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 Notes from the desk of the Editor:  
 
As I compile this last issue for 2010, I have ‘jumped the queue’ with an article from a new 
contributor. Rod Reynolds, with the acquisition of a new Sony NEX-5 has shown how the old and 
the new technologies can be combined in a very exhilarating way. News of new digital cameras in 
the pipeline continually comes my way, some of them quite exciting. One worth a look can be 
found at www.finepix-x100.com  
Various reports are in this issue, including the October auction. Total sales from enthusiastic buyers 
for the lots offered were around $10,000.  
As we head into the New Year, I trust that 2011 will bring new joys into your life and that longed 
for item into your collection. As usual, I will be working towards newer and better things for Back 
Focus with the help and support of our members and contributors.  
With my Best Regards to all,                   Ian Carron. (Ed.) 
 
 
Index to this issue: 
 
Using Old Lenses. 3    Sept. Market.     9  E.K.K. Film Tank.    10 
  
Brownie Dev Box. 11    PCANZ Conference.  12  More on Autographic Film. 15 
Agfa Rapid.   16    October Auction.    24  Brownie 127, Pt 1.    26 

 

2 

OFFICE  BEARERS  OF  THE  SOCIETY 
  

 PRESIDENT: Alan King    (03) 5241 2404   VICE PRESIDENT: Andrew Huntley (03) 9576 1635     
 SECRETARY: Margaret Mason (03) 9836 3719  TREASURER:   Brian Hatfield  (03)  9898 2014 
 

 COMMITTEE: Ian Carron   (03) 9435 5659   Ken Anderson  (03) 9457 1985  Lyle Curr  (03) 5221 3445   
Kevin Saunders (03) 9808 8692    Andrew Korlaki (03) 9870 7354   Market Organisers: Alan King, Ken Anderson.  

 LIBRARY: Now held at MRH. 
       

BACK  FOCUS EDITOR   IAN CARRON (03 9435 5659)  
  Editorial Matters & Back Focus Submissions to:- 
   Ian Carron.   10   Bicton Street.  Greensborough. Victoria. 3088  Australia 

Email: backfocus@apcsociety.com.au If in doubt, please request details for article format required for submissions. 
 Society e-mail address:  secretary@apcs.asn.au     Web Site: www.apcsociety.com.au 

 

Address all Society correspondence to:-   
Margaret Mason.  159 Canterbury Road. Canterbury. Victoria. 3126 Australia 
Meetings are held at Australian Model Railway Association. 92 Wills Street. Glen Iris. 
    Hall Open Midday. Meeting commences approx. 1pm. 

Membership Subscription, Local & Overseas $30.00 per annum  
Send Subscriptions to:   Brian Hatfield. 4 Mitta Street. Box Hill North. 3129. 

All original articles are copyright of the authors. Permission may be given to reproduce any original Back Focus article by any Society of a non-
profit type with similar interests and aims to the Australian Photographic Collectors Society Inc. on application to the editor, as long as a credit is 
given as to the source of material and a complimentary copy sent to the editor at the Greensborough address. Back Focus is set out by Ian Carron 
on a Pentium Dual CPU 1.8Ghz IBM compatible computer using Microsoft Word 2000. 



Now You Can Use Those Old Lenses!      Rod Reynolds 

One of the consequences of digital photography is cupboards and shelves full of very fine lenses 
from the film days that don’t fit on the new generations of DSLR camera bodies. Certainly a few do 
– the Nikon, Canon and a few adaptable lenses being chief among them. And there have been a 
couple of other cameras that are “digital versions” of classics from Leitz, Olympus and Pentax. But 
what about lens families with names like Alpa, Exacta, Yashica/Contax and one of my favourites, 
Zeiss Contarex? These run into trouble with the distance from the lens mounting plane and the 
sensor on the common DSLRs, and in some cases the major issue of control of aperture, which in 
the original comes from the body of the camera. A secondary matter is that many DSLR bodies 
need the dedicated lenses to work properly. 

How many times have you looked at a compact point 
and shoot digital camera and thought, “why not pull 
the front off and put some new interface there that 
allows a deep adaptor to be made?” Over the last year 
or so there have been indications that the industry has 
been thinking the same way and a couple of small 
sensor cameras have shown a lot of promise. But first 
a bit of practical stuff. The distance from the lens 
mounting face to the film or sensor for a few common 
cameras is given in Table 1, noting that these are only 
examples and virtually all other lens systems fall 
within this range. 

Leica M 27.95mm
Leica Screw 28.8mm
Alpa 37.8mm
Canon R/FL/FD 42mm
Canon EOS 44mm
Pentax M42 & K-mount 45.46mm
Contax/Yashica 45.5mm
Zeiss Contarex 46mm
Nikon F/G 46.5mm
Leica R 47mm
Table 1 – Some common lens systems – mounting flange to film distance 

So on distances alone, there is simply not enough room to fit most of those lenses, sometimes with 
additional controls, on a Canon or Nikon geometry which are probably the most common DSLRs, 
although many can be adapted if use is restricted to close-up work. Adaptors to fit a Leica R lens on 
a Canon DSLR are commonly available, but there are some inconveniences, and as will become 
evident shortly, a source of focusing error in a generic DSLR. Similarly a couple of other adaptors 
to Canon have been made but with only a couple of millimetres to play with, and the need of an 
aperture ring in a couple of cases, it is not easy, nor particularly cheap. 

Enter two generic new camera families. In 2009, the earlier four-thirds format and more recent 
micro four-thirds having lens plane to sensor distances of 38.58 and 20mm with an image size of 18 
by 13.5mm were released by Olympus and Panasonic, and in May this year (2010) Sony released a 
couple of NEX cameras with an APS-C sensor typical of many DSLRs with an image size of 23.4 
by 15.6mm, a lens plane to sensor distance of 18mm, a resolution producing up to 14.2 MPixel 
images, a staggeringly fast 12,800ASA sensitivity, and a host of features borrowed from the new 

Close-up of a couple of adaptors – Leica-M to E-
mount, Contax/Yashica to Lecia-M and Contarex shift
to micro4/3 – all from Fotodiox – with the NEX-5 fitted
with the “pancake” 16mm lens and the removable flash
unit. (The micro4/3 shift adaptor is included in this
photo for interest – it is designed for the Panasonic
Lumix GH etc.)  
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generations of “point-and-shoot” cameras. The lens is fitted to the camera via a new E-mount 
developed for this new series of cameras, most recently also used on a premium-dedicated video 
camera. The designers of those cameras have thoughtfully included facilities that allow lenses with 
totally manual focus and aperture to be used conveniently. 

I leave it to the various reviewers easily accessed on the Web 
to describe the practical and performance details of these 
cameras, except to observe that the currently available cameras 
are excellent performers with a lot of very nice features. 
Depending on your choice of body you may need to come to 
grips with the screen-based viewer and the absence of an eye-
level viewfinder. But with 1MPixel high-resolution 3” 
displays, those Sony screens are the best yet. And jumping the 
gun a bit – photos taken on a Sony NEX-5 fitted with a Leitz 
f1.4 35mm Summilux for example are stunning and maybe 
impossible to criticise from a technology point of view. Digital 
photography has definitely come of age. 

I have been watching the genre closely but without much conviction that the earlier 4/3 format was 
large enough to be useful with classic lenses designed for classic full-frame 35mm. However when I 
saw the specifications of a SONY NEX-5 with its larger sensor, it was time to have a play. The rest 
of this article will deal with putting classic lenses on an NEX-5 body. Today, Chinese and 
American manufacturers are producing new adaptors every day for both the micro 4/3 and the 
NEX-5 systems, but only a few weeks ago I was spending time on the machine lathe making 
adaptors because there were very few in the marketplace! Basically, the adaptors are purely 
mechanical couplings with the added features of an aperture control ring in a couple of cases and a 
focusing helix where necessary. As the days go by new variants are emerging – shift adaptors, 
variable tilt, special versions to account for specific lens controls like the aperture on Nikon G 
lenses. A check when this was written in September 2010 shows adaptors for more than 20 lens 
families being available, with several manufacturers competing for business. 

Key to fitting classic lenses is the distance between the rear mounting surface of the lens and the 
“new” mounting surface on the new cameras. Noting the flange to sensor distance of the micro 4/3 
cameras at 20mm, and that of the NEX-5 at 18mm, and observing the measurements in Table 1 for 
typical classic camera systems, there is plenty of room for adaptors – right down to popular 
rangefinder cameras like the Leica M and screw systems, (meaning that you don’t have to have a 
huge budget for a Leica M9 to use your old, and very good 35mm Summilux from that old Leica 
M3). There is even enough room to make an adaptor for the movie camera C-Mount, facilitated by 
the small diameter of that system. One issue emerges in the available adaptors: The depth of the 
adaptor has to be exact for the distance markings on the lens to be relevant and for the infinity 
position to be included. Complicating the matter is that some lenses are not exactly made, or are 
even purposely made to over compensate for the infinity position. There are plenty of adaptors out 
there from an earlier era when adaptors were made to allow various lenses to be used for macro 
(close-up) work where the infinity mark does not matter particularly, and while that restriction is 
not an issue for those with macro interests only, an adaptor that does cover infinity is going to be a 
lot more useful. User reports on the Web suggest that some of the new micro 4/3 adaptors were so 
inaccurately made that they did not include the infinity focusing, and there are also reports of flaky 
internal painting coming loose and contaminating the sensor. However, the newest adaptors made 
specifically for these cameras seem to be well made when promoted as being of the highest quality, 

Hasselblad f5.6 350mm Tele-Tessar on the
Sony NEX-5 via Blad to Contax, Contax to
Leica-M and Leica-M to E-mount adaptors
in tandem! This arrangement allowed
1/4000th hand held in sunlight at an
effective 500mm. Isn’t that a pretty good
sports combination?
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and based on half a dozen examples, are free of problems. But some of the available adaptors, while 
they do work, are less attractive, confirming the criticism of others. 

Samsung have also released a similar camera with 
an APS-C sensor but with an NX-mount having a 
greater flange to sensor distance – 25.5mm – not 
so convenient for conversion adaptors, and not 
surprisingly there are relatively few adaptors 
available for that mount. 

A special note for Contarex adaptors: These units 
have aperture control through the back of the lens, 
and while a Zeiss camera has an elaborate method 
of getting the readout right, the simpler 
arrangement in the available adaptor units does 

achieve control but a special procedure is needed to know what the aperture setting is. A couple of 
adaptors in my possession have markings that go from 1.4 to 22. These are only relevant for an f1.4 
lens (and only approximately so in one case). For other lenses, counting “stops down from fully 
open” does give the current setting. But with fully automatic exposure being a feature of the NEX-
5, the reading errors are not particularly relevant. I have designed an add-on modification similar in 
function to, but rather simpler than that used on the genuine Contarex bellows system to get around 
this issue if it ever becomes important. Care is needed when demounting a Contarex lens from an 
adaptor to ensure that the aperture is set to maximum before removing the lens. 

Special note for Nikon adaptors: Two types of Nikon adaptors are available – F and G. If you have 
Nikon G lenses then they will work on a Nikon F adaptor but the iris will be shut to the minimum 
all the time – not very useful. Using a “G” adaptor on a “G” lens needs a bit of care. A “G” adaptor 
has a ring on it which controls the whole aperture range through the back of the lens with only a 
small movement of the ring, and experimentation with a couple of “G” lenses suggests that exact 
aperture calibration is not easily achieved and may not even be possible. As the ring movement is 
only about 5 degrees in total then guesswork is needed. The Nikon G system is part of an automated 
metering system within which the control movement is part of a feedback loop, so the relationship 
between the ring position and the absolute aperture is undefined. If you have Nikon F lenses then 
either adaptor type is OK – just use the lens in a totally manual mode – and if you are putting a lens 
with “open iris preview” on a “G” adaptor then remember to set the adaptor iris control to OFF or 
Minimum (however it is marked) and that allows full control of the iris from the control on the lens. 
There are lots of Nikon F lenses around designed for automatic exposure usage. These have an 
aperture lock on them, and in that condition behave like “G” lenses. Clearly, if you have a choice of 
Nikon adaptors then a Nikon-G adaptor is preferable. 

A special note for Hasselblad adaptors: Some Hasselblad lenses lock to fully open apertures when 
the aperture ring on the lens is put in the fully open position. A button needs to be manually pressed 
to release the lock so that the iris will stop down. With an NEX-5 the exposure will still be OK but 
the exposure will be at full aperture if this process is not followed. 

Camera systems known to have E-mount and Micro4/3 adaptors available include Alpa, Movie C-
mount, Canon EF, EF-S & FD, Classic Contax and Nikon Rangefinders, Contax-G (includes 
focusing helix), Contarex, Contax/Yashica, Exakta, Leica-M, 39mm & R, Minolta-SR & A, Nikon 
F & G, Olympus OM & PenF, Practica/Edixa/Pentax/Yashica M42, Pentax-K, Rollei and T &T2 
Mounts. In addition there are several adaptors from medium format cameras such as Hasselblad, 

Leitz f1.4 35mm Summilux (Leica-M) on the Sony NEX-5
using an adaptor from Fotodiox. As a “normal” 50mm full
frame equivalent the image with this arrangement is
“perfect”.  
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Kiev-60, Pentacon-6, Bronica ETR & SQ, and there may well be more that can be added in tandem 
to allow those lenses to be used with the new digital formats. 

The SONY NEX-5 has a lot of features that facilitate 
the use of totally manual lenses. A traditional DSLR 
achieves its focus using a split image or ground glass 
viewer, and thus depends on the alignment of the body 
for accuracy, while a coupled rangefinder camera relies 
on some commonly out-of-adjustment mechanics 
connected to the lens. The NEX-5 and micro 4/3 
cameras are mirror-less, and don’t have a CRF, relying 
on the actual sensor to achieve focus (effectively, 
“preview focusing” is the normal method, and from a 
technique perspective is a full return to “Back-Focus”). 
In the case of the NEX-5, when a menu option is 
enabled, a press on a button achieves a 7x and 14x 
magnification of the central area allowing pixel-level 
focusing, and in practice vastly more accurate focus 
than is commonly experienced in a DSLR or a Range Finder camera. 

A bit of practical optics theory is worth observing. Even the best full frame lenses suffer from 
performance fall-off at the edges so when the smaller sensor is used, the highest resolution is 
maintained over the area of the smaller sensor. Calculations and testing shows some classic lenses 
as spectacular performers when restricted to the APS-C format – achieving pixel-level resolution 
and chromatic aberration limits in that region.  A consequence is better overall imaging than will be 
achieved with a similarly designed longer lens across a full 24 by 36mm frame. This of course is 
only valid if the lenses under consideration achieve pixel-level resolutions: Most primes do, very 
few zooms do. 

Automatic exposure is easy with the NEX-5 using a manual lens – just choose the aperture you 
want and as for so many modern point and shoot cameras, most parameters adapt to the conditions, 
including automatic selection of higher sensitivity at lower light levels, and there are plenty of menu 
options to restrict sensitivity, resolution, etc for specific applications. The shutter speed is visible in 
the viewfinder to assist in determining where to set the aperture ring. The low light performance is 
excellent, assisted greatly by the larger sensor. For even lower light photography there is some 
clever noise cancellation achieved by using multiple exposure techniques borrowed from Astro 
Photography. In fact – my NEX-5 will have an outing on the back of my large Catadioptric 
telescope (4.3metre focal length 300mm main mirror) the next time it is set up – that feature will be 
put to the test. Other features like fully automatic panorama photographs now common in the top 
point and shoots are also present in this camera. The NEX-5 does have high definition wide screen 
video capability (full AVCHD) with usable stereo microphones built in, and an accessory stereo 
microphone is available that promises higher performance. 

The Sony NEX bodies are very small, and don’t have an inbuilt flash, but with low light 
performance being so good (remember that 12,800ASA?) there is nowhere nearly the need for flash 
as previously, and “available light” photography becomes the norm. The NEX-5 comes with a 
dedicated intelligent flash unit that screws onto the top of the body. For most low light photography 
the flash seems to work correctly and expose correctly when a non-dedicated manual lens is used 
with an adaptor. When a lens is stopped right down, the flash fires and the camera reverts to 
“available light” mode – a sort of “TTL fill flash”. The simple and workable approach for general 

Zeiss f1.4 55mm Planar(Contarex) on the Sony
NEX-5 using an adaptor from Kipon. Contarex
lenses are among the best of all lenses – they have
been impossible to adapt to DSLR bodies for other
than close-up work due to the body-based aperture
control. This example gives exceptional portrait
performance and focus control right out to infinity. 
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candid photography is to select a wide aperture when attempting very low light work. But most of 
your favourite old lenses are so big that they will obstruct the flash unit. There is no hot shoe or 
other flash connection so a serious need for an external flash will have you looking for your slave 
unit and setting the camera shutter speed and ASA settings manually. 

The ‘hole-diameter’ of the new E-mount (Sony NEX and 
dedicated video camera) is about 42mm making it one of the 
larger bayonets around and this facilitates mounting virtually 
any lens that does not intrude too much into a conventional 
camera body. Unfortunately the internals of the NEX-5 rule 
out the Zeiss 21mm Biogon, the Leitz 21mm Super-Angulon 
and the Leitz/Zeiss 15mm Hologon, but so far, everything else 
in my collection fits! DON’T be tempted to try and fit a small 
diameter very deep lens or you will probably ruin the camera 
– there is a mechanical shutter in front of the sensor that won’t 
like hitting the back of a lens! A fully specified E-mount 
includes electronic control of aperture and focus as well – but 

those features are not used in any of the adaptors I have played with. Sony makes a hybrid adaptor 
(LA-EA1) that allows the earlier SONY Alpha series lenses (A-Mount) to be used. Immediately 
evident on use but not publicised in the sales literature is that this adaptor does NOT support 
autofocus and unless users are missing something, does not support tele-converters either. 

The photos included here are self-explanatory, and the astute 
will notice that some of the adaptors are in tandem. I found it 
convenient to use a basic Leica-M interface directly on the 
camera as there are commonly available adaptors to that from 
Leica R, CONTAX/Yashica, and Leica screw, the latter being 
very easy to adapt to anything else – as screw turning on the 
lathe is a lot easier than making bayonet fittings! However if 
you are migrating from a single family of lenses, you will be 
able to find a single adaptor to do everything you need. 

So what do these things cost? I chose a camera kit that 
included the NEX-5 camera, with dedicated autofocus 18-
55mm optically stabilised zoom and a 16mm fixed FL lens.  

The Recommended Retail Price is around A$1,200. It is possible 
to get a lesser specified NEX-3 with a single 16mm lens for an 
RRP of A$850. I was able to get adaptors in the (on-line) price 
range from around A$40 for the simplest ones to around A$150 
for the most complicated. Adaptors by Kipon (China) and 
Fotodiox (ex USA) have already proved very satisfactory. 
Adaptors are most easily obtained on-line directly from US 
suppliers and some – particularly Chinese suppliers – have 
restricted outlets to eBay and Amazon. However it is possible to 
find adaptors in local retail stores, and some intermediate 
adaptors, eg Contax RTS to Leica 39mm have been available 

from the German manufacturer Novoflex for years, although the examples that I have are some of 
those with depths that are significantly wrong – needing some additional lathe work to get the 
infinity markings to line up. 

Leitz/Zeiss f3.5 15mm Super-Elmar-R (Leica
SLR) on the Sony NEX-5. It would be nice to
have this lens on a full frame imager – but
APS-C is still pretty good. Although marketed
as a Leitz lens, this is a Zeiss Distagon! 

Zeiss f1.4 85mm Planar (Contax RTS) on
the Sony NEX-5. Is this the ultimate
portrait lens where a tiny depth of field is
needed? 

Zeiss f2 100mm Planar-ZF (Nikon-F)
on the Sony NEX-5. These new lenses
from Zeiss (including the similarly
designed 50mm ZF) are considered to be
the best camera macro-lenses ever made
– with zero spherical and chromatic
aberration.  
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Critically, those dedicated lenses that came with the NEX-5 performed poorly (in my opinion) 
compared with nearly every lens that I have! After using the older lenses with the new camera for 
only a few minutes, I have found that I have redefined Depth of Field in my mind to a much smaller 
circle of confusion – because those quality lenses can do it, and because the resolution on the 
14.2MPixel sensor is so fine. Focus on an individual pixel is possible with a really good lens and 
the camera in RAW mode. But the dedicated Sony lenses do have a place. The 16mm “pancake” 
lens is a very compact wide-angle, and the 18-55mm general-purpose zoom has Internal Optical 
Stability – invaluable for non-flash hand-helds at low light levels. 

This overall approach is a huge advance on the classic migration so far from rangefinder and SLR 
film cameras, maybe indicating the future of digital imaging. In a specialist area I do a lot of macro-
photography, and the ability to focus on the imager exactly is a major improvement, and shows 
some of the classic macro lenses for their true capability. The Sony NEX-5 won’t be the only 
camera that can accommodate the older lenses, and the trade is full of rumours of new bodies 
coming from other manufacturers. It would be remiss not to discuss a couple of earlier approaches. 
Several of those adaptors include transitions to Nikon, Canon and similar DSLRs and if the camera 
body can deal with the totally manual approach (and not all can) then they may be options but 
subject to issues of critical focusing and convenient exposure control. To that should be added the 
issue that when a lens aperture is shut down, the image in a DSLR viewfinder is going to be pretty 
dull, whereas the automatic brightness on the NEX-5 viewfinder is rather remarkable in low light! If 
your budget extends to the new Leica M8 or M9, then adaptors from most of the lens families can 
interface via the Leica-M bayonet and a full-frame solution is available on the Leica M9, but from 
information included in various reviews (I don’t have a Leica M9!) focusing may well be a problem 
as the Leica M8 & M9 rely on coupled rangefinder control from the lens, and in any case the 
exposure control on those cameras is primitive compared with these innovative offerings from 
Sony, Panasonic etc. 

A couple of concluding thoughts… The Sony NEX 
cameras have been marketed as the world’s smallest 
interchangeable lens camera. Whatever the validity 
of that claim, they are very small and should 
probably be considered as a “small back for a lens” 
rather than as a “camera to mount a lens on”. Even 
how you hold this camera is going to need some 
changes in approach, but it took me very little time 
at all to warm to this technological gem. To produce 
the images accompanying this article I grabbed a 
Fuji S3 fitted with a Nikkor 24-120mm – it was 
comfortably familiar but heavy… 

SONY made several NEX announcements at 
Photokina 2010.  Half a dozen new high performance E-Mount lenses are to be released, the full 
specification of the E-Mount will allow third parties to develop hardware including auto-focus and 
auto-exposure, a new NEX-7 is rumoured for 2011 aiming at the professional market, and a 
firmware upgrade to the NEX-5 includes a host of new features.  Version 3 (October 2010) is a 
major upgrade aimed at professional users – progressive digital zoom, assignable buttons, and 
access to additional manual control – all very useful when using non-dedicated lenses.  And a final 
comment for those lamenting the absence of a cable release – the NEX-5 includes Infra-Red control 
(not on the NEX-3) and a remote release is available for a few dollars. 

Nikon 12-24mm Zoom (Nikon-G) on the Sony NEX-5.
Modern DX Zooms and similar professional lenses are
pushed to their limits when used with a 14.2 MPixel
imager – but still a very useful combination. Who needs
full frame?
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September Market Success!          Ian Carron 
 
Once again the move to Box Hill proved to be a great 
decision. 52 dealer tables offered the greatest variety of 
items imaginable and 510 buyers passed through the door 
to peruse, bargain and purchase.  
Every format from 35mm to large (4”x5” etc.) was 
available as was film, paper, chemicals and associated 
equipment such as safelights to enlargers.  

Respected brands 
such as Toyo, 
Linhof, Graflex and 
more were there for the connoisseur who wanted a quality 
usable or collectable.  
As usual with most markets, it was also a great opportunity to 
catch up with members/friends from interstate and Michael 
Parker presented me with some great outlines for some future 
Back Focus articles. Rodney Reynolds also demonstrated his 
NEX-5 camera, (see this issue) a stunning new digital model.  
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Introduced in 1907, the Kodak Film Tank was an improvement on the Kodak Developing Box. 
This was a two-part system designed for Daylight Film Development, in which the whole process 
took place in Daylight. No Darkroom was necessary. 
 
It consisted of a Wooden Box with a Light Proof Lid. Inside the box was fitted a Metal Film Spool 
Holder and a Metal Guide. Also included in the Box were, two Metal Rods with Black Handles 
which were use to wind on the film. These were fitted through a pair of holes in the sides of the 
box, a Hooked Rod for removing the Spool from the Developing Tank. Then there was the 
Cylindrical Nickel Developing Tank, a Nickel Metal Transfer Spool, and a Black Light Proof 
Apron. These Tanks came in sizes, 2½ inch, 3½ inch, 5 Inch and 7 Inch depending on the size of 
the Film to be developed. 

 
Now the procedure of 
loading a Film for use was 
rather complicated. A 
Dummy Film was 
supplied so that you were 
able to practice loading the 
film into the tank before 
you actually committed an 
exposed film to the 
process. 
 
Firstly the Black Light 
proof Apron is loaded 
onto the Metal Spindle. 
This spindle with the 
apron attached is fitted 
into the box by using one 
of the Turning Handles, 
which was then passed 
through one of the holes 
in the side of the box, 
through the spindle and 
into the hole on the other 
side of the box. The other 

spindle is then passed through the other set of holes and the Transfer Reel to secure it inside the 
box. The Metal hooks on the lose end of the Black Apron are then attached to the two hooks on the 
Axle of the Transfer Reel. 
 
The Film is then placed into the Metal Film Spool Holder inside the box. The paper covering of 
the film is then connected to the Black Apron in such a way that when the lid of the box is closed, 
and the handles are turned, the Film will unwind itself into the Black Light Proof Apron. The 
backing paper on the Film also winds into the apron. 
When the film has been completely wound onto the Apron, the Tank can now be opened, and as 
the Film is inside the Light Proof Apron, the Apron can now be removed and placed into the 
Nickel Tank, to which a Developing Solution has previously been added, and then the Lid of the 
Tank can be fitted and screwed into place. The development is then completed by the inversion 
method. 
 
For fixing the Transfer Reel is removed from the Tank in the Dark Room. The Apron is then 
unwound and the Film withdrawn and it is then passed through the Fixing Bath by the See Saw 
hand method, it is then washed again and hung to dry. 
 

 
Tom Hellwege

Shown here is the rectangular wooden box, lid, instructions and cylindrical nickel
developing tank with its lid. The black lightproof apron is rolled onto the transfer
reel. The dummy roll of film, two metal rods with black handles and a transfer reel
and a hooked metal rod.  
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In 1905 Eastman Kodak introduced the Brownie Developing Box to make Daylight Film 
Development possible for users of No 1 and No 2 Brownie Cameras. It was a rectangular metal 
developing box with manufacturers identification on the lid, which reads, 

“ BROWNIE - EASTMAN KODAK COMPANY -DEVELOPING BOX. ” 
 
Supplied with the Box were two metal film clips labelled “KODAK JUNIOR FILM CLIP No 2.” 
an instruction Booklet labelled, “Instructions for Developing Film with the No 2 Brownie 
Developing Box.” There was also an adapter for No 0 Brownie and Vest Pocket Kodak Film. 

 
The act of loading the film into the box was a little complicated, so much so that they even 
provided a “Dummy Film Spool” to practice with, advising that this spool should be run through 
the box several times to get acquainted with the procedure. This practice run was definitely needed 
to gain an understanding of the procedure required to load the film into the Box. 
 
Fittings inside the box include two attached wooden rollers and a length of Cord. The Cord, which 

had one end attached to one Roller, and the other end attached to a metal fitting onto which, the 
Roll of Film was to be attached. Once this fitting had been attached to the Roll of Film, it could be 
placed inside the box and the lid closed using the Clips on the side of the box. 
 
A Crank on the lower left side of the unit was used to transport the Film, within the Box, so that it 
safely unrolled inside the Box. Once the film had been unrolled the addition of Chemicals can take 
place by removing the cork and pouring in through that opening. The photographer would then 
agitate the film by rocking the box on the stand fitted to the underside of the box. 
 
The film is then washed three times in water whilst still in the Box. It could then be removed in a 
Darkroom for Fixing, using the Hand See Saw method to pass it through the Fixer. It was then 
washed again and hung to dry. 

Shown here are the two wooden rollers inside the box (top section) and the string used to transport the film. 
Also shown is the dummy roll of film supplied for new users to practice with.  

 
Tom Hellwege
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PCANZ Conference            Marcel Safier 
 
There is nothing like using a photographic event to justify some travel so when I learned the 
biennial PCANZ (Photographic Collectors Association of New Zealand) conference was on in 
Christchurch I cleared my schedule for a 4 day break. I flew out on Friday 24 September and 
arrived mid afternoon which allowed me just enough time to freshen up after a 3-hour flight across 
the Tasman Sea, then I hit the town for a little recon. 
 
Many will have heard of the 7.1 earthquake that hit Christchurch on 4 September. Walking around 
there a moderate amount of building damage but also surprisingly a number of buildings that looked 
just fine. Some affected buildings had already been demolished in the city centre. It seems that older 
buildings bore the brunt of the disaster. I made my way to Pacific Bookshop on Manchester St 
where I bumped into a chap also looking at the photography section. I figured he must be in town 
for the conference, indeed he introduced himself as Hugh Montgomery and he had travelled from 
Dunedin and was a fellow member of IDCC (International Directory of Camera Collectors, an 
internet discussion list http://www.photographyhistory.com/idccinfo.html). I next made my way to 
Smith's Bookshop further along Manchester St and renewed my acquaintance with the shops owner 
Barry Hancox, a very keen image and ephemera collector. After keeping him back 'til after 6pm I 
made my way back to my hotel, the excellent Novotel in Cathedral Square (and only AU$93 per 
night). 
 

I awaited my “chauffeur”, another IDCC list 
member John Goddard who kindly drove me 
to his home for a splendid dinner and I 
caught up with Bill Main, one of NZ’s 
leading photographic historians and 
collectors and Brian Tonks, a keen wooden 
camera collector, who had both driven and 
ferried down from Wellington on the North 
Island of NZ. I've met them both before but 
that was 3 years ago so we all had plenty to 
catch up on with Bill reminding me not to 
bore John's wife Jill with too much photo-
speak. John was organiser of the 
PCANZ event and he kept referring to the 
group as P-CANZ pronounced like "pecans". 
He showed me some very choice cameras in 

his office. He apologised for the mess but he needn't have bothered - it looks just like mine! His 
Rectaflex could easily have found itself a new home in Australia! 
 
After the wonderful buffet breakfast at my hotel Brian and Bill collected Colin Trevelyan and I and 
we made off for Ferrymead Heritage Park, an historical village where the conference was being 
held under the auspices of the Canterbury Centre for Historic Photography and Film Inc. 
(http://www.ferrymead.org.nz/societies/photoandfilm/). I have been to Colin's wonderful 
Milleneum Museum at Te Awanga in Hawke's Bay in 2007 which houses some 1700 cameras and 
25 vintage cars (see http://www.hawkesbay.co.nz/index.php/Details/Miscellaneous/Camera-
Museum.html) and he just happened to be staying in the same hotel as me. The conference was held 
in a nice wooden hall used mainly by a number of Masonic groups. An eclectic group of speakers 
had been arranged with plenty of breaks to allow some mingling and chin wagging.  
 
Hugh Montgomery kicked things off with his talk on Zeiss movie cameras 1923-1969, illustrated by 
OHP and the real thing. Barry Hancox followed with a talk on a superb wet plate photographer 
named E. P. Sealy with his impressive private collection of Sealy's prints to show as he spoke. 
Colin Trevelyan gave an update on his museum where the last PCANZ conference was held in 2006 
(the planned 2008 event in Auckland never happened). He is negotiating to buy a new and better 

S. J. Smith full plate field camera – no lens attached. 
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building. This was followed by a show and tell where amongst other speakers I spoke around my 
collection of cartes de visite with an album of all my Christchurch examples to talk about. Brian 
Tonks showed a full plate camera by S. J. White of Wellington, a hitherto unknown NZ camera 
maker.  
 
Lunch was followed by a tour of the CCHPF's neatly arranged museum which had some very well 
laid out displays and some very nice cameras (a Gandolfi half plate, a tri-colour camera, other wood 
and brass etc.) plus a lot of Kodak items with boxes and advertising to augment the presentation, 
two darkroom setups etc. etc. The group are in the process of expanding their space and adding a 
daylight studio mock up. Following afternoon tea, I gave a Powerpoint presentation "An Aussie 
Photo and Camera Collector's Potpourri". Despite a bout of untimely laryngitis I just managed to 
speak about the collecting scene in Australia and my 3 overseas trips in the last 5 years including 
the conferences I attended, institutions I visited and the collectors I met (a number being on the 
IDCC list). Of course I mentioned the APCS and its markets as well Cameraholics, the Brisbane 
based group I am President of. I tried to show some pretty dazzling stuff and ran quite a bit over 
time but nobody seemed to mind.  
 
With around 20 attendees the atmosphere of the conference was very relaxed. A dozen or so 
attendees and their spouses met at a buffet restaurant for dinner. We needed an early night really as 
daylight saving started on the Sunday, which robbed us of an hour's sleep and I needed to get as 
much voice back as I could. Of course I just had to hit the Internet once back at my hotel to research 
S. J. White for 30 minutes or so. 
 
Sunday morning after yet another lovely 
breakfast, I hitched a ride with Colin 
Martin to Ferrymead where the heady 
stuff of the PCANZ AGM took place. I 
joined for 2 years on the spot so was 
able to participate in discussions. The 
perennial problem for many 
photographic collecting groups that of 
flagging membership arose. This year 
PCANZ will only produce 2 issues of its 
excellent journal "Deja View" as 
opposed to the usual 3. With one group 
to cover the whole of New Zealand 
regular meetings are not possible. After 
business concluded it was on with the 

conference. My friend Ken Hall from the Christchurch Art 
Gallery turned up briefly as did Tony Rackstraw who is doing 
excellent research into South Island photographers. Bill Main 
spoke about a favourite postcard photographer of his H. C. Peart 
with a large album full of his work to view and Colin Martin 
spoke on the Nikon F SLR of 1959 and invited discussion about 
other SLRs released in that year and comparisons of their 
merits. Michael de Hamel spoke about the Cirkut camera and 
passed around a lovely Girvan 1/2 plate camera made from NZ 
Honeysuckle. He also passed around a Zealandia branded brass 
lens that was made in France for the NZ market.  
 
After lunch Barry Hancox entertained us with a lantern slide 
presentation using tinted examples projected through a vintage 
machine. He then tantalised up with a magnificent Newton & 
Co magic lantern made from mahogany and an incredibly rare 

Doyen of NZ Photohistory Bill Main speaks about photographer 
H. C. Peart. 

Michael De Hamel demonstrates a 
Circuit camera. 
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wood and brass lantern slide camera for 
producing slides from plate negatives made 
by George Wilson of Christchurch, yet 
another NZ maker few people had heard of. 
Brian Tonks spoke on photographic oddities 
and quirks from the collector’s field and 
amongst other items he presented an 
unbranded 1/4 plate magazine box camera 
that had been modified but had a shutter 
resembling a Newman albeit with a totally 
different mode of action. I was able to 
inform him S. J. White, the maker of the 
camera he had previously shown was a 
member of the Wellington Camera Club in 
1901 along with Joseph Zakariah who Bill 
Main has recently published a great book 
about. I have so far not been able to 
discover much more about him. Afternoon tea was followed by a room auction where a Thornton 
Pickard 1/4 plate SLR fetched just NZ$25 while I bought a Houghton’s Midg drop plate camera for 
$20, an Ensign Reflex film camera in excellent condition plus another Ensign box camera for 
NZ$50 the pair (I gifted the second camera to Colin) and I also got a box full of cameras for NZ$5. 
After taking two out and a Mamiya shutter release bracket for my RB67 Pro S, I donated the 
remainder to the CCHPF. One of the cameras was VGC+ Ricoh Auto 35, which is nothing special 
but I just like the styling of it, just like I do some of their half frame cameras. A Leica M2 was 
passed in. 
 
The auction brought a very enjoyable conference to an end and we agreed the next would be at 
Colin's museum in 2 years time. I'd made new friends, seen interesting material and learnt a lot. In 
particular seeing the three NZ made cameras has spurred on my research into the indigenous 
manufacture of cameras in Australia (and I will use New Zealand for comparison) following my 
recent purchase of a Thomas Ardern cedar full plate field camera made in Melbourne c.1885.  
 

Monday I had an enjoyable 
morning with Ken Hall viewing 
his photo collection and 
discussing research for his 
forthcoming book on photog-
rapher James Valentine of 
Dundee, Scotland. Ken has 
already published a book on 
George Dobson Valentine the son 
of James who worked in NZ. 
Valentines had branches in all the 
British colonies and they 
produced large numbers of 
Australian postcards. Shortage of 
time prevented me from seeing 
the Hurley and Ponting Antarctic 

photography exhibition at the Art Gallery (but there is a book) and Ken dropped me off at the 
airport for my flight back to Australia. 
 
 I travelled home via Sydney and didn't know Virgin Airlines had a system failure so they had 
bought up most of Qantas' spare seats. As I was travelling standby I waited 5 hours in Sydney to 
board a plane so got home very late although I had to work the next day. The trip was marred only 
by asthma brought on by the infection, which took weeks to clear. I do however look forward to 
doing it all again in 2 years time! 

Barrie Hancox shows his Wilson lantern slide camera and 
Newton lantern projector. 

Display in the museum of the Canterbury Centre for Historic  
Photography and Film Inc 
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More on Kodak Autographic Film.   Geoff Harrisson 
 

Lyle Curr’s recent article on Autographic Film was 
most interesting and he’s right – it must be the 
most unused camera feature ever marketed.  If only 
we could all write on our negatives as neatly as 
that Kodak sample, which I suspect was written on 
a large 122 (3A or postcard size) negative. Writing 
with that small stylus would have been less easy 
with smaller film size cameras; the space available 
to write in is only 40mm wide with 127 film, it 
was only 55mm for 120 film and 60mm for 116 
film. 

  
(Lobatse is a town in Botswana) 

 
 
I would imagine most 
people were only able 
to write, or print, like 
the examples I have 
pictured here, which 
are on 127 autographic 
negatives taken in 
1925.  
 
The photographer was 
limited in the amount 
of information he 
could record and 
although he has made 
his printing as large as 
possible it is still 
difficult to read some 
letters and numbers. 
  
“How many photo-
graphs have you seen 
with a little bit of 
writing……?” 

 
Well you probably won’t see any, as your writing was in the space between each negative and 
would not have been included in the printed image area of the usual white bordered D&P contact 
prints of the time.  
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 R A P I D   Han Fokkelman 

 
When Kodak introduced its 126 Instamatic system, in 
1963, the whole photographic world was amazed. It 
was one of the best secrets of the age to keep the 
competitors away from the newly designed system and 
production, away from the introduction of the Ag 
flashbulb and its Mallory AAA alkaline battery. 
The success was enormous. Kodak had problems with 
the production of the Instamatic 50 and 100 cameras, 
and it was difficult to produce enough Kodacolor 126-

20 films in the first six months. 
In one and a half year time 14 million instamatic cameras were sold. By using two films of 20 exp. 
in a year was that 28 million films already. The paper used for printing each film was a strip of 20 x 
10 cm long = 2 meters. For these 56,000 kilometres of photographic paper was needed tonnes of 
chemicals to develop and fixing the films and the pictures. In this way it became clear that Kodak, 
Agfa, Fuji etc. were indeed large chemical concerns. 
It should be normal that the other manufacturers of photographic equipment should follow, but 
money was the problem. Kodak asked for patent rights $0.06 for each 126 film that was produced. 
The camera manufacturers had to pay $0.25 for each camera suitable for the instamatic cartridge 
and even the flashlight producers had to pay for the rights to produce flashes for the Ag bulb, later 
they had to pay $0.25 for the cube connection. 
The competitors of Kodak were in the defence, for the black and white market had 52% and was 
going down. In the colour market Kodak was in the US the market leader, but Agfa was with its 
Agfachrome CT 18 in Europe the market leader. Even with the colour negative film Agfa had a 
good grip on the European market, but began to loose its position to Kodacolor.  
Under the supervision of Agfa and Fuji 
began the struggle of “the rest of the world” 
against Kodak. 
To design a cartridge that could be used in 
the Kodak cameras was not an option. 
Kodak had protected its system with a lot of 
patents and there was not enough time to 
design a totally new system, for everyone 
discovered that the amateur bought the new 
system cameras in large numbers. What 
rested was the order to design a cartridge 
that was easy to change, and at that moment 
they decided to upgrade the old Karat 
cartridge. (Photo 2.)  
 
The name became RAPID to show that to 
switch the cartridge to the other side of the camera was very easy to do. Inside the cartridge was a 
plastic roll placed as help for the take up springs. Outside a metal strip was placed with a letter on it. 
Each letter was connected with a longer or shorter strip for the length of this strip must tell the 
exposure meter which film was used. The row was: 
A    B   C    D   E    F   G   H    I    J     K   L   M    
15  16  17  18  19  20  21  22  23  24  25  26  27  Din. 
The weak point of the rapid system was the fact that you had to put out the used film and switch the 
empty cartridge to the other side of the camera. But with most of the cheap and expensive cameras, 
this automatic lay-in system worked without problems. 
Remind: Each Rapid cartridge could be used in each Karat camera. 

Photo 2. Rapid cartridge with exposure strip. 
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There were advertisements of the German industry that they supported the Rapid system. These 
factories were: Adox, Agfa, Balda, Bilora, Braun, Dacora, Perutz, Ilford, Gevaert, Ferrania, Regula, 
Rollei, Voigtländer and Zeiss Ikon. 
A month later followed the Japanese firms with the same message, they were: Asahi, Canon, Fuji, 
Konica, Kowa, Mamiya, Minolta, Nippon, Olympus, Petri, Ricoh, Tokyo optical and Yashica. Not 
all of these firms would produce Rapid cameras, but they supported the idea. 
On the first of July 1964 
Agfa showed his first three 
Rapid cameras, the Iso-Rapid 
1, Iso-Rapid IF and the 
Silette Rapid I.  (Photo 3.) 
 
The Iso Rapid 1 and 1 F 
made 16 exp. 24 x 24 mm 
.The Silette Rapid 1 was a 
normal Silette but for the 
Rapid cartridge. With this 
camera you could make 12 exp. of 24 x 36 mm. 
The Iso Rapid 1 had a plastic f11 meniscus lens, the 1 F the Isinar f8/43 mm. The shutter was the 
Parator shutter with two symbols: sunshine (1/90s.) and a clouded sun with a flash (1/40s.) The 1F 
had a built-in flash. The Iso Rapid 1 had a hot shoe. The release was on the front. 
But all it was done in a hurry so a short time later they changed the Iso Rapid 1 and 1 F. The I 
became the glass Isinar f8/43mm lens. The Iso Rapid IF was named for the export to the US 
“Isoflash Rapid IF”. The release was now situated on the top of the camera. The first series Iso 
Rapid I could be changed in the shops into the new type for the plastic lens lost its model soon. 
(Photo 4.)  Iso-Rapid model 
 
The cameras that came back were 
destroyed but some became another 
look and were sent to the retailers, in a 
nice box, as a camera to show how the 
Rapid cartridge worked. This camera 
became a transparent backdoor and on 
the front you could read in red: Rapid 
Model. 
The films that were at the same time 
available in Europe were: 
 
                          B & W                     Color neg.                              Color slide 
Adox              KB 17 and 21 
Agfa              Isopan F 17 din           Agfacolor universal               Agfacolor CT 18 
                      Isopan ISS 21 din        Agfacolor CNS         
Ferrania later 3M                               Ferraniacolor NM(19din)     Ferraniacolor 18 din. 
Fuji               Neopan 21 and 24 din 
Gevaert         Gevapan 27(17 din)     Gevacolor N5                       Gevacolor R 5 
                      Gevapan 30(20din)      Gevacolor N5 mask 
Perutz            Petrutz 17 and 21                                                      Perutz C 18 
 
Adox introduced in 1964 its new Golf series and there we find the Adox Golf 1 A Rapid for 12 exp. 
24 x 36 mm. The lens was the Adoxar f2.8/50mm in a Prontor 125 shutter. On the top of the camera 
you could see the M that was connected with the 1/125s. The flash symbol was connected with 
1/30s. In the same way were f5.6-8-11 connected with cloudy, half sun and sunny. It was clear that 
they tried to reach the mass consumers market. (Photo 5.)   
Bilora never made a Rapid camera, the Radix experience for the Karat was enough for them. 

Photo 3. Iso-Rapid 1, 1f and Silette Rapid 1. 

Photo 4. The Iso-Rapid. 
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Ferrania made the Eura Rapid for 16 exp. 
24x 24 mm. A simple camera with a 
meniscus Atomar lens, a hot shoe, and 
symbol settings. This camera stayed in 
production till 1975. 
The other camera was the Ferrania Lince 
Rapid, for 12 exp. 24 x 36 mm. The lens 
was the Dignar f2.8/45 mm in a simple 
shutter. The camera looked like the 
Dacora cameras for Ferrania bought a lot 
of its parts from Dacora. 
King-Regula introduced the Regula Rapid 
SL with an acoustic signal. That means 
that you heard a scratching noise if the 
film was finished, or if you had forgotten 
to place the empty cartridge on the other side. It made 12 exp. of 24 x 36 mm. The lens was the 
Color Isconar f2.8/45 mm. The Rectamat shutter had its speeds from 1/30 till 1/250 sec. 

 

Dacora sold its cameras outside Germany under 
the Ilford brand. (Photo 6.) The Dacora Rapid 
series was called outside Germany: Sportina 
Rapid. It became four cameras: 

- Sportina Rapid 1 with symbols and two 
speeds. 

- Sportina Rapid II with three speeds. 

- Sportina Rapid III with Prontor 125 
shutter and the Color Dignar f3.9/40 mm 
lens. This camera had a built-in Ag flash. 

- Sportsman Rapid IV, a full automatic 

camera with the Color Dignar f3.9/40 mm lens.  

All these cameras made 12 exposures of 24 x 36 mm. 
Voigtländer introduced the Vitoret Rapid D camera. A modern Vitoret camera for 12 exp. of 24 x 
36 mm. It had the Prontor 300 
shutter and the Voigtländer Color-
Lanthar f2.8/40 mm lens. This 
camera had a built-in match needle 
exposure meter.  
(Photo 7.) 
In these days, Agfa was the biggest 
camera producer in Europe. They 
enlarged the Silette Rapid series with 
the Silette Rapid L with a Prontor 
250 shutter and a not coupled 
exposure meter that gave the light 
value numbers only. The Siltete 
Rapid F had a built in Flash.  
Another 24 x 36mm camera for 12 
exposures was the Agfa Optima 
Rapid 250. (Photo 8.) This was a full 
automatic with the maximum speed 
of 1/250 sec., with the Color Agnar 

Photo 5. Adox Golf 1A Rapid. 

Photo 6. Ilford Sportsman Rapid IV. 

Photo 7. Voigtländer Vitoret Rapid D. 
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f2.8/45 mm. But the Rapid production was 
concentrated on the Iso Rapid cameras for 
16 exp. of  24 x 24 mm. We have not to 
forget that Agfa mostly sold in the cheap 
roll film cameras like the Click (6 x 6), 
Isola (6 x 6), Isoly ( 4 x 4) and that all was 
printed on the 9 x 9 cm seize. 
They enlarged the black Iso Rapid series 
with the Iso Rapid 1c, a camera with the 
flashcube that must be turned by hand. 
This camera was very short in production 
with the result that they are hardly to find 
now. With the Iso Rapid C the flashcube 
turned while transporting. 
This camera was called in the US: Iso 
flash Rapid C. 

 
Then came the Isomat Rapid (Photo 9.) with 
the Color Agnar f4.5/38 mm lens and the 
Paratic shutter. This fully automatic camera, 
with two different fronts, was the cheapest 
camera to make colour slides with an 
automatic camera. We should find this 
camera still in production, some years after 
the normal Rapid camera production was 

stopped. Beside came 
the Isomat Rapid C 
with the flashcube.  
 
Another nice series 
appeared in 1966, it 
were the Optima Rapid 
125C, 250 V and the 
500 V. (Photo 10.) 
All for 16 exp. of 24 x 
24 mm. They used the 
newest Paratic shutter 
and as maximum speed 
1/125, 1/250 or 1/500 sec. The 125 C had the Color-Apotar f2.8/35 mm lens and could use flash 
cubes only. The 250 V had the same lens, a hot shoe, and the self timer built in. 
The 500 V had the same body but now the Color-
Solinar f2.8/35 mm lens. 
 
In 1968 the Iso Rapid cameras 1, 1C and C became 
silver plated. (Photo 11.) The 1F disappeared. The 
Isomat Rapid stayed in black. New was the silver 
plated Moto-Rapid C (Photo 12.) camera that 
appeared in 1967.  To wind the spring you had to 
turn the ring around the lens. Tensed it transported 
the film from lay-in till put it out. As shutter speed 
you had to turn the dot to sun (1/90) or cloud 
(1/40). The lens was the triplet Color Isomar f8/40 
mm in the Parator shutter. It was a kind Iso Rapid C 
with motor drive. 

Photo 8. Agfa Optima Rapid 250. 

Photo 9. Isomat Rapid. 

Photo 10. Left: Optima Rapid 250V with Natarix close-up lens and v/finder. 
Right: Optima Rapid 500V. 

Photo 11. Iso Rapid. Silver Plated.
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The Rapid cameras sold well in the first 
years. In 1966 Agfa sold more than one 
million of these cameras, but after 1969 
it went down. In 1968 Agfa introduced 
its first camera for the Instamatic 
cartridge. In 1971 it was over. 
 The reason was that Kodak did not use 
the free right to manufacture Kodacolor 
films in Rapid cartridges. On the 
European market the Kodacolor film 
was coming up and on the American 
market the Rapid system was hardly 
known. 
Between 1971 and 1972 appeared an in 
Germany made simple camera with the 
meniscus f11/42 mm. Agfa and Rapid 
were only to read. It is not known in 
which countries this camera was sold. In 
1983/1984 and 1984/1985 we saw the 
Agfa Click and the Agfa Jean, (Photos 
13a & 13b.) made in Spain by Certex 
SA. They were based on the camera from 1972. 

 
 Till now we only 
looked to the European 
market but the 
Japanese worked on 
this system with Agfa 
together. 
 
In April 1965 already 
we saw the Yashica 
half 17 Rapid camera 
released. (Photo 14.) It 
was a full automatic 
camera with the 

Yasinon f1.7/32 mm lens. The shutter went between 
1/30 and 1/800 sec. and had a self-timer. The film 
seize was 18 x 24 mm. 
 
The same shutter and film seize we found on the 
Mamiya-Myrapid camera. (Photo 15.)  The lens 
was the Tominon f1.7/32 mm. 
 
Canon came with the Canon Dial Rapid, the top 
model of the Rapid cameras. This was a full 
automatic camera with the CDS exposure system. 
The lens was the Canon lens SE f2.5/30mm, the 
shutter speeds were between 1/30 and 1/500 sec. 
The camera had a spring motor for total transport. 
The self-timer button could be used as release knob if you wished to do so. The built-in Ag flash 
holder had an attraction that if you opened the reflecting lid, the camera took automatically the right 
lens opening, thanks to the distance that was used. You had not to think about it anymore. 

Photo 12. Agfa Moto-Rapid C. 

Photo 13a. The Agfa Click. 
Photo 13b. The Agfa Jean. 

Photo 14. Yashica Half 17 Rapid. 
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Another Canon camera was the Canon Demi Rapid. It had a Canon SH f1.7/30 mm lens and was for 
18 x 24 mm exposures too. The automatic CDS system was coupled with the Seiko – 1/500 sec. 
shutter. 
 
The Minolta 24 Rapid (Photo 16.) was an 
automatic camera but could be used as a 
half automatic. The shutter went to 1/250 
sec. The lens was the Rokkor f2.8/32 mm. 
This camera made 24 exp. of 18 x 24 mm. 
It was one of the Rapid cameras with the 
CDS exposure system; mostly the 
selenium system was used. 

 
The Olympus Pen Rapid EES, 1965, was a full 
automatic camera with a program shutter 1/40- 1/200 
sec. The lens was the Zuiko triplet f2.8/30 mm. The 
negative seize was 18 x 24 mm. 
The other Olympus camera was the Pen Rapid EED, 
1966, with the Zuiko f1.7/32 mm lens and the Copal 
– 1/500 shutter. 
 
Petri made the Petri Auto Rapid 28 with the Petri 
f2.8/45 mm lens. The format was 24 x 24 mm. The 
shutter was the Petri MVE - /500 sec. 

  
Ricoh produced more 
cameras. The Ricoh EE 
Rapid half was a full 
automatic camera with the 
Ricoh f2.8/25 mm lens. The 
exposure meter was, like the 
other Japanese cameras, 
round the lens. The format 
was 18 x 24 mm. There was 
no flash shoe. You had to 
screw the flashlight on the 
side of the camera where the 
flash contact was fitted. This 
camera we can find with 
other brands on it, for Ricoh 
delivered to everyone who 
wanted to buy them.  
(Photo 17.)         
 
In this way the Ricoh 35 K 
Rapid was more interesting, for this camera for 12 exp. of 24 x 36 mm was also sold to many shops. 
The shutter went from 1/25 till 1/200 sec. The lens was the Rikenon f2.8/40 mm. The distance was 
to set from 1 m to inf. Interesting was the indicator on the top of the camera. If you used a 64 ASA 
film, the strip on the cartridge was connected with the display that told you to use f5.6. On the 

Photo 15. Mamiya Myrapid. 

Photo 16. Minolta 24 Rapid. 

Photo 17. Ricoh EE and as PMC (right) with the 35K (top). 
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shield you could read which speed you needed in combination with the weather. This camera had an 
accessory shoe. (Photo 18.) 
 
The only factory that used the 24 
x 24 mm seize in simple cameras 
was Fuji.  The simplest were the 
Fujica Rapid S and SF. The 
Rapid S was a simple camera 
with a sun and cloudy/flash 
indicating and a fix focus 
achromat f11/40 mm. The SF 
was the same camera with an Ag 
flashlight. (Photo 19.)    
 
The Fujica Rapid S 2 was a low, 
long camera. It was full 
automatic and had the Fujinar-K 
f2.8/28 mm lens. The viewfinder 
was placed on the corner of the 
body. The reason was that you 
could use the camera in a high or 
low position without problems. You could make 16 exp. of 24 x 24 mm.  

The top model was the Fujica Rapid D 1.  
(Photo 20.) This full automatic camera could 
also be used as a half automatic camera. The 
shutters speeds were 1/30 – 1/300 sec. The lens 
was the Fujinon f2.8/28mm. This camera had a 
spring motor that was good for the entire roll. 
As a novelty it was possible to couple this 
system to the self-timer. You could make 24 
exp. of 18 x 24 mm. 
 
It is strange that this Rapid system, that had to 
compete with the Instamatic system, was used 
in Japan in mostly expensive cameras. Agfa, 
Fuji and Ilford (Dacora) made cameras for the 
mass market, like Kodak did. Were the other 

factories not interested?                                                                                                                   

Photo 18. Top detail of the Ricoh 35K. 

 
Photo 19. Fujica Rapid S and SF. 

 
Photo 20. Fujica Rapid D1 and S2. 
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Letters to the Editor. 
 
Another great B.F. (#77) You just keep surpassing yourself. Cheers, Margaret Mason. Sec. # 52. 
 
I have just finished reading the current edition (#77) of Back Focus and again congratulations on 
a great read and a high quality magazine. As you say you have a wealth of very good articles to 
choose from and all the contributors are also to be congratulated.   Brian Howden. #205.  
 
Dear Ian, 
Congratulations on the new “Back Focus” journal. Particularly to new member Jim Morraitis of 
Minuteman Press. It really is great and a credit to both of you. I so wish I could be with you to see 
exhibitions and hear the lectures. To see wonderful exhibitions like Willie Feinberg’s. Years ago I 
let a Compass camera slip through my fingers! It was sold from exposure in the window of one of 
my photo stores without my knowledge until it was too late. Once again congratulations on Back 
Focus… and getting old is not funny.  As always,  John Mack. #116 
Hand written for John by wife Ronda – John will be 95 next month. 
 

 

Congratulations to member Geoff Schirmer who has completed yet 
another ‘Round the Bay’ cycle run. Geoff averaged 21.9 kph over 9hrs 
52mins for a total distance of 216 klm. However, the stat’s don’t count 
pedaling through the almost tropical downpour that was dumped throughout 
the Met area on that day! Guess when your idea of a relaxing hobby is 
cranking a Durst 8” x 10” enlarger up and down in your darkroom you need to 
keep fit!  
 
While working on the NEX-5 article with Rod Reynolds, I sent him a link to an upgrade I found on the 
Internet. I think this additional information he sent back is worth passing on. Ian. 
 
I referred to this upgrade in the article as if it was already released – in fact it was possible to get the V3 
software a week or so before the official launch by simply going to the Sony site and changing the address 
manually! There was already a review of V3 on one site based on some fiddling at Photokina – the demo 
cameras there were already at V3. But the digital zoom that was expected with manual lenses is still only 
available on Sony-made non-zoom lenses – maybe next version! 

  
I have now had a bit of experience with this camera and the “additional” range of lenses that it offers – and it 
is definitely not disappointing. However it does show up any level of poor performance in the lenses. So 
edge defocusing with a Nikkor DX 12-24mm Zoom is evident – it simply does not show up on a 
conventional DSLR as those imagers are not that good. But plug in a Zeiss 25mm Distagon (Contarex) or a 
Leitz 35mm Summilux (Leica M) and it is really sharp. A surprise performer was the 16mm F-Distagon 
made for the Contax. That is a fish-eye lens but when suitably treated using Photoshop it produced a sharp 
rectilinear image. 

  
In an entirely different sort of photography – makro work – the imager performance is exceptional. I own a 
Leitz Aristophot system, which is arguably the ultimate in close-up machinery with highly specialised 
reflected and transmitted lighting etc. I removed all the 4x5 and 35mm bits from the top and mounted the 
NEX using Leica adaptors and bellows to mount Leitz Photar and Zeiss Luminar lenses. These are designed 
for specific magnification close-up work only, and significantly better than the traditional specialist Makro 
lenses sold for camera use. They are the lenses that are used to produce close-ups of insect eyes etc – pictures 
that are so good that they look artificial in magazines etc. Well – they are real! And the NEX-5 gets the 
images with ease. For people without old high quality lenses to use, the new range of Zeiss lenses from Sony 
will be good. The Zeiss lenses being released for the NEX E-Mount in the next few months are repackages 
of existing alpha and similar designs and earlier reviews look good.  
 
The standout performance as a camera is in low available light – leave the flash at home. I used the NEX-5 
for a restaurant shoot last Saturday set at 1,600 ASA (remember it goes to 12,800 ASA) – and ran off 120 
very fine smooth noise-free shots in low light – and the battery was still showing 73%. Rod Reynolds. #245 



October Auction             Andrew Korlaki 
 
 
At 7.30 am on a grey and cold Sunday morning 8 club 
members arrive at the AMRA clubrooms in Glen Iris to 
set up for our October Auction.  With the lots sorted into 
groups in boxes set up proved to be smoother than 
expected, and right on the scheduled opening time of 
10am the doors were opened allowing entry to the first of 
approx 60 club members to come in and examine the 275 
lots on offer. 

 
 
 
 
 
 
 
 
 
 

This auction saw a range of goods on offer – 
not just cameras and camera accessories, but 
an interesting range of images (including a 
fascinating set of photographs of bomb 
damage to Post Office buildings in London 
during WWII), movies and movie equipment, 
and even a couple of framed art pieces – one 
of a camera, and one of a photographer in his 
studio....really something for everyone. 
 
For me the highlights were an Ensign Full Vue 
in Bright Blue, the framed 3D art piece of the 
camera, an Alpa 11a Post Camera with lens, 
and the futuristic looking Bolex 150 Super 8 
camera that looked like it had stepped out of a 
60’s sci fi movie.   
 

One interesting item was the unidentified little 127 camera with the pull out lens – a part of lot 209.  
No one was quite sure what it was, or who made it, but after lots of spirited bidding it found a new 
home for over twice the estimated price.  And the bargain of the day had to be the Konica C35AF – 

The boys check out the toys!

The unknown little 127 camera from lot 209  
that raised much interest. 

The 16X20 inch framed 3D picture/sculpture of a camera.
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a very significant camera as it was the first production autofocus camera.  A lucky bidder paid a 
mere $5 for it. 
 

It was good to have regular auctioneer Max 
Amos back conducting the auction.  For 
those of you who don’t know Max’s health 
has not been the best of late, and he ran the 
auction using a combination of skill and 
good humor, always doing his best  to get 
that last extra bid out of a (willing or 
otherwise) bidder. 
 

Thanks also to those members who helped in setting 
up in the morning, and to those members who helped 
to run the auction – we couldn’t do it without you.  
Thanks also to Margaret for putting the catalogue 
together, and to Alan for putting the catalogue and 
photos up on the web for the world to see.   
 
The next auction is in February 2011 – hope to see you there. 
 

 

Alan King holding lot 15 - the framed 3D relief of an old time 
photographer in his studio. 

Max doing what he loves, getting those bids. 

Max Amos examining a lot before taking his  
post as auctioneer. 

Checking for that elusive bargain! 

Lyle and Sue in full song! 
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Pic 1. That Brownie D. 

Me… A Camera Expert – Who Am I Kidding? 
A treatise on humility, beginning photography, art deco design, 
bakelite, Baby Brownies, the Brownie 127 and ….. believe it or not, 
camera collecting.          
        From Lyle (Expert in Training) 
Curr. 

 
 
I am sometimes referred to as a “Camera Expert”. Those that make this reference are usually 
meaning my knowledge of vintage and collectible photographica. Believe me, despite the fact that I 
once came second in a Photo Competition, I have never considered myself a “photographer” and 
any claim to “expert on cameras” status I may have cuts right off at 1960. If it was made after then I 
know very little about it, unless perhaps Kodak made it. 
Now, here I am prepared to admit even to my self, that on the subject of Kodak, and particularly 
cameras manufactured by the Great Yellow Father, I may perhaps qualify to wear the hat of the 
expert …. or at least claim that I posses a little more knowledge than  the average camera collector 
in this special field. 
But every now and then, as it is I guess in all aspects of life, any of us are bought down with a 
thump and made to realize that there is no way we will ever be truly expert in anything! 
Or to put it another way, we never stop learning.    
Last Sunday, two days ago, (at time of writing) was the Melbourne Camera Market. 
Normally the camera markets are a big day for me. As a part time dealer, I have to spend the day, 
and a better part of a couple of days either side, packing boxes, setting up a stall, and unpacking 
said boxes when I get home; and on market day talking to countless people about the items I am 
trying to purvey to the masses from my own stall, or discussing generally the this’s and that’s of 
various photographica related issues. This is part of what qualifies someone as an expert.  
But (for various reasons which are not relevant here) this years March market saw me as a buyer 
only, and having the time to wander around and check out thoroughly the many items on offer on 
everyone else’s stall’s, and to perhaps make that bargain 
purchase that we all dream of! 
That’s just it, it is a dream…… and I say to 
you…DREAM ON…… And for once I was definitely 
Not the expert. 
But as I made my way around the various stalls with their 
collectable offerings, I did make a few modest purchases 
and found my little green carry bag was actually full after 
a couple of hours. And it was one of those “modest” 
purchases that was the inspiration to put pen to paper 
(figuratively speaking!) and draft this little story to 
hopefully entertain you, and perhaps add to your 
knowledge of the wonderful world of photographica that 
we as collectors all share. 
It also tied in absolutely directly with a piece I had started 
on my first camera, so now I can kill two birds with the 
one stone so to speak, and we will journey back to my first 
steps into camera land, and tie it in with last Sunday’s 
camera market as we progress. 
The first camera I ever used was a Six-20 Brownie D box camera, (Pic 1) made in the UK in the 
early 50’s. It was my dad’s camera, and he gave it to me when I was about 7 and I don’t think he 
ever took another picture until he purchased a complete “portable” video outfit in the very early 
80’s. Even with the video camera, he still got mainly shots of grass and shoes, same as he did with 
the box Brownie. But he had an excuse with the video camera, it weighed a ton, plus the porta pack 
on your back it naturally pointed to the ground… but I digress. 
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Pic 2. Taken by me, age 8, with the  
Six 20 Brownie D. It’s my dad. 

Pic 4. The curved film plane of the 
Brownie 127.

Back to the Brownie D. I thought I was just the bees knees, and learnt to load the 620 roll film, and 
use that waist level camera quite well, although due to financial restrictions of a 7 year old boy, I 
did not take many pictures with it and it was not really MY camera. I wanted my very own, brand 
new machine! 

But I was content with the box Brownie for a couple of years, 
(Pic 2) but started to hanker after a “good” camera and began to 
save my pennies-and they were actually pennies in those days. A 
good camera to me was one with an eye level viewfinder. On 
outings to the gardens and to the Lake in Ballarat where I lived, 
I always saw men – yes mostly men- with these cameras up to 
their eyes and I knew they were using a “good “ camera. Now at 
8 years old, I had never heard of a Leica or Zeiss, and coming 
from a home where photography was not on the menu, I was 
long way from knowing about any of these top brands. To me, 
all good cameras were Kodak’s; in fact they were the only 
cameras I had ever heard of. 
By now I had been saving madly for over a year to buy a good 
camera and I needed it by Christmas 1959, as we were off on a 
family holiday to Phillip Island, and I just had to have the new 
camera by then. What fantastic, quality, precision, piece of 
photographic machinery had I in my sights? 
In the window of 
Cornells Chemist shop on 
the corner of Sturt and I 

think Armstrong Streets in the Ballarat CBD was a 
wonderful display of Kodak cameras. I would glue my face 
to that window every time we went into town, and always 
staring back at me was a bulbous looking oval shaped black 
camera with milky cream control knobs, and an eyelevel 
viewfinder. My dream camera with a price ticket of 35/9d, 
that’s $6.60 in today’s money!  
It was a Brownie 127. 
Today I know it was a Brownie 127 model II, but back then it was just a desirable “good” camera. 
(Pic 3) 
Finally, just before Christmas in 1959 (I was 10), I had saved up enough money to buy my camera. 
Dad drove me into town on a Saturday morning, and I made my purchase. It was an extra 2/6d 
($0.25) for a roll of black and white 127 film, Kodak of course. 
The Brownie 127 was a plastic bodied beast that came apart 
top from bottom for loading. But even as a ten year old boy, 
my experience with the box brownie meant I could already 
load a roll film camera with relative ease, although the 
curved film plane of the 127 threw me a bit. (Pic 4) 
I am ashamed as the collector I am today to say that I have 
no idea what happened to the cardboard box the camera 
came in; discarded as most photo consumables are I guess. 
That is why original boxes are scarce and enhance the 
collectability and value of the cameras we chase today. I also 
should have kept that film box; I certainly would today, but I 
must have put a few rolls of 620 through the old box brownie too, and I would love to still have 
those film boxes as well. But I was a camera user then - not a photographer you notice I was careful 
to say! - and the boxes were at that time of no interest. 
I loaded the camera very quickly, and with great excitement shot off that first film around the yard 
at home immediately. Then the need to make another trip into town and lodge the film to be 
developed at Mr Cornell’s chemist shop… and to wait a week before it could be picked up. Dad 
magnanimously paid for the development and picked the film up one night on his way home from 

Pic 3. Brownie 127, Model II. 
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Pic 5 One of the first pics made with the 
Brownie 127 Model II. 

 
Pic 6. The Angry Sea at Phillip Island. 

1959. 

Pic 7. The Academy of Science in Canberra . 

work but would not give me the picture and negative holding wallet till after I had eaten all my tea 
that evening. He was still treating me like a 10 year old, and here I wanted to see the pictures I had 
taken with a good camera that I had purchased with my own money. 
Not much I could do about that, but at last I was handed the pictures. I have very few of them today, 
but here is one. (Pic 5) 
All of them were family and pets. Not much 
imagination. Certainly no art! I was definitely not a 
photographer. But I loved the camera. It was the 
hardware even then. 
After that first film, I carefully put the camera away to 
await the holiday to Phillip Island that was to come 
soon after the hub bub of Christmas and the New Year, 
and of course I had to save a little money to buy another 
film. 
I put another roll of film through the camera on that 
holiday, and now maybe I was becoming a 
photographer. Again most of the pictures were just 
snapshots of the family on holiday. But I did take this one. (Pic 6) 

Perhaps a budding photographic artist?....... I don’t think so! 
As with any camera, using it, becoming familiar with it, 
getting used to its features (not many on the Brownie 127!) 
and its limitations leads to production of a better result as time 
goes by. 
I did use my little “good” camera as often as I could within 
the limitations of a 10-11 year olds budget constraints, and the 
highlight of the Brownie 127’s photo producing life came 
about a year later when I went off on a day trip to Canberra. 
A day trip to Canberra!! From Ballarat!!!  
I had won a school essay competition. The prize; that day trip 

to Canberra from Ballarat by bus and then by plane from Essendon airport. Organized by the local 
Federal MP, The Hon Dudley Erwin Esq. soon to be Minister for Air. Sixty odd 6th graders from 
various Ballarat schools were heading up to the nation’s Capital for the day. We were to learn about 
Parliament, lunch with the Prime Minister and see the sights of Australia’s Premier City! 
There is no such thing as a free lunch! The plane broke down on takeoff, delaying the trip by 2 
hours. The lunch with the Prime minister was cancelled, but it was still a great day in the life of this 
11-year-old photographer. 
I was asked to load many a camera on the trip as other students fumbled with trying to engage paper 
leaders in slots on various sized spools, and many could not even open their camera. Why their 
parents had loaned them cameras and given them a roll 
of film, unloaded has always been a mystery to me, but 
somehow the word got round that I was good at it, so 
my plane trip to Canberra was a busy one. 
I enjoyed the day however, and took many snaps of the 
city. (Pic 7) 
Two things stood out on that day so long ago. 
The first was THAT building in Canberra.  
The Academy of Science. Opened in 1959, the Shine 
Dome as it is now known, this fantastic futuristic 
building looking like a flying saucer made even me look good as a photographer! 
The second was the different shapes and sizes on the cameras that the other kids carried with them 
on the trip. The collecting seeds were being sown, but it was to be a long time before there was any 
harvest. I was still trying to be a photographer. Just check this out!  
Portraiture at the War Memorial (Pic 8) and (Pic 9) the actual National War Memorial in 1961. 
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Pic 8. A “Portrait” of a couple of
my travelling companions from
my own school grade. 

Pic 9. The National War Memorial 1961, 
artistically portrayed by me and my 
Brownie 127! Note the distinct lean to the 
right, confronting the viewer with the 
mood of 1961 Australian Society as we 
swept the socialist menace out of 
Vietnam. And the slightly off centre 
composition representing the beginning 
of the rumblings within that society that 
was to culminate in the moratorium 
marches, a few years later! 

Pic 10. The APCS March Market at the 
Camberwell Civic Centre in Melbourne.

Pic 11. Walter Dorwin Teague.

Make sure you read the caption. 
The old Brownie 127 served 
me well till about 1965, 
when I “graduated” to an 
Instamatic 204, and then to 
an SLR and you know the 
story, we have all been 
through it, so now we will 
return to the March 2009 
Camera market, and me 
rediscovering the fact that I 
don’t know everything!  
(Pic 10) 
One of those modest 
purchases I made at the 
market was a little Baby 
Brownie camera. The Baby 

Brownie is a lovely little piece of photographica, made of a 

brittle Bakelite type black plastic and superbly designed in 
the art deco style by none other than Walter Dorwin Teague. 
(Pic 11) 
Most noted amongst camera collectors for his design of the 
iconic, colourful Beau Brownie, Teague was trained as an 
archtitect and became one of the most prolific American 
industrial designers in terms of volume of completed work. 
He was born in 1883 and worked up to his death in 1960. He 
designed those wonderful curvy flowing service stations that 
we see on old American movies. He designed the Boeing 

Stratocruiser airliner and had a hand in many other Boeing aircraft. He 
was the designer behind the cosmetic appearance of the first Polaroid 
Land Camera, and his radios, lamps, automobiles and even motorbikes 
litter the American industrial landscape like leaves on the ground in 
autumn. 
A lot of his work was done in Bakelite, and even those wonderful 
“gas” stations had Bakelite and porcelain incorporated into the 
structure. 
But it is as a camera designer we are interested in Teague, and he was 
contracted to the Eastman Kodak Company from 1928 to 1933. But he 
was involved in the design process of many a Kodak camera after that. 
Aside from the Beau Brownie boxes and the all-metal, startlingly 
beautiful Bantam Special, most of Teague’s work for Kodak was in 
Bakelite. 
Bakelite is a specific hard, brittle plastic, and was the first of the 

thermo plastics to be made from all synthetic materials. Named after its Belgian inventor, Chemist 
L.H. Baekeland, it has been around since about 1908. As the making of plastics progressed any 
number of the harder, brittle kinds got lumped together under the heading of “Bakelite” and it has 
actually become a generic term for those plastics. 
None of the cameras under discussion here are true Bakelite, but the term will be used in its generic 
sense throughout. 
The first completely Bakelite camera designed by W D Teague for Kodak was the Baby Brownie. 
New thermo plastic moulding techniques set Teague free from the rectangular box, and the Baby 
Brownie was the result. It is recognized as the first fully moulded plastic camera ever, first coming 
off the extrusion line in 1934. It cost $1. The Baby Brownie is an archetypal Teague design of 
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Pic 12. The Baby Brownie of 1934. 

Pic 13 The only ID on the baby Brownie camera. 
Quite often found with remnants of silver on the 
lettering, so presumably some had the ID letters 
silver coated when new. 

Pic 14.  
The Baby Brownie I saw on the table at the 

market. 

curves, smooth flowing lines, art deco geometric straight lines, and an atypical shape and moulded 
from the ideal material in the hard, black, shiny Bakelite. (Pic 12) The only ID on the camera is the 
name in raised letters on the ferrule (you can read bezel if you wish, I’m just showing off with 
ferrule) around the lens. (Pic 13) 

The Baby Brownie is not an uncommon camera, 

but is sought by collectors for its shape and Bakelite 
construction. Even though it was made till 1952 it 
looks a lot older than it is, further enhancing its 
collectability. 
There are a few variations in the models, but I am not 
going into rivet counting detail here. Sufficed to say 
that the US version came in the common standard 
model with no frills at all, and very briefly a US made 
export version with a time delay button. This is quite 
rare as it was not in production for long. 
The third version was made in the UK. Manufacture of 
Baby Brownies began in the Britain in 1948, well after 
production had ceased in the US, and all UK models 
have the time delay button. 
But because it is made of very brittle Bakelite, it is 
rarely found without chips or cracks; with scratches on 
the surface and the nice shiny Bakelite finish usually 
scuffed and dull. Also the cheaply made metal parts, 
the folding frame viewfinder and the winding knob are 
usually corroded or rusted. 
So there are basically only 3 versions, and all are hard to find in top condition. 
As I was circling the stalls last Sunday, I spied on a table a little Baby Brownie that looked rather 
nice. Upon closer inspection it turned out to be more than that. It was spotless. Not a chip or crack 
in the body, and the surface was bright and shiny, as were the metal parts. (Pic 14) I did not 
even bother to look for identification marks, I knew it was a UK made model with the time delay 
button. A little haggling, and this nice little piece went into my bag, with no more thought given to 
it on the day. 
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Pic 15.  
The ID on the “newly discovered” Brownie 127. 

The next day saw me clutching my trusty Pentax digital SLR to my eye and bending over the little 
Baby Brownie whilst making a photographic rendition of it to keep in my files! 
A photographic rendition? The Concise Oxford Dictionary defines a “photograph” as a “Picture 
taken by means of chemical action of light or other radiation on sensitive film.” Now that’s not 
what’s going on here, no film involved, so is it photography? But again, that’s another 
story……….. let’s get back to the Baby Brownie. 
Closer inspection of the little beast revealed it was clearly made in the USA. But it had the time 
delay button! I had one of the very scarce versions of this camera. I was happy to admit to myself I 
had jumped to conclusions at the market; here I had a scarce camera, in superb condition, worth at 
least 3 or 4 times that of the ordinary model when I had thought I was actually acquiring said 
ordinary model.  
You see, I did not know everything in this instance, but it gets better…. or worse depending on your 
perspective. 
As I got closer to the little camera, photographing the ID around the lens, I nearly dropped my 
expensive digital  SLR. It did NOT say “Baby Brownie”. It said “Brownie 127”.  (Pic 15) 
I had never seen this before, never even 
heard of it before. In 35 years of serious 
Kodak collecting this had never crossed my 
path anywhere….. and how could I not have 
noticed this at the market while I was 
purchasing this little gem.  
I was elated, a new Kodak I did not know 
about. I was a little embarrassed as well….. 
and that feeling was to increase as I 
researched this little camera. 
While my research initially took the form of 
emails to well known Brownie collectors, 
taking the tone that basically I had discovered 
a NEW hither to unknown Brownie camera, I 
had to settle down and take a deep breath as 
the replies came in. While it IS a rare camera, 
and it is not listed in McKeown or even in 
Coe’s definitive work on Kodak cameras, it is 
an apparently well known (amongst Brownie 
collectors) variant of the Baby Brownie…… 
and it was pointed out to me that I had a couple of magazines from the Brownie Collectors Club 
that clearly described the camera. How could I have missed this? 
Production of the export version of the Baby Brownie caused some qualms within the hierarchy of 
the Eastman Kodak Company. There was a concern that the English word “Baby” may not be 
understood in non-English speaking countries. So, creating another reason why that export version 
is also a scarce camera, the powers that be at Kodak decided to change the export camera’s name 
from Baby Brownie to just plain old Brownie and add the film size in numerals- 127. Hence, 
Brownie 127. 
So there we have it. No matter how well we think we know our special field, there is always 
something else out there that can cause us the faux par to light up our face with an embarrassing 
flush. 
But the discovery of this new, and very early Brownie 127, brings us in a Dickensian twist back to 
the beginning of my photographic efforts, and my old Brownie 127 model 2. 
We will explore the Brownie 127 and its story but I think you’ve had enough for one day, so we’ll 
make that part 2 and you can look forward to the next exciting episode. 
Happy Hunting.  Lyle Curr  
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Scenes from our September Market 
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