues relate to the process 
of using the interchangeable lenses. Only the 50 
mm lens is f/1.8 and the others are all others in 
the EX system are f/3.5. When you change a lens, 
you also have to change the film-speed setting on 
shutter-speed knob on the body. Apparently the 
latter EX Auto automated this change, but on the 
EX EE it’s a manual job. Forget to do it, and 
every exposure is two stops out. Not only do you 
have to rearrange the film-speed setting, but you 
also have to adjust the distance scale on each 
lens. The distance ring is free to rotate on 
each lens barrel, and it has to be aligned with 
the focus indicator line on the body-mounted 
parts of the lens system if you want to check 
the focusing distance. I find this step more-or-
less mandatory, given the potential for 
problems in focusing with the aerial image. 
 
So, the EX system has some interesting 
peculiarities. The body has shutter-speed 
priority automation and open-aperture 
metering that remains accurate to this day. 
Shutter speeds and film speeds are adequate 
for most purposes, and the camera is built 
with a reassuring quality. Results with the 50 
mm lens have been fine; nice snappy images 
with good resolution and excellent contrast. 
I’ve used the two long-focus lenses less than 
the standard 50 mm; they seem to have quite 
low contrast but I’d be unhappy to denigrate 
them without a more rigorous set of trials. 
Overall though, the EX is an unfriendly 
system to use; the long-focus lenses are 
massive and don’t balance well on the body, 
they are slow to change and require lots of 
fiddling with camera controls to ensure the 
correct light metering and focusing. 
Nevertheless, it’s a fun system to use now and again, especially with static subjects and when one 
wants to bamboozle one’s friends making do with soulless, fully automated digital equipment.   



Alan King,  
President of the APCS 2007-2008. 

Ian Bock with a Gandolfi he acquired.  

Inspecting items during the coffee break. 

Always time for a chat during coffee break. 

AGM. June 2007.              Report and photos by Ian Carron 
 
The Annual General Meeting was well attended on a rather cold day. 
The President’s Report was presented to members, along with the 
Secretary’s and Treasurer’s Reports (copies enclosed) and then Max 
Amos, the returning officer, announced the counting of votes for the 
contested position of President and Alan King will be our chief 
executive for 2007-2008. The election of two new committee members 
was also confirmed, Andrew Korlaki and Lyle Curr.  
It was decided at this meeting to open up a new avenue of membership 
to students. They would have membership for one year at a discounted 
rate of $15 in the expectation of encouraging new blood into the world 
of photographic collecting.  
Margaret Mason announced the intention of including a ‘newsletter’ 
with the meeting notices to keep members informed of committee 
proceedings and possible changes to improving our web site also came under discussion.  

 

 
We then moved on to “show and 
tell” where members had brought 
along a favourite piece from their 
collection and presented it along 
with a short talk regarding its story 
and how and why and how it came 
into their possession. 
The July auction catalogue will 
shortly be on its way to members 
and this will feature an attractive 
number of items from outside 
vendors. A recent article on 
collectors in “Beyond 50”, the 
magazine of the Australian 
Pensioners Insurance Agency in 
which I featured brought in a flood 
of queries to me and I had to 
advise some of the owners that their items were quite valuable and worth putting into our auction to 
obtain a better price than I was able to offer them. These items make up most of the photo page that 
will accompany the catalogue.  



 

Amazing Photographs Surface After 66-Years! 
From the Internet, by Ian Carron. 

Following the recent death of 
an ex sailor who had served 
on the USS Quapaw in December 1941, his family were cleaning out his footlocker and found an 
old Brownie amongst his effects. When they had the film that was in this camera processed it 
showed this remarkable series of photographs recording the events of December 7th, 1941.  
Just why this film remained in the camera for all those years will never be known but 66-years later, 
this incredible series of photos can now be seen.  



Dr. August Nagel. 

 From Peter Naylor  
  
 
The compact Kodak Duo-620 folder was made from 1933 to 1940 by the Kodak AG/Nagel-Werk in 
Stuttgart. The "Duo" tag does not refer to dual format capability but to its half-frame format of a 
nominal 6 X 4.5 cm, giving 16 pics compared to the 8 from the standard 6 X 9 cm format. Other 
makers sometimes used the term "Semi" instead of "Duo". The "620" part of its title comes from 
620 reel film used. There were just three main models of this camera, but thanks to various lens and 
shutter combinations some 25 variants exist, as listed later. All variants are very compact, the Series 
1 especially which is not much bigger than its stablemate the 35mm Retina, but has a useable film 
area almost three times as big. For those into such things, the surface area of a Retina 24 X 36 mm 
35mm film is 864 square mm, compared to 2365 square mm for the Duo-620's actual useable area 
of 57 X 41 mm. 
 
History  
 
Before getting into the model specifics, let's take a look at the background of the Kodak/Nagel-
Werk. We have to start with the boss himself, Dr. August Nagel, who was born in 1867 and died in 
1943. The picture below shows him at age 73. Nagel was possibly the most important single figure 
in German camera development, having started out in 1908 in partnership with a Herr Drexler in 
1908 to produce cameras under the name of Drexler & Nagel. In 1909 the company changed its 
name to Contessa KW and in 1919 amalgamated with Nettel KW to form Contessa-Nettel. In 1926 
Contessa-Nettel went into partnership with other famed names such as Erneman, Goertz, ICA and 
Zeiss to form the Zeiss Ikon AG. 
 

Spitting The Dummy 
 
Management of the new conglomerate was not all 
beer, skittles and long lunches. Dr Nagel reputedly had 
several heated arguments with the other Board 
members over policy and design, leading him to 
finally walk out in 1928. Urban Legend has it that the 
other Board members were fond of putting Dr. N. 
down because of his lack of tertiary qualifications, 
which the others had in spades. Anyway, he formed a 
new company in Stuttgart, called, unsurprisingly, the 
Dr August Nagel-Werke. It's on record that Dr Nagel 
kept a decent-sized chip on his shoulder about Zeiss 
for the rest of his life. Mark Small, the noted Zeiss 
luminary, has transcripts of Dr. Nagel's speeches in 
which he does not pull any punches about his opinion 
of the Zeiss Board. Even the "Doctor" title he was so 
fond of using, was just an Honourary one bestowed 

upon him in 1918 by Freiburg University in recognition of his contributions to the German camera 
industry. Whether this was from vanity or out of a sense of mischief directed at his former 
colleagues at Zeiss, I don't know. However, during that short period from 1928 to 1931 the Nagel-
Werk produced an array of his innovative designs, such as the Recomar plate cameras, the Pupille 
miniatures and the Vollenda folders. 
 
Eastman Kodak Takeover 
 
In spite of the success of his new company, the deteriorating economic and political situation in 
early 1930s Germany was painting a gloomy picture for the fledgling company's future. So when 
representatives from Eastman Kodak in Rochester New York made him an offer to take over his 



The Stuttgart factory, 1934. 

The Series 1 Duo 620. 

company for an undisclosed amount, he accepted, signing on the dotted line in December 1931. The 
deal was that he would stay on as Managing Director and Chief Designer. The company would now 
become the Kodak AG / Nagel-Werk, as per the 1934 picture of the enlarged Stuttgart factory 
below. Eastman Kodak had an interesting agenda of new film formats and designs and they saw 
Nagel as the man to help bring those ideas into fruition. The best-known one is the Kodak Retina 
range of 35mm compact cameras introduced in 1934, which many believe to have been Dr. Nagel's 

first new design under Kodak's control. 
However the Duo-620 was definitely the first, 
beating it by a full year. Production continued 
of the former Nagel designs such as Recomar, 
Pupille and Vollenda, but now of course as 
Kodaks. 
 
The Duo-620 Appears 
  
The first challenges faced were the introduction 
of 616 and 620 reel films in February 1932, 
which were only the familiar 116 and 120 films 

with a more compact spool. His first all-new camera design used the new 620 film, the Kodak Duo-
620. So early in 1933, the first Duo-620 appeared, referred to by the collecting fraternity as either 
the Series 1 or Art-Deco model. These are only identified as Duo-620 via embossing in the back 
door leatherette. The art-deco title is from the attractive black stripe design of the top cover and 
base plate, with the odd few metal bits like film-wind key and folding struts nickel-plated. It cost 
$52.50 in the USA and had an f3.5 7 cm 4-element Kodak Anastigmat lens with full helix 
focussing. Just to keep that price in context, it translates into US $749 in 2006 values. This was 
definitely no Box Brownie! A cheaper version with f4.5 lens using front-cell focussing was 
available in Britain for £6 (£284 in 2005 values) and in Europe, but with some badge-engineering 
over identity of the lenses for, presumably, marketing reasons. So you can find some marked Kodak 
Anastigmat and others marked Schneider Xenar. I'm convinced that these are the same lens, but just 
to confuse things further, there are also occasional sightings of both f3.5 and f4.5 Zeiss Tessar 
versions. The two “Series 1” in my possession are f3.5 Tessar and f4.5 Schneider Xenar varieties, 
both with Compur shutters. Astute folks will notice a slight manufacturing variation in that the rear 
viewfinder pop-up is black-laquer painted on the former but nickel-plated on the latter. These Series 
1 models were made until June 1937, when they were replaced by the Series II (Series 2).  
 
A Second Model 
  
In July 1937 the Series I "art-deco" was replaced by the Series 
II Non-RF model, of which I own four. These are still all 
identified as Duo-620 only by embossing on the back door 
leatherette, but one also has Series 11 embossed below Duo-
620. It's not a late model going by its serial number, so I can 
only put this down to marketing vagaries. I can point out some 
obvious changes from the earlier model, such as the black art-
deco top cover now in a more mundane but harder-wearing 
satin chrome finish. In fact, ALL the plated bits are now satin-
chromed rather than nickel-plated. The art-deco striped 
baseplate is now leatherette-covered. Apart from these 
cosmetic changes, the camera is now slightly taller to allow for 
a remote shutter release on the top-cover, and it also has a 
proper film wind knob rather than a fiddly key. There's also an accessory shoe to take the Kodak 
Accessory Rangefinder. Lens options were still f3.5 or f4.5 Kodak Anastigmat or Schneider Xenar 
depending where on the planet you lived. The f3.5 KA version now cost $57.50 in the USA, which 
equates to $793 today. Interestingly, the concurrent Retina cost the same $57.50. The rare f3.5 Zeiss 
Tessar version cost a whopping £13/10/00 in the UK, i.e. £580 in today's terms - so not surprising 



My Series II cameras. 

The Duo-620 Series II CRF. 

that it's rarely seen. Shutters were either Compur or Compur Rapid, with an El-Cheapo 4-speed 
Gauthier available for the f4.5 KA lens Bargain Basement version. My four versions of the Series II 
are: f4.5 KA with Gauthier, f3.5 KA with Compur, f3.5 KA with Compur-Rapid and f3.5 Schneider 
Xenar with Compur. Don't be surprised to learn that the last one has focussing in metres and Depth 
of Field details in German, bearing in mind what I've said earlier about Eastman Kodak's regional 
marketing on what appear to be otherwise identically lensed cameras. Below is a picture of two 
Series II cameras.  

 
Best For Last 
 
Undoubtedly the most hi-tech model is the Duo-620 
Series II CRF. Unfortunately it was introduced in what 
must be the worst example of bad timing ever, i.e. 
September 1939. This is a far more sophisticated camera 
than the preceding models, not just because of the CRF 
but for other nice features like an automatic film 
counter. No more searching for vague numbers through 
a dim ruby window! The winder knob got bigger and 
easier to hold and is now at the far right of the top cover 

rather than the left, because film travel direction is now West - East, compared to East-West on all 
the earlier models. One strange item is the accessory shoe on the top cover. On the previous Series 
II Non-CRF models, it's referred to in the owner's instruction booklet as being for the Accessory 
Rangefinder. Surely now there's no need for it, with the integral CRF? I've been lucky enough to 
also get an even rarer original IB for this rare camera and I can tell you that there is not even a 
single mention of the accessory shoe, never mind what exotic item it's supposed to take! 
Ergonomically, it has a fiddly focussing control which is too close to the left side folding hinge, and 
I reckon the VF and RF windows are the wrong way round, bearing in mind this is a camera that 
would be used sideways more often than upright. OK, minor complaints all, because this is one 
VERY nice camera that never got its chance to shine on the world's stage. It appears that only some 
2,000 of these were made from September 1939 to the mid-1940 and most or all went to the USA. 
All seem to have f3.5 helical focus Kodak Anastigmat lenses and Compur-Rapid shutters with 
linear focussing scales. The USA price was a whopping $85, equating to $1214 today. A pic of this 
final model is below. 
 
Final Curtain 
  
Despite the relatively unknown Duo-620 being made only 
from 1933 to 1940, Kodak AG managed to sell 81,000 
according to Brian Coe's Kodak Bible. 2,000 were the last CRF 
model, but it's uncertain regarding the split between the Series 
I and Series II models for the balance of 79,000. I'd tend to 
suspect maybe 30,000 of the former and 49,000 of the latter, 
but that's only my personal guesstimate based on Series II 
models being more common today than art-deco ones, despite 
a shorter manufacturing period. There's also no doubt that the 
Series 11 models have withstood the ravages of time far better 
than the art-deco Series 1 models, as you can see from my collection tonight. Although I'm a fan of 
art-deco styling, I can't deny the better wearing qualities of satin chrome over black paint. Around 
the middle of 1940, the factory was ordered by the Nazi Government to drop camera-making and 
concentrate on production of munition timing fuses for the war effort. When WW2 ended in 1945 
and camera production re-started, the decision was made (apparently from Eastman Kodak HQ in 
Rochester) to concentrate on the 35mm Retina and Retinette models. So that was the end of the 
Duo-620. Following the death of Dr. Nagel in 1943, the Kodak/Nagel-Werke was now managed by 
his son, Helmuth Nagel. 



Helmuth Nagel. 

Those Damn Variants 
 
Listed below are the main 25 lens and shutter variants. 
If one wants to get really picky about this, there are also 
minor variations such as metric focussing scales on 
cameras fitted with Kodak Anastigmat lenses. There's 
also the slight finish differences on Series I model 
viewfinders and the embossed identification details on 
the back door leatherette on Series II models. However, 
life is just too darn short. 
 
Not sold Down Under? 
 
It took me some time to get confirmation whether the 
Duo-620 was actually sold here in Australia. You'd 
suspect that it would have been, but for some time my 
only source from Kodak Australasia is a September 
1937 edition of their Australasian Photographic 
Review. This might sound like a mainstream 
publication but it was just an excuse to advertise anything Kodakian! Despite several contemporary 
cameras being listed in great detail, such as the Retina and Bantam Special, there is nothing there 
about the Duo-620. Coincidentally, out of the seven cameras in my possession, only one was 
bought by me in Australia, with the rest coming via eBay from the UK, New Zealand and the USA. 
Interestingly, I bought that sole Oz item from an old guy here in Perth at an antique fair, with some 
personal provenance that he'd bought it second-hand in 1938 in Tasmania, from a German guy with 
a small photographic studio there. However, some concrete evidence later materialised to confirm 
that we’d got both the Series I and II cameras “Down Under”, in the form of a 1936 Kodak 
Australasia advert for a former, and a 1940 receipt for the latter from a guy whose dad had bought it 
them from a Melbourne dealer. 
 
Grateful Thanks Department 
  
Unlike the Duo-620's little brother about which there is innumerable detailed sources both in print 
and on the WWW, gleaning information about the Duo-620 has been difficult. In fact, apart from 
the couple of pages in Coe's "Kodak Cameras - The First 100 Years", it's been a painstaking affair 
of collating snippets of information such as original adverts and test reports from many sources, 
including Bob Halligan and Ron Nell. My Internet colleagues, Paul Shinkawa from Photo.Net and 
especially Bob Stoddard from the IDCC, have been very helpful too. Thanks, guys!  
 
VARIANT TYPES BY LENS AND SHUTTER  

A. Series I With f3.5 Lenses  - 1933 to June 1937  

1.  Zeiss Tessar f3.5 7 cm   Compur  1933 - 1937 

2.  Zeiss Tessar f3.5 7 cm   Compur Rapid 1935 - 1937 

3.  Schneider Xenar f3.5 7 cm   Compur  1933 - 1937 

4.  Schneider Xenar f3.5 7 cm   Compur Rapid 1935 - 1937 

5.  Kodak Anastigmat f3.5 7 cm   Compur  1933 - 1937 

6.  Kodak Anastigmat f3.5 7 cm   Compur Rapid 1935 - 1937 

 

B. Series I With f4.5 Lenses  - 1933 to June 1937  

1.  Zeiss Tessar f4.5 7 cm   Compur  1934 only 

2.  Schneider Xenar f4.5 7.5 cm   Compur  1933 - 1937 



3.  Schneider Xenar f4.5 7.5 cm   Compur Rapid 1935 - 1937 

4.  Kodak Anastigmat f4.5 7.5 cm   Pronto S  1933 - 1934 

5.  Kodak Anastigmat f4.5 7.5 cm   Compur  1933 - 1937 

6.  Kodak Anastigmat f4.5 7.5 cm   Kodak S  1935 - 1936 

7.  Kodak Anastigmat f4.5 7.5 cm   Compur Rapid 1935 - 1937 

 

C. Series II Non-CRF With f4.5 Lenses  - June 1937 to 1939 

1.  Schneider Xenar f4.5 7.5 cm   Compur  1937 - 1939 

2.  Schneider Xenar f4.5 7.5 cm   Compur Rapid 1937 - 1939 

3.  Kodak Anastigmat f4.5 7.5 cm   Kodak S  1937 - 1939 

4.  Kodak Anastigmat f4.5 7.5 cm   Compur  1937 - 1939 

5.  Kodak Anastigmat f4.5 7.5 cm   Compur Rapid 1937 - 1939 

 

D. Series II Non-CRF With f3.5 Lenses  - June 1937 to 1939 

1.  Zeiss Tessar f3.5 7 cm  Compur  1937 - 1939 

2.  Zeiss Tessar f3.5 7 cm  Compur Rapid 1937 - 1939 

3.  Schneider Xenar f3.5 7.5 cm  Compur  1937 - 1939 

4.  Schneider Xenar f3.5 7.5 cm  Compur Rapid 1937 - 1939 

5.  Kodak Anastigmat f3.5 7.5 cm  Compur  1937 - 1939 

6.  Kodak Anastigmat f3.5 7.5 cm  Compur Rapid 1937 - 1939 

 

E.  Series II CRF With f3.5 Lenses  - September 1939 to mid-1940 

1.  Kodak Anastigmat f3.5 7.5 cm   Compur Rapid 1939 - 1940 
Notes, Assumptions, Presumptions, Wild Guesses and Conclusions  

1. The Kodak Anastigmat lenses, both f3.5 and f4.5 varieties, appear to be identical optically to the 
Schneider Xenar lenses. Even the serial numbers have the same chronological sequencing. So, why 
did Kodak AG bother to have identical lenses labelled differently, you ask? My theory is that it was 
just good marketing philosophy. I reckon that Eastman Kodak in Rochester, the parent company, 
felt that the average US customer would be more familiar with the name "Kodak Anastigmat" 
denoting a quality optic, rather than the lesser-known "Schneider Xenar". In Europe, the reverse 
was the case, so their lenses were correctly labelled as Xenars.  

2. My evidence for this KA/Xenar difference is purely end-related. I have seen nothing in writing 
from Kodak or Schneider to substantiate it, but then again such matters wouldn't be released for 
public knowledge, would they? So, I can only go by the various examples I've got of US adverts for 
the Duo-620 during the 1930s, ALL of which refer only to "Kodak Anastigmat" lenses. I'm still on 
the lookout for any European ones..  

3. The Zeiss Tessars of both f3.5 and f4.5 size remained of 7 cm focal length whether fitted to 
Series I or Series II cameras. This may have been because Zeiss were not prepared to lengthen the 
FL slightly on the later models, because of the relatively low volume of lenses to be supplied. These 
Tessar-fitted models were more expensive than the KA/Xenar ones, remember, and were probably 
only sold in GB and Europe. 4. I am still perplexed about the variations in focal length on the 
KA/Xenar lensed Series I cameras. Clearly there is a logical link there in that the f3.5 lenses are of 
7 cm FL whereas the f4.5 lenses are of 7.5 cm - but why? All these lenses have the same 4-
elements-in-3-groups "Tessar" design. The only functional difference is that the slower f4.5 ones 
have front-cell focussing compared to full helix focusing on the faster f3.5 lenses. However, just 



That elusive beast!  
The Diax Standard. 

why should this necessitate a slight change in FL? Dunno!! A Canadian friend has suggested that it 
might be purely due to those differing focusing systems using a slightly different measurement 
base. Could be, I guess! 

5. Most of the data here has been based on what Brian Coe has included in his details about the 
Duo-620 at pages 121 and 122 of "Kodak Cameras - The First 100 Years", with some additions 
based on my own data. For example, he lists the "Kodak S" shutter as only being fitted from 1935 - 
36 on Series I cameras. However, I have a Series II camera with an f4.5 KA lens and that same 
Kodak S shutter. The lens s/no indicates mid-39 camera manufacture - i.e. a very late model. Gawd 
Bless him - he can't be expected to have everything right, can he?  

6. Some folks have brought to my attention that Eastman Kodak of Rochester has the f3.5 Kodak 
Anastigmat lens for the Duo-620 described in a 1946 booklet as being a triplet, not a 4-element 
Tessar clone like the Xenar. I’ve seen the item in question, and I can only put it down to immediate 
post-WW2  vagaries. The world was a difficult place in 1946 and not even the mighty Eastman 
Kodak was infallible. I still remain convinced that f3.5 Kodak Anastigmats and f3.5 Schneider 
Xenars on Duo-620s are one and the same pieces of glass, so there! The only way to solve this 
would be to dismantle an f3.5 KA junker camera and count those bits of glass. Sort of “Elementary, 
My Dear Watson” I guess. 

A plea from Pete for Diax Assistance 
 
With reference to my article on Diax cameras in issue 64, I'd like 
to add a couple of further points. Firstly, regarding the Diax 
Database, for anybody with a Diax or Diax lens of any variety 
wishing to advise of its particulars, Peter Geisler's email address is    
geisler.peter@t-online.de 
Peter lives in Germany but is fluent in English so don't feel reticent 
about emailing him about your Diax 1a or Diaxette, or 
whatever. All he needs is the camera model, body s/no and lens details.     
There is sometimes a bit of confusion about identification of the very early models, because they 
don't show any model details. The giveaway is the top cover. If it's completely flat, it's an "Original 
Diax" made from 1947 to 1950.   If it has a slight step above the VF, it's a “Diax 1” made from 
1950 to 51. All later models are clearly identified.   If it's an i/c lens model and maybe you've got 
some accessory lenses, Peter would be most grateful to hear about those too.   So far he has well 
over 1,000 cameras on his database, which ain't half bad for a company that made less than 100,000 
cameras in its 10 years of production and closed down almost 50 years ago.   However, he would 
dearly love to reach the 2,000 mark, so  .......... don't be shy - drop him an email if you can help! 
 Both Peter and I would be especially grateful for ANY details about the Oz-market Diax Standard 
of 1954. As I mentioned in my article, there are just 14 now identified. So far, the only known thing 
in print about this camera is a single small advert from the Nov 54 issue of the "Australian Popular 
Photography" magazine which tells us that it sold for £27-0-0 inc. ERC. Come on, you guys! Surely 
somewhere out there, there must be some other stuff, either in the form of an advertising leaflet, 
owner's manual or other magazine advert. This is a matter of National Pride we're talking about, 
now - not just a mere camera. Back in 1956 we had the Nicca Snider 35 Leica copy, which was only 
sold here in Oz. We also had the Diax Standard of 1954! OK, so they weren't actually designed and 
made here like such icons as the FX Holden, Victa lawnmower or Hills Hoist - but we were the only 
country in the world to get them. Surely that justifies a rummage through your collection of old 
adverts and magazines rather than watch the umpteenth re-run of MASH or yet another brain-
sapping episode of the Bold And The Beautiful? You could just become a Diax Standard Legend, if 
you were to find an original owner’s manual.  (Pete Naylor) 



The most famous user
of a Kodak Duo-620 

from Peter Naylor

The damaged aircraft on the runway. 

Amelia with her Duo-620 at Caripito. 

 
 
 

 
 
  
 
Here in Australia, Amelia is known in the same 
sort of light as other early fliers like Amy 
Johnson, but in the USA “Lady Lindy” was one 
hell of a celebrity. I won't bother going into her 
previous flights. We'll just concentrate on her 
two attempts in 1937 to circumnavigate the 
globe via the Equator in a twin-engined 
Lockheed Elektra and of course, on her Duo-
620. Strangely, in spite of her many other 
endorsements of items such as clothing, 
suitcases and even cigarettes (although she was 
a non-smoker), there don’t appear to be any 
adverts of her from Eastman Kodak in regard to 

the Duo-620. 
 
Her first flight attempt started on 17th March 
1937 from Oakland, California, heading for 
Hawaii. She landed successfully, but after 
refuelling the plane hit problems on taking off 
on 20th March, with a heavy fuel load for the 
long flight to the tiny spot in the mid-Pacific of 
Howland Island. The US Coastguard had just 
completed an emergency landing strip there for 
her. The Elektra never got off the runway at 
Honolulu, suffering a collapse of one wheel and 
damage to a wing. Fuel poured out but luckily 
there was no fire or injury. The US Army Air 
Corps got the damaged plane back to the 
Lockheed factory in Burbank California where it 

was repaired over the following 8 weeks.  
 
This is how the specifics regarding Amelia's Duo-620 
became apparent. In typical efficient military fashion, a 
complete inventory of everything onboard, including the 
components of the plane itself, had been made by the 
USAAC. Their inventory shows that her camera had a lens 
s/no of 865715, which identifies it as an early 1936 f3.5 
Schneider Xenar or the rebadged Kodak Anastigmat version 
thereof, since both used standard Schneider chronological 
numbering. On the balance of probability, it's more likely to 
have been the US-market KA model. Unfortunately none of 
the photos of her holding it are from front on, which would 
enable us to identify the lens more precisely. So we can only 
surmise here on likelihood’s rather than facts. We do know 
that it can’t have been an f4.5 version, because they don't 
have any lens serial number displayed. Moreover, the f4.5 

version doesn't seem to have been sold in the USA, only Britain. 



 
Earlier pic of Amelia Earhart using
another Duo-620. Amelia was an avid
photographer as well as a flyer. 

Enlarged detail of camera held by Amelia, 
from photo on previous page. 

By 20th May the plane was repaired and ready for another 
round-the-world record attempt. However she’d now 
decided to go the East - West route because of changed 
weather patterns. So off she headed, stopping at various US 
airfields before landing on 2nd June at Caripito in 
Venezuela. Of all the many pics available of the flight, the 
one in this article of her at Caripito (with enlarged section 
alongside) is the best and clearest one of her holding the 
Duo-620. Strangely the Purdue University Archive who 
hold the rights to many of these pictures, only had it 
described as: “Amelia Earhart At Caripito On 2nd June 
1937, Carrying Something”. Yet on the back of the pic is 
Amelia's handwriting reading “Me Giving The 
Photographers At Caripito A Dose Of Their Own 
Medicine”. Perhaps investigation and reasonable 
conclusions are not a prerequisite in the strange world of 
Archivists. 
 
I emailed the Head Archivist at Purdue Uni, attaching the two pics below plus several of a similar 
art-deco Series 1 camera taken from different angles. I got a very nice response to the effect that 
while it did indeed look like a Duo-620 that Amelia was carrying, it wasn't positive enough 
evidence. Subsequently when the USAAC inventory factor materialised, I emailed Purdue Uni 
again, attaching the relevant page detailing the camera. I got another nice answer; this time 
conceding that it did indeed appear likely that it was a Duo-620 Amelia had been carrying at 
Carapito. Therefore it would have most likely to have been used by her for the rest of the flight. 
However, they only upgraded their description of that photo. Their description now reads: “Amelia 
Earhart with a small camera”. I guess Rome wasn’t built in a day ……. 

After refuelling they took off from Caripito on 3rd of June, 
making several more stops including Darwin, before finally 
reaching Lae in New Guinea on 1st of July. After refuelling 
they took off the following day on the longest single stretch 
of the flight, for the tiny speck of Howland Island hidden 
amongst all that expanse of ocean. It was 2556 miles from 
Lae to Howland Island and unfavourable winds meant they 
were running short on fuel by the time they were in radio 
contact with the US Navy guys waiting on the Island. 
However, they never reached their destination. No trace of 
Amelia, Fred, the Lockheed Electra (or the Duo-620) has 
ever been found since.  
 
Daft theories about what actually happened include 
abduction by aliens in UFOs, capture by the Japanese and 
crashlanding on an uninhabited island they mistook for 

Howland in the fading light. The obvious truth is just that they ran out of fuel and ditched into the 
Pacific relatively close to the Island. The ocean shelves very deeply and there is every likelihood 
that the plane wreckage lies at around 15,000 feet still undiscovered after almost 70 years, with the 
bodies of Amelia and Fred still onboard - along with a Kodak Duo-620 camera. 
 
If you've got access to the Internet, I can recommend an evening spent at the Purdue University 
Archive website (see below). Take along a box of Kleenex for your journey, because it’s a sad 
story. 
 
The Purdue University Archive 
See also     The search for Earhart by TIGHAR 



Adrian, with some of his “Cheers and Hits.” Just getting that 
Limelight projector alone back from overseas deserves a medal!  

April Meeting    report by Ian Carron 

 
Our April Meeting was quite well 
attended on a warm and sunny day. 
(Who would think we’d ever look at 
these types of days and just wish for 
heavy rain?)  
The main points of the meeting 
covered our participation in the 
coming display at the PMA exhibition 
at the Melbourne Exhibition Centre 
and changes to the rules of our Photo 
Competition to hopefully attract more 
entries this coming November. 
(Details below.)  
Postal voting for the “Best Article” 
judging is going well, at time of 
writing, I will give it another week 
and count the total for the winner, 
who will more than likely appear in 
this issue. 
The meeting was then handed over to 
our guest speaker, member Adrian 
Elshout, whose talk of “Tears and 
Cheers, Hits and Misses” was a lively 
and entertaining collection of stories 
of his travels through the 
photographic market places of Europe 
and the UK. Narratives of items 

found, gained, and others missed out on kept us more than amused and these were illustrated with 
samples of some of the finds, with which he struggled home through airports and overhead hand 
luggage lockers.  
 

Changes to The Photo Competition Rules 
 
The new rules are: 
 
Camera used must have been manufactured no later than end of 1980 
Desirable that camera used be displayed with print(s) at meeting. 
Prints (not slides) can be of any size, colour or black and white. 
Limit of three entries per member. 
Prints, B&W or colour, can be digitally printed. 
Any other details you wish to supply: title, film type etc. 
 
Changed from previous rules: 
Production year moved forward from 1960 to 1980. 
Deleted. Photographs submitted must have been taken during the preceding year. 
Deleted. ‘Preferably mounted on 10”x12” card or board.’ 
Deleted. Winning print will be retained by APCS for promotional purposes. 
 
Your committee hopes that these changes will encourage entries in the November competition later 
this year.  



 

March Photographic Market.           Ian Carron. 
 

For the first time in many years I did 
not have a trading table at this market, 
so was able to front up at a more 
‘civilised’ hour, without having to 
drag in a case full of saleable items to 
be set up for the inspection of buyers 
and hunters of bargains. 
Today I was there as a ‘reporter-
photographer’ for both our Society 
journal and the Photographic Trader.  
Tables were all set up and the public 
were entering when I arrived. 
Cruising around the offerings showed 

that the dreaded digital (with which I was recording events) 
was definitely not dominating and there were plenty of tables 
offering enlargers, bromide paper, chemicals, print trays etc. 
Not only offering but, from what I saw walking out the doors, 
they were selling too.  
Nice, collectable cameras were also on offer and I spotted a 
number that would look nice on any collector’s shelf. A very 
clean, later model Contarex was on offer for $450 and 
nearby, a cute little Ensign Midget for $95.  
Or, how about a delightful Plaubel outfit at $1200? A very 
clean looking Zeiss 6x6 Super Ikonta could grace your 

shelves for $340. And, being 
a market, no doubt the 
vendors would all be open to 
negotiation.  
Those words always bring to 
mind the day I made an offer 
to the late Marvin Tanner on 
an item where he wasn’t 
prepared to negotiate. (The 
price was good anyway but I 
just had to try.) His reply? To 

go and perform a rather impossible anatomical feat upon 
myself! After I’d wiped away the tears of laughter, (or was 
it tears brought from the thought of attempting what he 
suggested) we shook hands; I paid for the item and still 
have it in my collection.  
But, back to the market. Whatever your tastes, they were 
catered for. Wood and brass, plastic fantastics, Leica’s in 

all ranges of condition 
and price, Nikon’s, 
Canon’s and all the great brands from Germany, lenses, tripods, 
ad infinitum. It was all there and, in spite of clashing with the 
Grand Prix this weekend, the public seemed to be coming 
through to lap it all up. 
The number of traders I spoke to all seemed to be reporting 
satisfactory sales and things still seemed to be going strong 
when I left around an hour and a half prior to the close. And that 
about wraps it up until our next market in October. 



 
Geoff Harrisson 

Minolta-35 with Super Rokkor 45mm f2.8 

Nikon S with Nikkor-S 5cm f1.4 
Canon IVSB with Serenar 50mm f1.8 

   
 
Just what is it that makes many older cameras appeal to collectors? 
Appearance or interesting features? 
Probably both…. 
 
When I compare a classic old 35mm film camera with one produced now by the major 
manufacturers for today’s market, my collector’s mind concludes that there is one distinct 
difference: the classic often looks 
better than it works and the modern 
one often works better than it looks. 
 
So I’ll acknowledge, admire and 
appreciate the capabilities and results 
that are so easily possible with a 
modern picture-taker and put it aside. 
Now, what kind of cameras were 
Nikon, Canon and Minolta producing 
over 50 years ago? 
 
Here are three beautifully made pieces 
from the past: a Minolta-35 from 
1948, with two from 1953, a Canon 
IVSB and a Nikon S. 
 

 

They certainly don’t make them now like they 
used to, do they!  I mean, these have small viewfinders, no metering, are quite heavy, and have 
knob film wind and rewind for example. But then my collector’s lack of objectivity kicks in 
because I do love their appearance.  
 
Chromed brass & glass  
 
All three have that classy satin-chrome finish, sharp black-filled engraving, and the general look 
and feel of precision engineering. When you pick one up the weight in your hand is so substantial 
you immediately know it’s a serious piece of equipment. That weight related to size can be 
unexpected; like the Nikon when fitted with the 13.5cm lens and finder - it weighs 1.5 kg.  



 

Nikon S with 13.5cm lens and optical finder. 
Nikkor-Q 13.5cm f3.5 lens with finder; lens hood 

and cap, stored on lens. 

Canon IVSB with 85mm lens and sportsfinder. 

Notice that the lens barrel has been designed with a tripod socket so your camera and lens can be 
safely mounted with all that weight evenly distributed.  

 
 

 
Accessories 
 
I like to add to the appeal of various classic cameras in my collection by trying to obtain some of 
their related items where possible. To start with, your Leica-type camera is not really complete 
unless it has the correct original lenscap. This was supplied not just to protect the lens; it was also 
necessary for protecting the shutter curtain. Leave one of these cameras lying face up in the sun 
without a lenscap and the sun’s rays could be focussed onto the cloth focal-plane shutter to 
eventually burn a hole through it! 
 
Matching these cameras in look and feel are the supplementary lenses. Like the cameras, they came 
in well-made genuine leather fitted cases and often with a space for the optical viewfinder. The 
Nikon 13.5cm lens hood has it’s own matching metal screw cap for when it is stored reversed on 
the lens. The hood can be unscrewed from its lens mount and a Series VII (50mm diameter) filter 
will fit neatly in the recess provided. And look at that solid chunk of metal and glass pictured on the 
Canon: the 85mm f1.9 lens at 600g 
weighs more than the camera body. 
Its lens hood also has the same 
handy Series VII filter mounting 
feature. 
 
The optical finders give parallax 
correction when you rotate a scaled 
ring at the rear, which tilts the unit 
down. The Canon folding 
sportsfinder has frames for the 
50mm, 85mm and 135mm lenses; it 
also provides parallax correction 
when you slide the rear sight up. 
This sight has a small-aperture mask, 
which you swing out to allow a 
wider view when using the 50mm 
frame.  



 

Canon 85mm f1.9 lens, hood, cap  
and multi-frame sportsfinder. 

Canon and Nikon reloadable cassettes. 

Minolta-35 with 8.5cm lens and optical finder. 

Canon copied the Leica reloadable cassette 
design and presented it in a nice brown bakelite 

container. Nikon made the same item and added a useful film speed reminder scale on the base. 
Both units are of brass, beautifully made and finished. 
 
Styling 
 
The Canon’s styling replicates a pre-war Leica; the Minolta is clearly Leica influenced and the 
Nikon copies a pre-war Zeiss Contax.  
 
Canon made only a few improvements to the original Leica design. They added a side-rail for flash 
unit connection and mounting, combined the viewfinder & rangefinder so you needed only a single 
eyepiece and included a unique three-mode magnifier in the viewfinder. This magnifier was 
provided to give more accurate rangefinder focussing in dim light, but was doubly useful as the 1x 
position gave the approximate view for a 100mm lens and at 1.5x it was close to the view for a 
135mm lens.   
 
Minolta also used the 39mm Leica thread lens mount.  
 
Nikon retained the Contax-like bayonet lens mount but sensibly used a Leica-type shutter as have 
the other two.  
 
Some other details that appeal to us 
collectors: 
 
The Minolta: 
 
this is Minolta’s first 35mm camera; it has 
a frame size of 24x33mm 
 
the film counter is calibrated to 40 
exposures 
 
“made in occupied japan” is engraved on 
the baseplate 
 
is fitted with an early style of “hot-shoe”, 
the first Japanese camera with this feature 
 
is the only 35mm camera I’ve seen with a 
marked shutter speed of 1/35th 



 

Minolta Super Rokkor 8.5cm f2.8 lens, 
 hood, caps and finder. 

Engraving on baseplate of Minolta. 

<EP> engraving on Canon lens. 

individual apertures of the standard 45mm 
lens are shown through a small round window 
in the rotating front of the lens mount  

 
 
the Tele Rokkor is marked 8.5cm, its matching finder is marked 85mm 
 
The Nikon: 
 
has a frame size of 24x34mm 
 
the first Nikon with flash synchronisation; it has two separate pairs of flash sockets, one for S and 
one for F sync 
 
slow speeds are set by rotating a lever under the main speed selector 
 
The Canon: 
 
has the standard frame size of 24x36mm 
 
the side rail mounts and connects a 
Canon flash unit  
 
sync speed is when the slow speed dial 
is set at X  (approx 1/15th sec) and is 
usable for both flash bulbs and 
electronic flash, the first Japanese 
camera with this ability 
 
adjustable finder magnification is 
marked F, 1x, and 1.5x.  
 
the 85mm lens has a red  <EP>  
engraved, indicating that it was made for sale in a military post exchange during the US occupation 
of Japan 
 
there are 20 leaves in the diaphragm of the 85mm lens which ensures an almost perfectly round 
opening at all apertures 



Those Pearl Harbour Photos!     Did you pick the con?        Ian Carron. 
 
This is just one of many hoaxes floating around the Internet but the first I and a number of members 
have seen centred around our interests. When we first saw it, the initial reaction was, “Oh wow!” 
Then, doubts set in. First and most obvious, there are 16-photos, from a Brownie? Then those 
‘action’ shots, from a camera with a shutter speed around 1/25 second! The quality too, when seen 
full size, is just a little better than one would expect from a box camera and, from a film that’s 
remained unprocessed for all those years. A big giveaway too is the photo second down from the 
top right. Look at the bottom right corner; you’ll see a recording device there. Ever hear of a 
Brownie with one of those? Then member Peter Naylor found it on “snopes.com”, a web site that 
specialises in exposing hoaxes and frauds. Part of their account is: “For a “sailor” to have snapped 
pictures from all the perspectives shown above, he would had to have been in the harbour aboard 
his ship, on the ground at Hickam Army Airfield, and aloft in an airplane – all while the attack was 
in progress. Moreover, the ship on which this wide-ranging sailor supposedly served, the first USS 
Quapaw, wasn’t even built until well after the attack on Pearl Harbour. Most (if not all) of these 
images are readily identifiable as archival photos that have been available since the 1940s and 
have appeared in countless articles and books about the Pearl Harbour attack.” Why would 
anyone bother putting a sham like this on the Web in the first place? There’s no gain for them apart 
perhaps for some anonymous ‘fame’.  
Now, be honest……….. How many of you looked at those photos and thought …….. “Oh, Wow!” 
 

Letters to the Editor 
 
Hello Ian, Another ‘plus’. Just a quick note to say that I think you’ve ‘kicked a goal’ with the 
results from the new printer in Ivanhoe. Also I liked the ‘feel’ and surface finish of the cover. 
Regards, Bob Barber. #378. 
 
Ian, I think the new stock used for the cover of B.F. is excellent. Congratulations on taking our 
magazine to new heights. John Werrett. #89. 
 
Dear Sir, notwithstanding my voting as I did for the article by Mr. Parker, your own inimitable 
articles on your own life experiences were wonderful too, bringing up many memories of my own 
early experiences of photography. If anything, I had numerous hearty belly laughs on your 
escapades – keep them coming – I might get brave enough to reveal some of my photography early 
days soon!!! John Millar. #469. 
I hope that's more of a promise than a threat John. ’Best Article’ voting is showing that ‘nostalgic’ articles are proving 
a big hit with our readers and some more contributions are now already on file for publication. Ian.  
 
Ian, Well done on last issue, I like the heavier cover…. Looking good! John Fleming. #559. 
 

Judging of Article of the Year.  
 
Out of an entire Back Focus mailing, only around two-dozen members responded to the voting 
sheets for the ‘Article of the Year’. Our sincere thanks to those who did. Three of the returns could 
have been treated as invalid as they did not have their names filled in but as they had gone to the 
trouble of sending them in, this was overlooked.  
Winner for this year is Herb Parker with his article, “A Collector’s Story”.  Other ‘nostalgic’ 
type articles also fared well in the voting, so take note, anyone with an interesting tale to tell. 
 
Talking of writing, if  “I am” is reportedly the shortest sentence in the English language, could it be 
that “I do” is the longest sentence? 
 
When cheese gets its picture taken, what does it say?  



Konica Pop wanted by John Fleming. 

Sell: Zuiko f4/200mm. Image from Internet.
For illustrative purposes only. 

Peter Coeln, Director, Nikolaus Schauerhuber, 
auctioneer and Katja Schindler, co-auctioneer, pose 
with the record breaking Daguerreotype camera.   

Wanted to Buy and Sell 
 
For Sale: Instruction Books/leaflets. Olympus OM20 Inst. Book. $5. Canon Sure Shot & Prima 
book $5. Minolta XG-M SLR Owners Manual, Minolta MD mount lenses depth of field booklet, 
Guide to Minolta SLR System booklet: $20 lot. Can post. 
 
Minolta 49mm genuine lens cap, Minolta XG etc SLR body caps 
x2, and Minolta rear lens caps x2. All exc. $15 lot. Can post. 
 
Wanted: Any type of NEGATIVE auxiliary lenses (NOT 
positive close-up) incl. Zeiss ‘Distar’ and Voigtländer ‘Focar’. 
Also seeking negative eyepiece correction lenses for Nikon F, 
Nikkormat FTN and Pentax Spotmatic F, other makes considered, 
in –2, -3, -4 or whatever. 

Also Wanted: Konica “POP” camera, good or better 
condition, black or any colour.  
 
Contact John Fleming, evenings, (03) 9807 1015 
 
For Sale: Genuine Olympus f4/200mm Screw mount 
lens – ex FTL. Clean condition. $100.00 
Contact Trevor. (03) 5782 2004 
 

World’s Most Expensive Collectable Camera Auctioned at Vienna 
 
On Saturday, the 26th of May 2007 the eleventh 
WestLicht Photographica Auction was ended with a 
sensation. 
The most spectacular lot of the auction, a 
Daguerreotype by the Paris manufacturer Susse 
Frères from 1839, was sold for unbelievable 
576.600 Euro (AU$918,102) hammer price incl. 
premium – the highest sum ever achieved for a 
camera at an auction. The Susse Frères is now not 
only the oldest, but also the most expensive camera 
of all time. 
Numerous bidders from all over the world took part 
in the camera auction including some from Korea, 
Japan, USA and various parts of Europe. The most 
recent auction was able to out-shine the high 
standards of previous auctions both in total turnover 
as well as the percentage of sold lots. 90% of the 
total of 815 lots were auctioned for a total of more 
than 1.7 million Euros. (AU$2,706,701) Peter 
Coeln, director of WestLicht Photographica said 
that the camera was found in an attic in Germany, is 
made of soft wood and weighs between 11 and 13 
pounds and is likely to have been built before 
August 1839. “It was clear to me straight away that 
this was a camera from the first year of 
photography,” he said. 
Our thanks to Peter Coeln and WestLicht Photographica for their kind permission to reproduce the 
above text and illustrations.   (AU dollar conversions at June ‘07) 



Trevor Thomas

The goldfield town of Castlemaine in country Victoria.   

A Bencini Comet which failed to tempt me!  

School photo at Castlemaine Tech, Secondary School. 
Trevor, second from left at rear, aged about 14. 

(Photo by Allan Studios.) 

 
 
 
 

Where did it start?. I am not 
sure as I thought that I was 
going to be a cabinet maker. 
As a teenager in 
Castlemaine I was im-
pressed that one of my 
friends could develop film 
and make contact prints 
which inspired me to buy 
my first camera, a Baby 
Brownie. At about the same 
time Allan Studios came to 
Castlemaine. They were a 
Melbourne firm who would 
send photographers to 
country towns where they 
would hire a local hall and 
set up a temporary studio to 

photograph local identities and families. For some unknown reason the Allan’s photographer set up 
a permanent studio in Castlemaine and a kind of camera club. We teenagers were greatly impressed 
by this photographer who not only could take 
amazing photographs but could also make 
enlargements. I guess I became a little bit more 
interested in photography when he hired one of my 
schoolmates as an apprentice but I did resist the 
temptation of a very shiny silver Bencini Comet 
camera in the local chemists window. 
In mid 1954 we moved to Melbourne for family 
reasons where I was introduced to a number of 
things I was not aware of in Castlemaine. As a 
student at Preston Tech I was introduced to soccer 
but Beckham was safe when an opposing player tried 
to dribble a ball down the field and I tackled him as I 
would in Aussie Rules. End of that career! 
But another door was about to open when my 
father showed me an ad in The Age for a 
photographic assistant with the Victorian 
Government, Department of Crown Lands and 
Survey. I applied and shortly after received a 
letter saying that I was the successful 
applicant and should commence employment 
in the Treasury Buildings on the Ninth of 
September, 1954. I was a little deflated about 
twelve months later when I discovered I was 
the only applicant. The salary structure was 
not exciting as the photographers were 
employed in Division Four which put us on 
the same rate as the cleaning staff. You can 
imagine that we were not held in high regard 
by other sections of Lands, the common 
abbreviation for the Department. 



 
Potassium Cyanide. Not to be 

played with!  

The Old Treasury Buildings is one of Melbourne's best
examples of nineteenth century architecture. It was designed
by John James Clark in 1857 (in which year he was 19 years
old) and completed in 1862.  

Lands was the original State Government Photo Section and we were supposed to provide a 
photographic service for all the government departments. Being typical public service we did not 
provide the necessary response to requests and most other departments set up their own photo 
sections. This left us with some regular photo jobs such as the opening of state parliament and a lot 
of copying and reproduction tasks for people like the Government Printer. 

As a photographic assistant my first task in 
the morning was to mix and deliver to the 
darkrooms gallons of print developer. Kodak 
D72, Ilford ID-11 for tone film and a more 
energetic brew, Kodak D-19 for line films. 
All the preparation was in the chemical 
mixing room from powder ingredients. 
Chemical powder floated around the room as 
I scooped. weighed and tipped the dry 
powder into the mixing bucket. All of this 
with no forced ventilation or protective 
breathing equipment. Then I would go and 
help the girls (they were not even 
photographic assistants) making dyeline and 
blueprint reproductions of line drawings. 
The blueprints had to be washed off with 
water and hung up to dry. By then there 
would be prints coming out of the 
darkrooms which I would feed into a large 
rotary machine for glazing or drying. 
Having mastered these basic tasks I was 
introduced to the sections smallest camera, a 
horizontal box with bellows and 
interchangeable back sizes from half plate 
(6.5 x 4.75 inches) up to 10x8 inches. It was 

mounted on a trolley which ran on small railway lines, backward and forward from a vertical 
suction frame. Line or tone originals were placed on the suction frame, lights switched on, camera 
set for size and focus, lens stopped down and shutter closed, double dark slide inserted and slide 
withdrawn, exposure of a number of seconds made, slide inserted and DD withdrawn. Then off to 
the darkroom for development in open trays, several sheets at a time and shuffled through the 
developer like a pack of cards. Our largest camera was used to produce negatives of maps to be 

contact printed on to zinc plates for the Government Printer. 
Negatives were commonly 40x30 inches and were a wet emulsion 
coated on to quarter inch glass as there was no dimensionally stable 
plastic available until much later when the Estar family of plastics 
were developed.  
One of the chemicals used in the wet emulsion was Potassium 
Cyanide of which two grains injested was potentially a lethal dose. 
Cyanide was supplied in the size and shape of chook eggs and was 
stored in a large jar in the chemical mixing room which was close to 
an unlocked rear door to the Photographic Section. Anyone who 
knew could have walked in and taken enough cyanide to poison half 
of Melbourne. We were supplied with one pint of milk every day to 
compensate for the effects of the cyanide fumes. The camera was a 
room with a lens mounted in an end wall. Inside the camera was an 
overhead tracking system with a frame for the glass plate-which 
could be moved fore and aft for focusing. Also in the camera were 
sinks where the glass was coated and subsequent processing. Outside 
the camera was another overhead track with a vertical suction frame 
to support the original to be copied. Lighting was supplied by carbon 



An aircraft of Adastra Aerial Surveys based at Essendon 
Airport. 

The Dehel Folder.    

arc which when the tips were close together caused a very bright arc between the two, a little like an 
arc welder. One of the joys of working at the top end of town was a lunchtime stroll down Collins 
Street past the studio window of Athol Shmith who at that time was a master of black and white 
high key fashion. Little did I know that Ian Carron was possibly beavering away in the studio and 
darkrooms inside. No matter how hard I tried I was never successful in trying to emulate those high 
key shots. Also close by was Wolfgang Seivers with his outstanding industrial shots. Sometimes I 
would be sent to pick up equipment from R H Wagner and Sons in Elizabeth Street. A creaky old 
lift took you up to the fourth floor into a showroom with incredible photographic gear that I could 
only dream of owning. Wagners subsequently moved to ground level and basement. One day I was 
waiting to see Jack Wagner in the basement which was the professional area when a lady came in 
and said to one of the salesmen (I won’t name him) that she would like to buy a projector. Without 
enquiring as to the ladies needs the salesman said something like, “Yes Madam we have X brand 
model Y and it costs Z amount, give us your money, thank you very much, goodbye.” Perhaps you 
needed to be there.This was not the quickest sale Wagners made. A man rushed in, plonked some 
cash on the counter and said, “sell me a camera and a roll of film quickly!” He raced out of the store 
and returned later to explain that he had seen a nude man walking in Elizabeth Street and needed the 
camera to take a photograph which was subsequently published in a daily paper and paid enough to 
cover the cost of his new camera.  
Back to work. Adastra Airways were 
contracted to provide aerial photography of 
Victoria. They would supply us with ten inch 
square negatives which we would contact 
print. The aerial camera lenses did not have 
good coverage and the negatives had fall off 
at the corners. Negatives were also uneven 
because of the lighting when they were taken. 
To even the print density the contact printer 
had a shelf above the lights. We would place 
pieces of tracing paper on this shelf to even 
up the print density. Prints were then sent to 
the Cartographic Section where they were cut 

and overlaid to form forty by thirty inch prints which were then traced 
to make contour maps from which we would then make full size 
negatives, then burn these onto zinc plates for the Government Printer. 
At about this time some of my work colleagues had folding cameras, 
Voigtlander Bessas and the like. I went and bought a cute little French 
made Dehel which was not a 
good decision as it did not have 
rangefinder focussing and the 
lens produced nice soft focus 
images. Put it down to 
experience. The camera is long 
gone but a bit of nostalgia 
prompted me to buy another 
Dehel at the last auction. It was 

the camera I used for my entry which gained second prize in 
the 2006 photo comp. It is a different model to my earlier 
Dehel but it also produces soft images. 
Another aside from work was the Olympic Games in 1956. It 
was a pleasant walk through the Fitzroy gardens to the MCG 
and if I wore my Scout uniform I was admitted free. How 
things have changed. Seeing the greats of long distance 
running such as Vladimar Kutts and Emile Zatopek was a 
great thrill for a boy from the bush. 

 
Trevor today with a recent find; a little 
Voigtländer folder. 



APCS at PMA 2007    Report: Alan King. Photos: Sue Margrave 

PICA (Photo Imaging Council Australia) joined 
with PMA (Photo Marketing Association 
International) in a venture to promote a new 
concept for the Asia-Pacific photo imaging 
industry show. Under the terms of the agreement, 
this becomes a major event in the international 
PMA Show calendar and is actively marketed by 
PMA around the world. This year we had a booth 
at the PMA Show held at the Melbourne 
Exhibition & Conference Centre in Spencer 
Street on the weekend of May 4-6.  

The equipment exhibition featured over 100 major photo and digital companies from Australia and 
overseas, showcasing today's cutting-edge developments and trends in imaging technology, 
software and output printing systems. A conference program with special emphasis on wide-format 
printing and printing technology was aimed at professional graphic artists, sign makers and 
photographers while promotion included Radio, TV and Press advertising for the general public to 
attend on the Saturday and Sunday. The Australian Institute of Professional Photography will also 
be conducting its regular awards and seminar 
programs at the event. 

Normally, a booth space at these exhibitions 
costs many $000’s and is simply way beyond 
the budget of an organisation such as ours. 
However, due to promotion of our own 
Markets in March and October on the PICA 
web site, Paul Curtis of PICA became aware 
of our Society and offered us a booth at the 
Sydney show in 2006. As Sydney was not 
really suitable for us here in Melbourne, he 
agreed to invite us to the Melbourne event 
this year. There were still some overheads, but including the hire of one display case and extra 
promotional printing the cost became a few hundred dollars.  As the show only comes to Melbourne 
every four years, I personally was convinced the effort to participate would be worthwhile 
considering the exposure the Society would 
obtain to promote membership and our 
activities, especially the markets. It is 
important to be seen as an essential part of 
the photographic industry and equally 
important to present a good image to the 
show organisers.  

The booth layout was designed to catch the 
eye of the passer-by, stop them in their 
tracks and encourage them to come over, 
look, listen and talk to one of us or at least 
take the promotional paperwork away.  As 
you all know, Margaret Mason sent out a request for helpers to assist manning the booth and we 
soon received many offers of time to help while others, unable to attend, offered material assistance.  
The glass counter had a colourful display of Kodak promotional items from Lyle Curr, a shelf of 
miniature and unusual cameras from Margaret Mason and the top shelf was just wide enough to 
hold a Canon 7 with Mirror Box and 800mm f8.0 lens attached. In case they missed that display, a 



Statistics of Attendance at PMA Expo 
Melbourne 
2007 

Sydney 
2006 

Brisbane 
2005 

Retail 1776 2347 3603 

Professional 2875 1964 2143 

Business 1582 1151 2027

General Public 7912 3281 5701 
Industry 
Personnel 1956 1282 2121 

16101 10025 15595 

tall wooden display case was on the opposite 
side of the booth with a selection of very 
early movie items from Adrian Elshout, a 
couple of books from our Library, some 
wood & brass from Keith Baker, some early 
& rare Canon rangefinders from my 
collection and Leigh Harris provided some 
different box cameras.  Keith Baker also 
supplied a large Studio camera and we lined 
the walls with Voigtlander posters and prints 
from Brian Hatfield and a Hasselblad poster 
from David Miller. Brian Hatfield also ran 

his History of Voigtlander CD on a laptop. I had an unusual 
display case with a Canon F-1 dismantled and mounted, which 
sat nicely in the corner. In all, a diverse display that provided us 
with enough material to talk about all aspects of the Society and 
collecting to whomever would ask. 

And ask they did.  The accompanying photographs from new 
member Sue Margrave illustrate the activity at our booth which 
really did exceed our best expectations. We heard the same story 
time and time again. A person or couple would pause, look then 
start a conversation with “I have this camera (or outfit) that 
belonged to Dad (or Grandpa) and do not know what to do with 
it. It’s too good to throw out and would like to see it go to a good 
home!” Or, “I have this (brief description), what is it?”  There are 
many, many people, including photographers and industry 
personnel, that now know we exist, we hold markets twice a year 
and auctions as required to help place those items in good homes. 

People of all ages expressed serious interest 
in the Society’s activities thus are potential 
members and quite a few ex-members 
called in and stated their  interest in re-
joining. The table below from the PMA 
organisers gives the attendance breakdown. 
Our own indicator is the amount of paper 
that was taken up; for example, I had 1000 
flyers printed to promote the October 
market and have about 200 left.  Margaret 
drew up a new Membership flyer and some 
hundreds were taken.  Only time will tell 
the final outcome, but the objective of 
publicity for the existence of our Society and its activities was well and truly met. Will we do it 

again?  That would have to be a 
resounding yes!  

I would like to thank our roster of helpers 
for their tremendous support: 
Max Amos, Keith Baker, Ian Bock, Chi 
Chan, Lyle Curr, Adrian Elshout, John 
Friend, Leigh Harris, Brian Hatfield, John 
Hick, John Keesing, Sue Margrave, 
Margaret Mason, John Millar, David 
Miller, Trevor Thomas



A rare Kodak Coquette with enameled base.

THOSE COLOURED 110’S Lyle Curr. 

We all know of the fabulous coloured 
Kodak’s of the late 1920 ‘s and most of us 
have one or two in our collection. At this 
time the Eastman Kodak Company decided 
to make its folding camera range more 
attractive to the lady of the day. Eastman 
thought there was a vast, untapped market 
for photography, about 50% of the 
population actually. The “Vest Pocket” 
range of Kodak folding cameras would be 
produced in colours. A marketing campaign 
(yes, they had them even then) aimed at the 
female population was launched, and the 
cameras hit the scene in 1929. 
They were not a great success. The 
Depression did not help, and the cameras 
themselves had coloured bellows made of 
silk which were very fragile, and did not last long without the folds in the corners of the bellows 
leaking light. These cameras are highly sought after today, and command good prices, particularly 
if they still have their original coloured bellows. Alas, most of them don’t! 
But we still manage to find one or two to spice up the collection with a bit of colour. 
       Want to really colour up your collection????? 

 Sprinkle a few of these(they are multi coloured) around your shelves.              



  

Kids Camera 

The green (top) and yellow (2nd from top) ones are 
scarce. The orange (bottom)  is very hard  to find , 
and the mauve or lavender (2nd from bottom) is rare! 

In 1972, Kodak introduced the 110 format, for 
mainly simple little plastic cameras aimed really 
at the kids. But they caught on, and soon millions 

of snap shooters were using the little camera that 
took prepacked cartridges of ostensibly 16mm 
film. The results were indifferent, but Mr. and 
Mrs. Snapshooter - and their kids didn’t care. The 
little cameras took up no room, were inexpensive 
as was the film and processing, and they were a 
hit. 
Later in the life of the Kodak 110, they too came 
in various colourful guises, and this is really what 
we are looking at here.  
The cameras above were made in the early to mid 
80s, came with different names, and were usually made in the USA, but later a few were made in 
Mexico. The grey “New York” (can’t understand why they made it grey!) is very scarce and costs - 
if you can find one. The others are pretty common, but some of the colours are very scarce indeed. 
The Ektralite 10 were US and export models to the far east, including here. The Graffiti, also US 
but appear more commonly in Europe. The Pazzazz was a US model too. 
But there were many other brightly coloured versions of other models. 
Based on other earlier forays into tiny 110’s the bright red “Kids Camera” and the royal blue “My 

First Camera” were designed to 
attract the kids’ attention. As for 
the Gimini, it appears to be just 
an excuse to make more 
coloured cameras.             
Of course there were many other 
reasons to brighten up these 
little cameras, and their 
packaging. 
The Olympics is always a 
“Winner”!!!! But this was just 
the beginning; there was a red 
Olympic “Winner, with a free 
coupon style giveaway within 
the packaging. Send in your 
proof of purchase, and you got a 
RED Olympic wristwatch! The 
Winner went on to appear in 

non Olympic guise, but in the same red and blue colours. Later on it became a premium camera in 
fawn, orange and black, and you can still find pictures of this version on the “prize panels” of those 

My First Camera 



  

The Winner wristwatch and the red Winner in pack. 

American comic books where you got rewards for selling a number of boxes, or subscriptions or 
whatever. 
And of course, who could resist “colouring up” with Disney. Just another excuse to make some of 
these little gems in colours. ‘Mickey’ appeared 
as the “Mickey – Matic “ in blue and magenta. 
(Yes it is listed in catalogues as Magenta)  
Later Mickey reappeared in the late ‘90s in 
black and white and only available at 
Disneyland. 
Speaking of Black and White, how about the 
101 Dalmatians camera, a radical departure 
from the style, looking almost like a little 
35mm. But certainly colourful. And even the 
Lion King got in on the act. 
There were many other coloured little 110’s, 
but you have seen the brightest of them. Add a 
little colour and childlike happiness to your 
collection with an odd one or two; after all they 
are the collectibles of the future. 
Finally, the coloured 110 blurred with an old 
and great tradition when in Brazil, in 1982, a 

little red and silver 110 ceased production, and 
with it the famous and well loved other name in 
children’s cameras, the Brownie. The Brownie of course has its own “colourful” history, but The 
Brownie II was the very last camera to bear this illustrious name.       Happy Hunting.    Lyle Curr. 
6th Dec 2005. 

       



 

Leica 111G with Summicron f2/50mm 

The Leica M3. 

BUYING A LEICA 
 
Jonathon Eastland, in the October 1992 issue of Professional Photographer, offers a checklist of things to look at, and 
for, when buying a secondhand Leica rangefinder. 

Submitted by Geoff Harrisson in Hobart 
 

I started my career with a borrowed Leica and, for the last 
few years, have variously run, side by side, Leica range-
finders, R-type reflexes, Canon, Nikon and Olympus SLR 
outfits. Of the latter three, only Nikon can turn a hair to the 
optical quality of images obtained from the Leica, 
particularly when it comes to colour. While they all make 
fine equipment, which in some ways may be more 

ergonomically desirable, the engineering quality of a Leica is superior by a long mile. We could of 
course, argue the toss all day long about optical quality. Suffice to say that if a photographer is 
looking for optics capable of producing neutral colour hues right across rangefinder and reflex lens 
systems, and an almost unmatched degree of resolving power and edge-to-edge sharpness at 
maximum apertures, Leica is where it's at. 
In life there are also objects of desire that have maintained a very high secondhand value from the 
outset. In photography, Leica is the one marque that, over the years, has consistently produced a 
reasonable return on investment for owners. In some cases, because of rarity values of certain 
models, returns have been better than equivalent investments in stocks, bonds, art and antique 
furniture. For this reason, as well as that for unparalleled engineering and optical quality, you might 
well consider buying a secondhand Leica. 
Assuming that your interest is more in a Leica 
rangefinder that you can use, rather than one to be kept 
behind glass, here are a few pointers to guide you in 
your search. The Oskar Barnack screw thread 
interchangeable lens type ended a long run of 
continued and updated production with the 111g in the 
early 1950s. Finding one in mint condition is not 
difficult, but prices are high; finding an array of good 
condition lenses - in which the balsam has not 
separated and fungus is not growing - is more difficult. 
Prices for a 111g tend to be very high for the brassiest 
of bodies, and astronomical for those in good 
condition. Earlier model 111 types are more abundant; 
a good one can be found for around the £200 mark. 

The "M" types, which followed on from the 
111g with the introduction of the M3 in 
1954, are more useful tools in my opinion. 
They have a somewhat bulkier feel because 
of the fully enclosed rangefinder top plate. 
The rather obvious difference between the 
types is that the "M" cameras have 
conventional wind-on levers, whereas the 
111 models have cylindrical wind-on knobs. 
Less obviously, "M" bodies are a millimetre 
or so longer. The main difference apart from 
appearance is that the "M" types have 
bayonet-mounted lenses. An adaptor ring is 
available which allows some screw thread 

lenses to be attached, but make sure you find the right one for the lens; otherwise it may not bring 
up the correct bright line viewfinder. An "M" type secondhand body can cost from £250 to £1000 - 



A Leica M2. 

The M4-P Model. 

and over - depending on model and condition. Shortage of space precludes a detailed analysis of the 
many and various differences between models. Suffice to say that for run-of-the-mill examples, 
expect to pay a dealer price that reflects overall cosmetic condition of the body: lenses are generally 
extra. Buying from a private vendor may secure a better bargain. A good first move is to purchase a 

collector's book on Leica cameras.  
Perhaps the most usable and affordable model 
is the M4 - a virtual redesign of M3 and M2 
cameras, incorporating all of their best features 
while also adding new ones. It was launched in 
1967 and features a film rewind lever located 
on the right hand side of the body (from the 
front) and angled at about 40 degrees (previous 
models' rewinds lacked this tilt). The film 
advance lever is also redesigned and tipped 
with a hard wearing black plastic composite 
which can also be found on the frame selector 
and delayed action levers. The loading system 
was much improved with the inclusion of a 
three pronged take-up spool. 

From here on - the M4, M4m, M4MOT, M4-2 (no delayed action), M3-P (no delayed action) and 
the most recent M6 type - all have a similar look. Apart from the original M4s made in Wetzlar and 
Canada, the bulk of latter-day "M" type production has been finished in black chrome. M4s in black 
paint or lacquer are rare and prices reflect this. Black chrome "M" types tend to hold their cosmetic 
finish better than paint. Even when worked hard under the most demanding conditions, the chrome 
seems to stay good, so when looking at the camera the first thing to do is to assess the general wear 
and tear on the body. 
An 8-10 year old camera could look relatively clean, but expect evidence of light rubbing around 
the ends, the back of the bottom plate and around the strap lug areas where the chrome wears most 
(the m6 has plastic composite inserts in the body above the strap lugs to prevent wear). Hold the 
camera body in your right hand in the normal position, without lens; lower the right thumb to the 
middle of the back and turn the camera at right angles to the eye. Look along the back of the top 
plate towards the viewfinder. Any obvious ripples in the back side of the plate above the hinged 
opening back could be indicative of the camera having been dropped or having received the impact 
of a heavy object upon it. The top plate above the viewfinder and between the accessory shoe is the 
camera's weakest point; in general usage, more than strong enough, but vulnerable none the less. 
The next step is to cock and fire the shutter, 
winding the advance lever by a single or 
several strokes until it comes to a firm halt. Be 
firm when winding on. If there is the slightest 
evidence of slipping when the lever is fully 
wound on, film frame adjustment will be 
suspect and repairs will be necessary. Next, on 
M4Ps, inspect the film rewind lever 
mechanism. As it is on an angle, a gearing 
mechanism is built in to rotate the take-up 
spindle. Under the open out lever a machine 
screw head is visible in the centre of the 
circular knob. This has a habit of snapping in 
half when removed by clumsy camera repair 
merchants. M4 rewind knobs are threaded on to the upper part of the spindle and cannot suffer the 
same fate. 
Moving the eye to the viewfinder, with the lens removed, look for evidence of fungus around the 
perimeter of the rangefinder mirror, which is visible as a small rectangle of greater brightness to the 
surrounding image. Mirrors, which have dulled with time, can be replaced, as can viewing frames. 
You may find later model M4-2s and M4-Ps which have been fitted with M6 type windows. 



The M4-MOT. 

Keeping the camera to your eye, place the forefinger of your right hand just inside the top of the 
lens mounting flange. Feel for the outer end of the rangefinder lever and its cam. Slight pressure 
inward and then releasing will activate the rangefinder mirror. Its movement should be clearly seen 
in the viewfinder and the action should be free, not stiff or gritty. 
The wind-on action and shutter release of a Leica Rangefinder is the smoothest of mechanisms. 
Gentle pressure on the button is all that is required to trigger the focal plane blinds. Part of the 
legend appertaining to these cameras is frequently seen on the visage of owners as the shutter is 
released. The deceptively quiet shutter noise encourages a smug smile not altogether unlike that 
which might be encountered on the face of one's partner (or oneself) at certain intimate moments. 
On slow speeds, there is a short audible whirring after the second blind has closed. At increasingly 
faster speeds, one should be able to detect the second blind closing up to about 1/125th second. The 
noise is distinct and an experienced user could identify the various speeds selected just by the 
sound.  
Remove the base plate and flip up the hinged back. Check the pressure plate is well sprung and not 
scratched or warped. Early M3s were fitted with glass pressure plates. The metal strips visible on 
the first and second curtains as the lever wind is advanced should disappear from view to the left 
when the shutter is fired. A sticky curtain drum or insufficient tension usually leaves the metal 
strips exposed at the edge of the picture frame. To correct the problem requires a complete 
strip-down of the camera and possible blind replacement. 

Turn the camera over to look at the lens 
mount. It should be clean and free from 
obvious signs of wear, chinks, dents 
etc. Look across the face to make sure 
that it is flat and that the set screws 
holding it in place are not raised or 
burred. At the top of the lens mount is a 
small black dot. If it is not black, the 
composite used to fill the hole which 
hides the top plate retaining screw is 
missing, in which case you have no 
way of telling whether the camera has 
been repaired or serviced by Leica or 

an authorised Leica specialist. Under a magnifying glass (a standard lens can be used), look for a 
letter stamped in the black composite. Special letters are allocated to authorised service centres and 
are indicative of a repair or service. If the composite is blank, the camera has probably not been 
touched in its life, but I would be sceptical if this seemed to be the case for early models that were 
in obviously less than excellent condition. 
Rangefinder lenses are less complicated to assess, but they should be looked at carefully. Older 
lenses especially should be inspected for balsam separation, fungus growth, dust between the 
various elements and minute hair line scratching on front and rear elements which can usually only 
be seen with a magnifying glass. Helical focusing mechanisms should be form with no obvious 
slack or wobble. Body mounting faces should be clean and free from dents and burrs. The 
rangefinder cam must be in good condition otherwise the camera will not focus accurately. Open 
and close the diaphragm ring; look for oil smears and severe coning of the blades at smaller 
apertures, especially on older lenses. General appearance is a good indicator of how well or badly a 
lens has been cared for. Some focal lengths were produced in greater quantity at the Midland 
factory in Canada than in Germany. Price will reflect this, though there is no difference in either 
optical construction or performance.  
As always, when buying anything secondhand; caveat emptor. However, even a 20-year-old Leica 
M type, purchased in excellent condition, will continue to perform indefinitely with no more than a 
normal helping of care and attention. As they say in another trade, "once driven... forever smitten". 
Good hunting! 
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