
BACK FOCUS 

The Journal of the Australian Photographic Collectors Society (Inc) 
Incorporation Registration No. A16888V   ABN 55 567 464974 

 

Issue No. 93                             June, 2014              
  

From Michael Parker: 
The Perfex Speed. 

How gravity made this camera unique! 
John Crossley explains. 

Meet a Fellow Member- Paul Ewins.  Herb Parker tells how he adapted to Digital!  



 THE AUSTRALIAN 
 PHOTOGRAPHIC 
 COLLECTORS SOCIETY Inc. 

 Incorporation Reg. No. A16888V     ABN 55 567 464 974 

 Notes from the desk of the Editor:  
 
So nice to know we do have members who are willing to assist. At our February auction I was 
approached by John Crossley who asked if he could assist by proof reading article documents for 
me prior to committing them to image layouts? With the amount of time that this alone can 
consume and, knowing John’s credentials in this area, this was an offer too good to refuse, one that 
I readily accepted and I would publicly acknowledge this and thank him for it.  
 
Would any of our older members recall products of the 
“Lockerr” brand? John Fleming has been researching these 
products and has found that Herbert Edward (Bert) Locke, 
worked from home, 16 Roseberry Grove, Glen Huntly. Other 
info is he was probably born in Fremantle around 1910, died 
Melbourne 1975. Some of his products were certainly large 
flash units taking up to four and even six PF100 bulbs. If you 
can assist with any information, contact John at 03 9877 7754 
or oldercarrepairs@bigpond.com  
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We’ve heard of ‘watch the birdie’ but this fellow 
has it backwards! 

2 



Meet a Fellow Member….. Paul Ewins 
 

My father was a stamp collector and that is how it all started. From 
him I learned the idea that it is fun to own things that you have no use 
for and that owning even more of them, possibly a complete set, is 
even better.  Throughout my teens and twenties almost anything I got 
interested in turned into a collection of some sort. My first car was a 
Mini and now I have a display case full of them. A few years 

volunteering at Puffing Billy resulted in 
a shed full of station signs, kerosene 
hand lanterns and sundry locomotive 
parts. An interest and later a career in 
computers left me with a large 
collection of Apple computers. So in 
some ways it was surprising that it took 
so long for me to start collecting 
cameras. 

 
My first serious camera was a Pentax K1000 that my parents bought 

for me when I was sixteen. I used that a lot, mostly documenting my many and varied interests. 
With it came a brochure for the various lenses and accessories 
and I used to pour over that looking at all the wonderful stuff 
that I couldn’t afford. Once I started working I had enough 
money to upgrade from the K1000 to a second hand MX and I 
really loved that camera. It wasn’t that much different 
functionally to the K1000, but the smaller size and all of the 
available accessories (interchangeable screens! motordrive! 
databack! bulk film back!) made it seem a much better camera. 
 
Years later and the MX was long gone, traded on a Z70 that I 
hated which was in turn replaced by an MZ5n which was much 
better. I decided that I would like another MX and bought one 
through the Trading Post 
(remember when you would 
grab it on a Thursday and 
scan it as quickly as possible 
looking for the elusive 
bargains?) I fell in love with 
it again and not long after 
found a nice looking black 
one in Teds and had to have 
that too. One is nice but two 
is a collection and I was off. 
 

A bit of self-knowledge is a useful thing and I decided 
early on that I would only collect the MX, not Pentax in 
general. That worked for a while but then the digital 
revolution really bit and the price of high-end analog gear 
went into freefall.  Suddenly the 6x7 gear that I could 
never afford was as cheap as 35mm gear and that opened 
up a second front. Along the way I dabbled in the Auto 
110 system and accumulated all of the other Pentax K & 
M series bodies but the core of the collection is still the 
MX and the 6x7.  

 

 
Paul with Pedestal. 

One of his larger cameras. 

My first Mini.

The Pentax K1000. 

 
The ‘MX’ came next.  
Really loved this one! 

The Z70. Not impressed!  

The MZ-5n, much better! 

3 



The other result of the drop in prices was large format. 
I had tried my hand at LF with a Calumet CC401 
monorail and then a Speed Graphic and it really 
appealed to me and still does. I have accumulated 
quite a lot of LF gear, but mostly it is for using, not 
collecting. That first Speed Graphic was joined by a 
few others, two Super Graphics, an Auto Graflex and 
a Super D but I don’t regard that as a collection since 
I don’t have any desire to own all of the different 
models or the same model in different formats.  I 
bought them to try them out and will eventually move 
on those that I don’t want. Similarly I bought an 8x10 
Kodak 1B studio camera because I wanted to try out 
some of the old brass lenses and needed a camera 
capable of taking a 9” board. It is a beautiful thing but 
I haven’t bought another one. 
 
Where I did start collecting LF was lenses. One of the earliest lenses I bought was a 150/265 
Schneider Symmar convertible. Even although the convertible lenses had fallen out of favour before 
I was born the idea of having two (or three) focal lengths available simply by unscrewing one or 
other of the lens cells fascinated me and I was hooked. Even just restricting myself to the Schneider 
Symmar lenses there was a lot to investigate and collect. I discovered that there was an earlier series 

of triple convertible lenses 
and the elusive pre-war 
Doppel Anastigmat lenses 
too. These are uncommon 
enough that I doubt that I 
will ever have all of them. 
Even more tantalising are 

the earliest Symmars, built before Goerz’s DAGOR 
patents expired. I only know them from the production 
lists, which seem to indicate a total production of a 

couple of hundred lenses. I wonder if any of them survive at 
all. 
 
Like a lot of collectors I have reached that stage where all of 

the easy to find things have 
been acquired, which just leaves 
the things you can’t afford or 
the really rare pieces that only 
come along now and again. So 
far I have resisted the 
temptation of Spotmatics or 
Asahiflexes despite having a 
few pieces that would fit into 
collections of either. I think I’m 
over the Graflexes and might 
try and sell a few of the ones I 

    don’t need.  
 
The only weak point left is the works of Peter Gowland. I 
really, really want one of his 4x5 TLRs, but have yet to 

convince myself that I want to spend the current market price for one of those beasts. It doesn’t help 
that I already have one of his pocket monorails and an aircraft camera along with some books and a 
few 8x10s from his glamour work. Oh well, it is only money.  

Moving up in format. 
The Pentax 67.  

Calumet CC401 monorail.	

Schneider Symmar lens. 

 
The Gowlandflex. 

4” x 5” Twin Lens Reflex.  
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Listen to your camera!                                            John Crossley 

 
Just recently I purchased a camera I had coveted for fifty years or more–a Purma Special (Pic. 1). 
They are not that uncommon, but they seem to command a high price for what is basically a box 
camera. 

 
Tom PURvis, an artist, and Alfred C. 
MAyo founded Purma Cameras Ltd in 
1935.1 The Purma Special is perhaps the 
most ingenious camera I have met. You 
don’t set anything–the aperture is fixed, 
the focus is fixed, and yet there are three 
shutter speeds. These are approximately 
1/25, 1/50 and 1/450,2 and all are 
available without moving a finger: you 
have to move the whole camera. In the 
natural horizontal position you get 1/50, 
with one end up you get the slow speed 

of 1/25 and with the other end up you get the fast 
speed of 1/450. ‘SLOW’ and ‘FAST’ are moulded 
into the body the right ways up, beside the 
viewfinder (Pic. 2). The remarkable range and 
simplicity are produced by a spring, of course, with 
a little help from gravity. In the horizontal position 
gravity plays no part. In a vertical position a brass 
weight, which you can just see when you open the 
back and hold the shutter open, either slows down 
or accelerates the shutter (Pic. 3). The weight is 
stuck on the shutter itself.  
 
What is brilliant about this design is that this is a focal plane shutter that comprises two solid blinds: 
one of them very solid and the other moving to give a different size gap in the shutter when 
exposure takes place. The shutter is curved, which allows its design to be very simple. It rotates 
about a single axis but of course this means the film plane has to be curved too. Given that the lens 
is a 2¼" (57 mm) f/6.3, Beck Anastigmatic,3 and has a fixed focus, you do not really notice the 
curvature. 
 

Having to orient the camera in different ways 
would make it difficult for landscapes or 
portraits but there is a simple solution: the format 
is square. It is only when you look at a strip of 
negatives you have to turn it this way and that to 
get each picture the right way up. 
 
The camera takes 16 photos on 127 film. By the 
way, there is still a small amount of 127-size 
film around, though eFKe ceased their 

production not long ago–see the back page of Back Focus, issue 89, June 2013. eBay is a good way 
to go, but I bought some vintage Verichrome Pan recently at an APCS market, however that had 
lost a lot of speed. I have always liked small cameras and in my teenage years had a Foth Derby that 
took 16 pictures on 127 film, but those pictures were oblong. The Purma Special uses even less of 
the film surface: its exposures are just 1¼" square (about 30 mm square, close to 35 mm film which 
is 24×36). To get the full 16 pictures you have to be careful winding on. 127 film only had numbers 
printed for 8 or 12 exposures, so the two red windows on the back are used in turn to get the full 

Pic. 1. Front view of camera. 

Pic. 2. Showing ‘SLOW’ and ‘FAST’ markings by 
the viewfinder. 

Pic. 3. The brass weight on the shutter. 
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sixteen (Pic. 4). You could also replace the red windows 
with dark green ones in order to use panchromatic film, but 
I didn’t see any fogging with my Verichrome Pan.4 It is 
very easy to load: there are just two spring catches holding 
the back on, one at each end, but nevertheless the back 
does not come off accidentally. Inside, the take-up spool 
has a pin across to engage with a notch on the end of the 
film spool but the other end just slips into a slot. So you 
have to be careful not to drop the spool.  
 
What is the quality like? Well, this is simply a box camera with three shutter speeds but the quality 
is somewhat better than that. Just remember that the hyperfocal distance is 30 ft or 9 m, so things 
are only in focus from 15 ft or 4.5 m! 
 
I do not think Purma Cameras made the Bakelite body; such manufacturing was usually left to 
specialists. My camera says ‘MADE IN GT BRITAIN’ on the metal inside the back and ‘MADE IN 
ENGLAND’ on the outside top right front. I think this is evidence that the body and the shutter 
mechanisms were made by different firms. 

 
Most copies available today lack the Bakelite lens cap 
and that’s a pity, because this involves another clever 
but simple idea. The lens is retractable and all you do 
is push the lens cap on and screw it down to make the 
lens retract. If you don’t have the lens cap, the lens 
protrudes awkwardly. Another awkward area is that of 
accessories. Quite a number were made: I have two 
filters and a lens hood but there were also close-up 
lenses (Pic. 5). The filters just slip over the lens barrel; 
the lens hood, which looks like an overgrown thimble 
with a hole in it, screws onto the thread where the lens 
cap goes. The trouble with the accessories is that there 
is nowhere to store them and they are a bit fiddly. 
 
Finally, why did I call this article ‘Listen to your 
camera’? I think my camera is a little worn; after all it 
may be as old as I am. The Purma Special was first 
manufactured in 1937 but continued to 1951, which 
was about the time I first read about it. You cock the 
shutter by rotating the knob on top with your finger. 
(Pic. 6).  
 
If you push it too hard then, on my camera at least, the 
shutter may stick. If you listen you will hear a gentle 

metallic clunk as a catch engages. This happens about 1 mm before the knob has to stop. The 
shutter is then fully wound and releases every time, whichever way up the camera is. Of course 
there is no double exposure prevention, but when you put the lens cap on it stops the shutter being 
released, so you shouldn’t get any blank pictures. Provided, that is, you have listened to your 
camera and set the shutter properly. 
 

 
1 See p. 103 of Norman Channing and Mile Dunn, British Camera Makers, An A-Z guide to 
companies and products, 1995: Parkland Designs, Esher, Surrey, England. 
2 Others say 1/40, 1/125 and 1/450. 
3 43mm equivalent for 35mm film. 
4 See http://www.amateurphotographer.co.uk/forums/showthread.php?110748-Classic-Marque-the-
Purma-Plus.  

Pic. 4. The two film windows. 

Pic. 5. Accessories.  
The lens hood is on the right. 

Pic. 6. The shutter-cocking knob. 
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The Perfex Speed Candid camera    Michael Parker 

In 1938, the best miniature rangefinder cameras for 
professional and amateur alike were the Contax and the 
Leica with focal plane shutters (Fig. 1). Both had 
relatively new models; the Contax II had moved away 
from the boxy shape of the 1932 model and the Leica IIIc 
retained the elegant shape of earlier models.  Each had an 
impressive array of alternative lenses and accessories. 
 
At this time, the portfolios of patents held worldwide by 

Zeiss and Leitz held back the manufacture of competitive products. (Ihagee and KW had similarly 
cornered the SLR market). Canon in Japan and Fed in the Ukraine ignored this problem and were 
producing copies of the Leica II. Only the Italian firm Ducati with its Sogno and the UK firm 
Ensign with the Multex, (see Back Focus Vol 9 No. 2 for a review) had managed to bypass patents 
and produce small format precision rangefinder cameras with focal plane shutters.   
 
The first US venture into this style of 
camera was the Perfex Speed Candid 
designed by Leonard W. Gacki and 
Joseph Price, manufactured by the 
Candid Camera Corporation of 844 
West Adams St. Chicago and released 
in October 1938. Carl Price, Joseph 
Price and Benjamin Edelman 
established the Candid Camera 
Corporation.  These partners brought a 
radio and electronics background to the 
company and would know that Bakelite 
used for insulators and radio cabinets could also be used to make camera bodies. Fig. 2 shows an 
early version using a capital “P” for Perfex. The Perfex Speed Candid is generally considered the 
first US 35mm camera with focal plane shutter, although the elusive Zephyr also released in the 
Autumn of 1938 by Photographic Industries of America (New York) has a possible counter claim.   
 
The Perfex Speed Candid has an impressive list of specifications (Fig. 3) including built-on 

rangefinder and extinction exposure meter, interchangeable 
lenses with a 38mm screw mount (incompatible with 39mm 
Leica lenses) and a cloth focal plane shutter with speeds of 
1/25, 1/50, 1/75, 1/100, 1/200, 1/500 plus B.  In addition to 
the normal 2-inch f/3.5 Graf Perfex anastigmat, the 
company advertised a 2-inch f/2.8, a 4- inch f/4.5 and a 6- 
inch f/4.5 lens. The instruction booklet also mentions a 2-
inch f/1.5 lens. All lenses were manufactured by General 
Scientific Corporation of Chicago. A ground-glass 
focussing back was also available for use with a set of four 
extension tubes. Even without an accessory shoe, the 
specifications were comparable to those of the Leica and 
Contax but at $25.00, less than one-fifth of the price.   

 
Fig. 3: Perfex parts diagram. 

Fig. 2: The 1938 Perfex Speed Candid. 

 
Fig. 1: Zeiss and Leitz limited competition by 

patenting their technology. 
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The Perfex Speed Candid is one of the largest 35mm 
cameras and the body measures approximately 17 x 9 
x 4.5 cm. It’s an ungainly combination of Bakelite 
body with a chromed and lacquered rectangular metal 
lens panel featuring the large heads of ten screws 
holding everything together. The camera weighs over 
1 Kg; almost twice the weight of a similarly equipped 
Leica IIIc and there’s plenty of room inside (Fig. 4) to 
accommodate the rangefinder, viewfinder and 

exposure meter in possible future models. The removable pressed metal back held on with two 
spring clips, carries an exposure calculator (Fig. 7) and has a flocked 
paint finish inside.  The designers’ initials LWG-JP are cast into 
both the camera interior (Fig. 5) and the back.   
 
In many respects, the Perfex Speed Candid looks like an oversize 
version of the earlier Bakelite Argus A (Fig. 6) then retailing for 
$12.50. The internal arrangements are also similar and there is 
speculation about the extent of cooperation or copying. In both 
cameras, the film cassette is installed on the right hand side (looking 
into the back), threaded into a slotted winding shaft on the left hand side and engaged in the usual 

way with sprockets linked to the wind-on mechanism 
and exposure counter. 
 
The Perfex extinction meter (Fig. 7) is slung 
underneath the camera in a narrow Bakelite rectangle 
and while it fulfils its function, the numbered film is 
exposed and fragile and the thin Bakelite frame of the 
meter is vulnerable. The rotating shutter speed dial 
must be wound separately from the film and its 

smooth circumference and long travel can make winding a challenge. Shutter speeds are set with the 
usual lift-and-drop system and may be selected before or after tensioning by aligning the speed 
against the red or black dots on the inner disc (see Fig. 9). There are regular reports of shutter 
failure but the one in my camera behaves well at all speeds.   
 
The rangefinder window is tiny, the images are dim and the distance wheel next to the eyepiece 
makes measurement difficult. For minor adjustments a removable circular cap on the top plate 
allows access to an adjusting screw.  For more serious work, the whole top plate of the rangefinder 
can be lifted off after removing three screws. 
 
Once you have correctly loaded a film cassette, taking a picture with the Speed Candid is simplicity 
itself.  
 
First, using a strong fingernail or similar tool (and best with the help of a magnifying glass), move 
the outer disc of the exposure calculator mounted on the back of your Perfex Speed Candid, while 
holding the inner disc stationary until the film speed appropriate for the loaded film appears in the 
tiny window of the dial. Now, peer through the extinction exposure meter at the base of the camera 
and using the inner dial of the calculator, align the last number visible in the meter with the 

Fig. 5: Designer initials. 

Fig. 6: Speed Candid and Argus A. 

 
Fig. 4: Interior of the Perfex Speed candid. 
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prevailing weather conditions (Fig. 7). You may now select an aperture and shutter speed 
combination shown on the inner dial and the stationary rear dial.   
Set the aperture on the lens and set the selected shutter speed 
against the red dot on the shutter speed dial.  Wind the shutter 
speed dial clockwise in one fluid movement through about 260⁰ 

until it stops. Don’t be alarmed if you slip or release the shutter 
dial part way through this movement. It will return to the rest 
position and you may start again. Once wound, your selected 
shutter speed will be aligned with the black dot on the dial.  
 
Next, look through the rangefinder window in 
the centre of the top plate of the camera and 

rotate the associated dial until two images of your subject merge. Transfer the 
distance reading to the lens taking care not to unscrew the lens or to upset the 
previous aperture setting. Now unscrew the dual-purpose cap and cable release 
adaptor from the shutter release button and place it carefully in your pocket. 
Check that the weather has not changed since you started preparations; if so, 
repeat the above but if a different shutter speed is required, this should now be set 
against the black dot. Frame your subject through the viewfinder on the far right 

of the top deck, press the 
shutter release button at 
the front left and take your snapshot! 
Remove the cable release adaptor from 
your pocket and screw this back over the 
shutter release to prevent accidental shutter 
operation.   
 
It’s now time to wind on the film to avoid a 
future double exposure. Depress the small 
counter release button ahead of the film 
counter dial while turning the wind knob 
through a quarter turn clockwise. Release 

the button and continue the turn until wind-on is complete. What could be simpler? 
 
The Perfex Speed Candid is certainly not 
speedy in action and might not be the first 
choice for candid photography. It lasted 
only one year in production and was 
superseded in 1939 by more sophisticated, 
but still bulky, aluminium bodied cameras 
(Fig. 10). There have been suggestions that 
the Perfex Speed Candid was a prototype 
brought hastily to the market to generate a cash flow and removed just as hastily when a new model 
was available.   
 
The Candid Camera Corporation changed its name after WWII to the Camera Corporation of 
America and continued to produce new versions of the cast aluminium Perfex camera until it went 
out of business in 1949. That’s another story and one covered by Gil Wowk in Back Focus No. 48.  

 
Fig. 7: Exposure meter & calculator. 

 
Fig. 9: Camera controls from left: wind on knob, exposure 
counter release button & dial, rangefinder dial & finder, 

shutter dial with two dots for setting before or after tensioning.

Fig. 8: Shutter 
release & cap.

Fig. 10: Speed Candid & Perfex fifty-five of 1940. 
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Four rare Japanese folders                      by Geoff Harrisson 

In Japan the “Semi” format is 4.5×6cm – for 16 exposures on 120 rollfilm. Almost all of their Semi 
cameras were copies of pre-war German folders like the Zeiss Ikonta and Nettar, Balda Baldax and 
Welta Perle. It must have been a very popular format as there are a vast variety of brands and 
names, not only for cameras but also for the shutters and lenses. For example there is a list of 135 
Japanese pre-war and post-war camera names for the folding semi format, of those 73 have the 
word “Semi” in their name. Only a few surviving examples of some are known as many were made 
in very small quantities.  After the war many cameras were modernised with features like a rigid 
optical viewfinder instead of a folding one and a coupled rangefinder. Makers then moved to the 
6x6cm format and by about 1960 the Semi format was 
discontinued.  
 
Here are four interesting examples: 
 
SEMI LUCKY: 
This classic example of a pre-war Semi (Pic 1) was 
made by Fujimoto in 1938 and is the third variation 
with some small body changes from the original 1937 
model. Looking much like an Ikonta 520 it has an 
almost identical style of struts. ‘Semi Lucky’ is 
embossed on the front and back covering and ‘Lucky’ 
is engraved on the front’s foot. There is a neat little 
lever and button on one side that, when pressed, the 
camera and viewfinder spring open. The shutter is a 
Neumann & Heilemann ‘Perfekt’ and the f4.5 7.5cm 
lens is marked ‘Neumann & Heilemann Radionar’. (Pic 
2) Now how is it that a Japanese camera has German names 
on it? 
 
Billy Neumann and Willy Heilemann had previously worked 
for camera makers in Europe and moved to Japan in the early 
1930s where they established the Neumann & Heilemann 
factory at Nishinomiya. They made shutters and assembled 
lenses using Schneider optical components. In September 
1937 their company was dissolved and the assets, trademarks 
and factory were sold to Fujimoto who continued to use the 
shutter and lens names. After the war the plant was sold to 
Chiyoda Kōgaku Seikō who later became Minolta. 
 
McKeown [page 572] pictures a Semi Lucky with a Hildar 
lens in a Presto shutter and has listed the camera as being made by K.S. Fabrik, but that company is 
Kinshō Kōki Seisakusho, the maker of the shutter. It has been suggested that the lens and shutter on 
that camera are not original and came from a Semi Rosen, as no other example has been seen. 

Pic. 1. Semi Lucky. 

Pic.2. Radionar lens in Perfekt shutter.

10 



KARORON: 
This 4.5×6cm format camera was made by Kuribayashi from 
1949 to 1951. They named the next model the Karoron RF, 
which was also sold as the Petri RF. Later the company name 
was changed to Petri. McKeown describes this Karoron as 
being a “Popular model of the more expensive and feature-
laden Petri Semi”. True, it doesn’t have many features, but it 
does have a body release and a frame counter on the top plate 
that you can use after winding on to 1 in the back red 
window. All the Karorons had f3.5 75mm Orikon lenses and 
are usually found with a Carperu shutter, but this one (Pic 3) 
has a Minarl-S shutter. I have not been able to find any 
reference at all for this name. There is also a partly obscured 
logo on the front plate. I removed the lens to see it clearly 
and it has the initials SSK in an opened shutter graphic (Pic 
4). I have been unable to find any reference for this either – 

has any member heard of either name? On the side of the 
viewfinder is stamped <EP> that indicates it was probably sold 
through a military Post Exchange, or PX, in post-war Japan. 
(Pic 5) 
 
TOMIC: 
Tōkō Shashin K.K. (Toko 
Photo Co. Ltd.) was a 
Japanese camera maker in 
Tokyo from the late 1940s. 
One of their early cameras 

was the Mighty - a ‘Hit-type’ subminiature.  Another was the 
Teleca - a combined binocular and 16-mm subminiature camera. 
They also made the Windsor 35 from 1953 and around 1956 the company name was changed to 
Windsor Camera Co. 
 
The Tomic (Pic 6) was announced in the July to October 1952 
issues of Japanese magazines, and it was advertised from 
August 1952 to March 1953. The September 1952 
advertisement in Asahi Camera says that the camera is a new 
model, and does not give a price. A November advertisement 
in Ars Camera was placed by the distributor Tsukada Shōji and 
the price given was ¥23,000.* 
 
The styling was obviously based on the Zeiss Super Ikonta B; 
it is just as big and heavy and has the same style of coupled 
rangefinder. (Pic 7) It is a 6x6cm folder and the two windows 
on the back (which are green, not the usual red) confirm that it 
can take both 6×6cm and 4.5×6cm exposures. The top plate has the company logo T.K.C. and two 

patent numbers. (Pic 8) The smaller 
format is achieved by inserting a 
snap-in mask at the film plane and 
then using the top window for 
frame numbers.  It’s a camera that 
has some peculiar features. The lens 
is a Sygmar f3.5 8cm in a 
synchronised Gyrope shutter. This 
unique shutter, specifically 
designed for the Tomic, has four 
blades that open from four corners. 

Pic 3. Karoron camera.

Pic. 4. SSK logo on shutter. 

Pic. 5. EP mark on viewfinder.

Pic. 6. Tomic camera. 

 
Pic. 7. Tomic camera. Pic. 8. Back of Tomic. 
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With simple lens designs there can be a fall-off with leaf shutters that open from the centre and this 
advertised “revolutionary design” was meant to be the solution.*  The shutter has speeds from 1 to 
1/400 and B. They are fired from a body release that has a screw collar that can be removed to fit a 
Leica-type cable release. The diaphragm is set by moving a lever behind the lens/shutter mount 

which is attached to a rotating disc that has reverse-engraved aperture 
numbers on it. They are displayed via a prism in a small window. (Pic 9) 
The apertures marked are unusual as they are the old pre-war scale: f3.5, 
4.5, 6.3, 9, 12, 18. Although the coupled-rangefinder arrangement looks 
the same as the Zeiss Ikonta, T.K.C. claimed it operated a little 
differently. Judging by of the shape of the window I’d say the wedge-
shaped prism lens moves horizontally instead of rotating. While the two 
back windows are marked 4.5x6 and 6x6 the leather case my camera 
came with is embossed on the rear: Tomic 2¼x2¼ _ 2¼x1¾. This might 
indicate that some were made for export, probably to the USA. Stamped 
inside the camera back is the number 52036 so presumably it’s the 36th 
made in 1952. 
 
*There are only a few reference sources available on this camera (it is not 
listed in McKeown) and they are all published in Japanese, so these 

couple of details have been reprinted from the Tomic page at Camera-wiki.org that also gives 
several advertised references. They did not have a photograph of the camera and stated: 
It is said that the specific shutter and rangefinder were unreliable, and that very few Tomic were 
made. At least two surviving examples are known. 
I have now added photographs to the page and amended the text to read ‘three examples’. 
 
VICEROY: 
This dual-format coupled rangefinder camera was made 
by Aires Camera in 1957-58 and the styling was clearly 
inspired by the Super Ikonta III. (Pic 10) One source 
says that this model was made for export to India and 
S-E Asia. I have found that it was advertised in the 
“Straits Times” by the Singapore agent for Aires on 1st 
April 1958. The solid, well-made body is identical to 
the main body of the Mine Six IIF and was not made by 
Aires but by the maker of the Mine Six - Takane. It has 
an Aires-made 7.5cm Coral f3.5 lens in a Seikosha-MX 
shutter. The lens and shutter assembly is mounted in a 
helical so that the entire unit moves when focussing. 

(Pic 11)  
The distance has to 
be set to infinity so 
the camera can be 
closed.  
The viewfinder has a 
bright frame line with 
marks for the 4.5x6cm 
format. To use this 
format two narrow 
flaps are folded into the 
film gate. (Pic 12) A 

simple arrangement that means there is no insert to be lost 
– as many Zeiss ones have been. The back has two red windows marked with each format; the 
lower one is used for 4.5x6cm frame numbers. The film reminder dial on top has five sections: 
Empty, H.S.Pan, Pan, Ortho and Color, enough choice for 1957 film availability! The Aires 
Camera logo is embossed in the leather on the front door. From recorded lens and body serial 
numbers it would seem that total production of the Viceroy was between 1000 and 1500 units.  

Pic. 9. Gyrope shutter. 

Pic. 10. Viceroy camera. 

Pic. 11. Lens, shutter & focussing. 

Pic. 12. Changing the format on Viceroy.
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Letters to the Editor:  
 
Hi Ian, 
As usual a very high standard issue which I have just finished reading. Thanks again for your 
various emails and the outstanding work you do with Back Focus.   Bruce Mathieson. #308 
 
Hi Ian, 
Thank you for the complimentary copies of your journal relating to the Dalka camera. John Fleming 
has obviously spent a lot of time in researching this particular topic and I am very appreciative of 
the information that he has amassed. Judging by the articles in your journal, you have a very 
dedicated group of investigators. Again, thank you and pass on my thanks to John.           Don Trist. 
 
Congratulations Ian on another great issue. It just keeps getting better, and I thought the article on 
Altissa/Altix from Michael Parker especially was the best concise history of a relatively minor 
maker I have ever seen. Keep up the great work.                  Herb Parker. #167 
 
Dear Ian, Just we came back from Kalisz I did find in my post box the BF copy, I will study it 
tomorrow. The article about Altix cameras seems very interesting in particular as there are 
connection with the Eho box camera and the most interesting part, the history that explains the 
industry of the GDR. There will be an opportunity learning more about the West and East Germany 
production. I will be glad expressing my thanks to Mr. Michael Parker for his so interesting work. 
(By the way, what about not too common Altuca?)               Stefan Sztromajer. #432 
 
Hi Ian, As usual, top quality; a pleasure to read, but what makes this issue even more impressive is 
the inclusion of the index, fantastic. Now it will be an easy matter to locate that article that I read 
some time in the dim past and facilitates the collection of the books as a library source. Well done.  

   Adrian Elshout. #233. 
 

Restoration Tip from John Fleming:  
This French product is ‘Orapi 
Super Degrippant’. It is a 
penetrating oil far superior to 
anything I have ever used. Have 
tried it on many ‘impossible’ 
rusted parts (including very 
delicate bits) and it acts by slowly 
turning the rust to soft paste. It 
doesn't evaporate like other 
penetrating sprays and also 
contains a very small concen-
tration of phosphoric acid that acts 
as a rust preventer on bare metals. 

Comes in a spray can or available as liquid by the litre. I would suggest it is many 
times superior in action to anything I have previously used over some 50 or more 
years. Others who have used it rave (as they do too for J.B Weld) it’s just one of 
those products that would soak in and allow removal of tiny camera and 
equipment screws etc. It's harmless to all metals or plastics. Agents in Australia are Victorialub, 
Keysborough Victoria. Email is info@viclub.com.au   
Sales engineer is Ken Main, mobile 0419 536 232 Cost is around $24 for a 500ml spray can, but for 
small camera and equipment work that would go a very long way. A tiny squirt into the cap and 
then you could drip a few drops on by toothpick or jewellers screwdriver to affected rusted area. 
Trick is to soak over several days, or even a week or two.  I have NEVER found this stuff to fail! 
  
Visit website for their full range at: 
www.orapi.com.au/pdf/The%20Essentials%20Catalogue.pdf   John Fleming. #559  

Arcade card Mack Sennett Comedies. Two pin up models
in whimsical picture. One holding camera and the other 

with wide transparent brimmed hat. 1920s. 
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F L A S H   and   P H I L I P S         Han Fokkelman 
 
When in the beginning of the last century you needed some extra light, 
you could flash by igniting a magnesium thread or a lot of magnesium 
powder that we called “flash of lightning powder”. The disadvantage was 
that shortly after the flash a fog of misty magnesium oxide parts 
descended. 
When my father announced that he would take a picture on Christmas 

day, my mother resisted. Her Christmas day would be in a clean room. The picture was taken on 
Boxing Day. 
It was obvious that a safer and cleaner system was needed.  
 
In 1870 already, KIESZLING tried out the possibility to ignite the magnesium powder in a closed, 
oxygen rich surrounding. He succeeded but it was in these days impossible to come to the market 
with a good functioning product.  
 
The French Chauffour designed the first good functioning flash lamp for under water. This flash 
lamp was a kind of bottle that did not explode thanks to the water pressure. 
But in 1925 Paul Vierkotter obtained the first patent and in 1929 H.M. Hauser succeeded in 
designing the right construction. The chemicals and plates factory 
Hauff developed the HAUFF-VACU-BLITZ flash lamp, which was 
produced by Osram, and introduced in 1929. 
 
With the length of 21cm and a diameter of 13.5cm, this lamp was 
larger that the normal living room lamp. It was filled with a crumpled 
up magnesium foil and enough dry oxygen to explode the foil quickly. 
The name VACU flash was not correct, there was no vacuum in the 
lamp, and under pressure only. That was necessary to prevent that that 
lamp should not explode. 
 
This lamp could be used with 4 volt of more and had a connection for 
the pocket torch. 
The pocket torch in these days needed a 4 ½ volt battery so all you had 
to do: 

a. remove the lamp from the pocket torch 
b. open the carton reflector and place the flash lamp with the foot in the reflector hole 
c. screw the reflector with the flash lamp on the pocket torch 
d. place the shutter on B or T and open the 

shutter 
e. aim the reflector towards  the subject 
f. use the switch of the pocket torch 
g. close the shutter 
h. remove the used flash lamp and throw it 

away. 
 
The advantages were the dust free explosion and each 
lamp gave the same volume of light. 
But the price was high. There must be paid f0.90 for 
one lamp, while the roll film was priced f0.65. 
A little bag with flash powder costs f0.20. We had to 
wait till 1950 before the prices came nearly together. 
But the flash lamp became successful, more in the US 
than in Europe. Hauff brought in 1930 the price back to f0.75 as “result of the success”, as they 
stated in those days. The real reason could be that they changed the magnesium into the cheaper 
aluminium. 

Photo 2. 35 years difference.

Photo 3. Reflector with lamp. 
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Between the photographers you will find people that 
make, and made, surprising constructions. You took a 
pocket torch and put a flash lamp in it. Then you take a 
second flash lamp and connect it to the first with glue or 
string. If you flash the first lamp, the second will start at 
once. The idea was that the first lamp gave a lot of light 
to the second, and in the folium of the second lamp were 
places that used as reflecting mirrors that gave enough 
heat to start the second lamp. 
 
In December 1931 appeared a smaller flash lamp for use 
in the living room. This lamp was cheaper and was also called Vacu Blitz. Osram, a Siemens 
Daughter, took in 1932 the flash lamp trade of Hauff over and called it since that time: “Osram 
Vacu Blitz”. 
The lamps had already the E27 base for use in the living room and was to deliver in two types: the 
large for f0.70 and the small for f0.50. 
The Osram Vacu Blitz was not the only flash lamp. In the US General-Electric produced almost the 
same lamp as: “Photoflash Lamp”. That this lamp had almost the same construction can be seen if 
you read the data. 
                                                  
                                            Vacu  Blitz                   Photoflash 
Aluminium foil                   80 milligram                 65 milligram 
Thick                                   0.0005 mm                   0.0005 mm 
O2 pressure                         140 mm                        170 mm 
Start voltage                         4-220 V                        3-125 V 
 
P H I L I P S 
 
Philips did not like to work with the same patents the others did. 
They developed a totally different system. In 1930 they introduced their first flashlight, the 
“Photoflux”. It was a crystal-clear balloon, 19.5cm long and 8cm wide, with a 1cm glow thread. 
The balloon was filled with two gasses: sulphur carbon CS2 and nitrogen monoxide NO. 
Berzelius discovered, in 1833, that this combination gave a lot of light by burning. The maximum 
light was gained with 4 parts sulphur carbon plus 3.4 parts nitrogen monoxide. The glow thread 
gave the high temperature needed on 4 Volt or more. 
The gas pressure was very low so the lamp did not explode. The problem was the blue to violet 
colour that made the light unusable for the ortho and panchromatic films. Philips solved that 
problem by using a combination of Barium, Calcium, Sodium and Strontium salt. This salt was 
heated by the start of the flash and reduced the colours. 
The flash started 1/20 sec. after the voltage was given and 
flash duration was 1/50 sec. After that the free sulphur 
coloured the glass as sign that the lamp was used. If an 
unused lamp was damaged, and air contamination 
occurred, then the nitrogen monoxide became nitrogen 
dioxide, NO2, that had a red to dark brown colour. A 
clear lamp was a good lamp, simple. But the lamp was 
large and the light value did not increase. 
 
In 1934 Philips came with a set Photoflux flashes to 
compete with the other factories. The Photoflux 1 was 
55mm wide and filled with oxygen and had a wire of 
32mu, but very long to have much contact with the oxygen. They gave each lamp the same weight 
of some grams that made it possible to know exactly how much light it would give. This thread was 
an alloy of 5% magnesium and 95% aluminium. On the glow thread you could find some lead 
dioxide and zinc. By the ignition the heat lead flow away and ignited the wire on some places. 

Photo 4. The Hauff/Osram flash lamp. 

Photo 5. Photoflux 1930. 

Photo 6. Photoflux III, II and I.
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On the top of the lamp was a dot of Cobalt salt that is blue if it is dry. If the bulb was damaged, air 
made it damp and the colour changed into rose. With oxygen lost, the lamp did not work. Later this 
lamp was reduced to 9cm long and 4cm wide.  

 
The Photoflux II was 7cm wide and was later reduced till 6 cm. This 
lamp gave twice so much light as nr I. The nr III with a bulb of 8 cm 
wide gave twice so much light as nr II. A typical detail: on the bottom 
of the bulb was a slice that must prevent too much heat on the bottom 
of the lamp. First it was made of asbestos, later it was simple metal. All 
these three lamps were delivered with the pocket torch foot. In 1940 the 
foot of the I became the E 27 foot. From the moment that the electricity 
was given, till the beginning of the flash, it used 25 msec. and that 
made it possible to synchronise the shutters. The effective flash time 
was 1/50 sec. and that made it possible for Gauthier to introduce, in 
1938, the first synchronised shutters. All these lamps could be used for 
4 V-260 V and with these lamps Philips could compete with Osram and 
General Electric. At the same time the: “Long Peak Flashbulb”appeared 
in the US. This burned longer and could be used for cameras with a 
focal-plane shutter.  
 

After the Second World War, in 1946, they introduced two flashbulbs for colour photography. 
The first had a yellow coating to bring the light to the colour temperature of the colour tungsten 
film. This lamp had the suffix /80. The other had a blue coating to come near the daylight colour 
film for the burning thread had too much red and a low number of blue. 
This bulb had the suffix /97. These lamps lost a part of its capacity thanks to the coating. It was 
possible to bring more oxygen into the lamp to get a better flash, but the explosion danger was 
growing in that case. They did not do it. 
Next to these lamps came the PF 28, a longer burning bulb especially for the focal plane shutters. 
This lamp was available in all the three specifications. 
 
At the same time the flash-lamp producers convened to 
work out a common standard for mass production and 
mass consumer compatibility. The shutters must be 
synchronised and they had to normalise the time between 
the contact and flash. They fixed the contact time on 18 
msec. and the burning time for the central shutter on 1/40 
sec. To use the home electricity was not necessary any 
more so the bulb could used by low Volts only. 
 
In 1946 the PF 14 was announced. It was to use between 
3 and 12 Volt, and had the Ba 15s foot, the time of the 
light torch was over. This bulb was many times changed into a smaller one. It started at 60mm long 
and 30mm wide and ended with 55mm long and 26mm wide. They were also delivered as PF 14/80 
and PF 14/97. All the bulbs had inside and outside the bulb a lacquer layer to prevent explosions. 
Thanks to the 3 Volt possibility came a lot of flash apparatus on the market with the 3 Volt torch 
battery. Mostly they were hand flashes, but the first camera-connected flashes soon appeared. 
Following the US, Europe started to use the Light-Value system. The consumer had problems 
knowing which stop must be used in combination with the light value of the flashbulb, the film 
speed and the distance. Now you could read on the box of the flashbulb the light value number that 
must taken for your film. If you divided this number with the distance, you got the right f-stop 
number. 
 
The PF 45 E, the new curtain shutter bulb followed in 1948, first for black and white, later in the 
coloured versions. They got the time of longer burning by using oxygen in combination with a 
slower burning gas. The E told us that the lamp had the E 27 foot. 
 

Photo 7. Tahbes Synchrona 
camera and the 3Volt battery.

Photo 8. Philips flash connected with a 
camera. 
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The PF 25, of 1949, gave twice as much light as the PF 14. The PF 56 gave four times more. 
These bulbs had the Ba15s foot, while the PF 110 and the PF 45 E had the E 27 foot. All these 
lamps were available in blue and yellow. In this time the photo retailers sold more flash lamps than 
they ever did. In the US 139,000,000 flash bulbs were used in 1949.  
 
The PF 24 N and the PF 24 N/98 were the focal plane shutter bulbs that gave a third of the light as 
the PF 45 E. Therefore they were not produced in the blue version. They had the Ba15s foot and the 
indication /80 was changed into /98. At the end of that year the PF 56 and the PF 110 were replaced 
by the PF 38E, PF 60 E, PF 60 E/97 and PF 60 E/98. All they had the E 27 foot. The PF38 E was 
for 3-12 Volt, the PF 60 types for 3-250 V. 
 

The manufacturers of the flash bulbs tried to 
minimise the flash bulbs and that needed 
smaller flash lights. They talked with other 
manufacturers, even with the battery 
manufacturers. They had the idea to use the 
penlight battery as the energy source but the 
battery manufacturers had another idea. They 
produced for the hearing aid the 22.5 V 
battery, a battery made of 15 small batteries 
that delivered a total 22.5 V. Only being 

available in shops for hearing aids made it difficult for consumers in little villages to buy one. If the 
photographic market could use this battery, everyone that needed one could get it in the 
neighbourhood, and for a lower price. The photographic suppliers worked with the hearing aid 
manufacturers together and if the hearing aid got the 15 V batteries, the flash apparatus became 
smaller. Identical to the 5.6 V batteries, which appeared later. 
The 22.5 V and 15 V batteries were not strong enough at once, 
so it was necessary to build-in a condenser to store the 
electricity. The 3-12 V standard was changed into 3-30 V, so 
we can date the bulbs in an easy way: the 3-12 V types were 
before 1952. 
 
The PF 7 N bulb had no wire to burn; it had a pasta that burned 
directly. If gave the same light value as the PF 14. It was an 
ideal bulb for shutter times shorter than 1/30 sec. It was as fast 
as the electronic flash. The idea was not new, with the old 
powders in the open air was it also possible, so why not in the 
pasta? Thus bulb did not become a success, for two reasons A. 
The electronic flash was more than one time to use and that 
was cheaper. B. The VXM shutter came on the market. 
 
The central shutters Synchro Compur and Prontor SVS were 
fitted with the VXM system. The V, vorlauf, was the self 
timer. The X, for Xenon, the gas that was used in the electronic 
flashes in that time. The central shutter was to use with the 
electronic flashes on all the times, with the flash bulb on 1/30 – 
1/50 sec. only. The reason was that the electronic worked 
directly while the bulb needed some time before burning. On 
M the self-timer stopped the shutter a short time wherein the 
bulb got the time to start. Now the flash bulb was to use on 
faster speeds, but remember that with 1/300s. the shutter was 
faster closing than the bulb burned so you could not use all the 
light of the bulb.  
 
On the cameras with a focal plane shutter you could find in the 
manual:  

Photo 9. 22.5 V        15 V        5.6 V             2 x PX 825 

Photo 10. Photoflux PFS type PF 7 N.

Photo 11. VXM contact. 
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X = you can use the flashbulbs till 1/30 sec. Later some cameras 
went till 1/60 s.  
M = for all the normal flash bulbs and the long burning bulbs as 
the PF 6B from 1-1/1000s.  
F  = for normal flashbulbs on 1/30 only 
FP= for the long burning bulbs only to use 1/60-1/1000s. 
Not all these notes were to find on one single camera.  
 
Beside the PF 14, for 3-30 V, appeared the PF 3 N till now the 
smallest flashbulb, 50mm long and 22mm wide. The time of the 
flash was 1/50s. The light value with the 100 Iso film was 40. The 

foot was the Ba15 s and internally the Philips designers started to 
talk about a flash bulb without the Ba15s foot, for it became a large 
part of the price . 
Even on the cameras with a focal plane shutter, like the Leica 1F, 
2F and 3F this bulb was to be used if you used the 1/30s or 1/50s. 
In that case was the light value 30. 
 
In the same time Osram worked on his own development. They 
still used the foil, but the long burning bulbs got the foil around the 
ignition part and the rest became wire. The reason was that the wire 
burned slower. The Vacu blitz XP was the competitor of the PF 14 
with a flash speed of 1/200s.  
 
In 1955 the PF 1 appeared, the first flash bulb without a metal foot. 
Both contacts were folded around the bulb side. This bulb and its 
blue version PF 1/97 would make the flash photography popular in 
Europe. The price of this bulb was f0.25 and the blue version f0.28.  
 

The total length of this 
bulb was 51mm and the 
diameter was 22mm. The weight was 3.8 gram but in 1961 
this bulb became smaller and lighter. The glass bulb both 
inside and outside was also protected with a plastic layer. 
The glowing thread had its ignition paste and under this 
you could see the blue cobalt point. This point was not to 
be found on the top of the bulb any more, for anyone in 
the US had patented that spot. It was filled with one thread 
of seven meters.  
 

The PF 1 gave 6500 lumen by 38000 Kelvin, the blue PF 1 /97 gave 3250 lumen by 60000K. The 
number of flashbulbs for the central shutter was: PF1, PF 14 N, PF 25 N, PF38, PF 60.  
The PF 3 was gone.  
 
At the same time from Osram came the Vacublitz XM 1 and XM 1 B. They were filled with thread 
and had the same footless bottom and the same price. Osram and Philips worked together. If 
sometimes later both factories brought the 8V 50W mirror projection lamp to the market, in the 
same time with the same price, while you know that each type was protected with a cloud of 
patents, it was clear that after 1955 they cooperated. These new, footless, bulbs made new flash 
apparatus necessary. For the old ones an adapter was produced, with a handle to eject the bulb.  
 
A year later the PF 5 and the XM 5 appeared with three times more light. The PF 5 /97 and the XM 
5 B followed. The Osram products were more rounded than the Philips products, but for the rest 
they were identical. Also came the PF 6 in its grey box for the focal plane shutters.  

Photo 12. Diagram. 

Photo 13. PF 3 N.

Photo 14. XP and PF 14. 

Photo 15. PF 1 in 1955, 1961 and 1963  
and the Ba15s adapter. 

18 



In the US they went another way. No footless bulb but the 
small cheap M 3 foot. Philips followed on the American 
market. In the beginning the American market used a lot 
more flashes than in Europe and that gave a lot of bulbs 
classified in another way. The American letters had more 
connection with the time from contact till burning. 
M  = Medium 
MF= Medium-Fast 
F   = Fast 
FP = Focal Plane shutter. 
In 1959 all became smaller. The PF 1/97 and the PF 5 got a 
lot of ZIRCONIUM in the wire; with the result that they 
gave more light while the bulb could become smaller. The 
PF 1, PF 1/97, PF 5 and the PF 6 B had the same volume. 
Then came the PF 5, a yellow collar and on the box 
“zirconium” printed in a yellow line. The PF 6 B retained 
its grey box.  
The PF 5/97 was not produced anymore. The use of 
zirconium was not new. In the twenties it was added to flash 
powders to get additional light. In the same time appeared 
the Osram XM 1, XM 1 B and the XM 5 Z. 

 
The PF 1 became 43% shorter in 1961. It retained its light 
volume thanks to the zirconium. The PF 1/97 got a new name: 
PF 1 B, the consumer could now understand what that means. In 
1963 the PF 1 became smaller again, it was 12mm high now but 
still the same light. 
 
The flash bulbs gave enough light and some photographers got 
the idea that the consumer could get better pictures if using the 
“bounce flash”. It was true that mostly the pictures were softer, 

for you did not look into the flash. The problem with the colour photography was that many ceilings 
had colour that produced a colour cast.  
 
 They got the Dutch retailers on their side to 
sell bounce flash equipment. The universal 
apparatus was called: “Piccolo”. It came for 
the Agfa Clack, the Hot Shoe and Kodak 
Starlet Piccolos too. Some other factories 
delivered a little ball head called “flitsneiger”. 
Many factories that produced flash apparatus, 
built-in this possibility in their flashes to. But 
all advertisers did not help and the consumers 
were not impressed. 
 
For the opening of the Photokina, in 1963, 
Kodak introduced the Instamatic cameras. 
They worked together with Mallory, which 
produced the brand new AAA alkaline batteries, and with Sylvania that designed the small AG 1 
and AG 3 B flash bulbs. 
These flashbulbs did not have a metal foot. But it was not the same foot as standard in Europe. 
Under the bulb was a ledge wherein the two contacts were mounted. The Europeans were not happy 
with this solution, they liked the European standard more as a world standard, but the US was not 
interested in Europe, but Europe was very interested in the US market and that was noticeable. This 
development asked for flashes that could use both feet, and they came.  

Photo 16. Left, Sylvania. Right, Philips.

Photo 17. PF1, PF1/97, PF5 and PF 6 B.

Photo 18. Piccolo in practice. 

Photo 19.  Back:   Universal, Agfa Clack, Hot Shoe. 
                Front:  Kodak Starlet and the Flitsneiger.
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Philips followed some months later with its AG types. It needed 
much time to get the patents rights. But this following in a slow 
way cost Philips a big part of the market. With its PF types 
Philips had in the Netherlands 90% of the market. Osram 
followed with 8%.  
 
With the introduction of the AG 1 and AG 3 B in its cheerful 
Sylvania box, it was made easy for the consumers to buy these 
products.  
 
In these days the amateurs had a choice of: PF 1, PF 1 B, AG 1, 

and AG 3 B, and all had the same light value, 26, for the ISO 50 film. The flash time was 15 msec 
that was around 1/70 sec. and that was thanks to the zirconium. In the same time the white PF 1 and 
AG 1 were hardly sold, for they were for black and white film only, and in these days the colour 
photography was the mass market. Now the one-time-to-use flash lamp was on the top of its 
popularity while most of the electronic flashes gave less light.  
 

In Japan they got the idea to place the bulbs close to each other and as result 
you did not have to remove the used lamp, fast working became possible. 
That resulted in the “flashbar” of Canon, a strip with five AG bulbs that 
could be used one by one. That asked for a special construction in the 
camera.  
 
Zeiss Ikon designed the Ikoblitz M, where four bulbs as windmill arms were 
situated. The bulb at the top only was used. You could wind this flashlight 

and by pushing a pall, the next bulb 
came automatically to its place.  
 
At the end of 1965 already these 
constructions became old timers thanks 
to the introduction of the flashcube, a 
container with four blue bulbs and their 
reflectors on a special foot. The camera 

needed a special adaptor with it to become possible to turn the container and the new flashbulb was 
ready for the next shot. The bulbs needed 3V- 45V, while some bubs started on lower Voltage. The 
bulb gave less light than the AG 3 B and the whole cube was more expensive than four AG 3 B 
bulbs. It was less light for more money but very handy.  
 

Therefore Osram introduced beside its cube, the 
BLIZZY. That was a container for four AG 3 B bulbs. 
The four flashes cost in that way 4 x f0.35= f1.50, 
while the cube was f1.75 priced. Some Japanese 
manufacturers brought the same idea to the market but 
it did not become a success. The consumers liked to 
keep it simple.  
 
Sylvania started in the end of 1965 with these cubes on 
the European market, but we had to wait till the end of 
1966 before Philips introduced its first Philips PFC-4 
cubes. Sylvania had with Kodak a very good position 

to ask much for the rights. If a manufacturer of cameras would produce cameras with the cube 
possibility, he had to pay .25¢ to General Electric for the rights. If he produced a camera for the 126 
cartridge, he had to pay .25¢ to Kodak. For every camera of course!  
 

Photo 20. AG 3 B 

Photo 21.  Zeiss 
Ikonblitz M. Photo 22. Flash cubes. 

Photo 23. Osram Blizzy  and  a Japanese 
container.
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Sylvania had around a one-year lead at the time to get the European consumer to its cubes. As a 
result that nobody was waiting on the Philips cubes. The retailers at any rate not and that was the 
fault of Philips. Philips gave the retailers a large reward if they sold more. But that bonus scale was 
very low so little retailers got the maximum. Sylvania already gave to the small retailers a reward 
the big ones scarcely could get. Besides they gave rewards in kind. The retailers were glad that the 
consumers did not ask for Philips AG bulbs and Cubes.  
 
Philips reacted with the words: “They can’t do it for long”, and that was all. Sylvania  produced its 
products in Marcianise (Italy), Erlangen (Germany) ands Terneuzen (Holland).  
There was no Sylvania factory in Terneuzen, the Philips factory only where some Sylvania products 
were produced. The workers in Terneuzen called this way of working: stamping. They stamped the 
name of the client on the products and that were many enterprises. Thanks to the way of selling by 
Sylvania, Philips lost a big part of its market, but this way of selling was not to do for a long time. 
Sylvania knew that, so on the cube box you could read:  
Not licensed for sale in USA or Canada. It was clear, the money most earned was in the USA and 
Canada, in Europe the war against Osram and Philips was going on.  
The cubes were made for the simple cameras, which wanted more light needed the AG and PF and 
XM types.  
Philips delivered in those days the following flashbulbs:  
 
Type     light value     time to       light            colour temp 
             By 50 ISO     max.top     dose in        in 0Kelvin 
                                                   lumensec 
 
AG 1           26           15 msec.    7500             4000               black and white 
PF 1            26           15              7500             4000               black and white 
PF 1 B        26            15              7500            5500 
AG 3 B       26            15              7500            5500 
PFC-4         20           15               4000            5500               cube 
PF 5 B        40           18             18000            5500 
PF 6 B        24           30             15000            5500               long burning flash 
M-3            55           18             16000            3800               o.a.Polaroid 
M-3 B        44            18             10000            5500               o.a.Polaroid 
PF 100E/ 97 60         30             47500            5500              for 3-30 V   
                                                                                                 E 27 foot with screw 

At Photokina, in 1970, Kodak introduced its Instamatic-X 
series that could only be used with the MAGICUBE, 
mostly called X-cube. These bulbs no longer needed a 
battery. Under the bulb was a pin; beside this pin a spring 
was situated. If from the camera body a pin rose, the 
spring would hit the pin. The pin bowed and on that 
moment a few volts were generated. The same idea we 

saw with the crystal 
microphone where the 
vibration of the voice was 
changed into some 
electricity.  
 
Two manufacturers 
introduced these X-cubes: 

Sylvania and Atlas. Atlas was the brand on which the British 
factory THORN sold its photographic products. The reason was 
simple; by designing the X system Sylvania needed a patent of the 

British Thorn. They worked together and gained both the rights on the X-cubes. That means that 
they also could ask money for the use of the X-cube foot by the camera factories, for another flash 
contact was necessary. Philips reacted at once by taking over the majority of shares of Thorn. The 
rights came into Philips hands now, plus a good know how about working with low currents. The 
enterprise itself was not interesting, two years later Philips tried to sell Thorn. To tell the consumer 

Photo 24. Magicubes. 

Photo 25. Camera with extender. 

Photo 26. Philips and Polaroid flashbar 
and  Polaroid Flash 600. 
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that the foot of the X-cube was not the same as the first cube became very difficult. The bulbs were 
identical with the old cube. Light value 20 with 50 ISO and 4000 lumen sec. The colour 
temperature was 55000 K. The good news for the factories of hearing aids was that the button 
battery cells were going on, so they had no further need of the flash batteries.  
 
Meanwhile the 110 size pocket camera became popular. The disadvantage of these very flat 
cameras was that the X-cube and the lens were close to each other and that gave in dark 
circumstances red eyes and users did not like that. Using an extender, which made the distance of 
lens-bulb larger, solved this problem.  
 

While the technical development of the flashbulbs was 
enormous, with the price it went wrong. The price of 
the PF 1 B was f0.28 and the AG 3 B f0.35, the flash 
cube was f1.75 already and the magic cube f2.50. That 
means for 12 exp. you had to pay f7.50 while the 
colour film cost f4.50. The flash bulbs were not a 
cheap mass product anymore.  

 
In 1973, Polaroid announced the SX-70 camera that opened a 
totally new system. For this camera a “Flashbar” was designed. 
This was a long bulb holder with five bulbs on both sides. They 
kept the number at ten as the Polaroid film made ten exposures. 
The price of this flashbar was f8.00. They found to turn the bar 
was too much work and as result, for the Polaroid 600, a 
flashbar with ten bulbs in one row was constructed. The price 
was f9.95. It was clear that the time of the electronic flash was 
already there.  
 
Osram designed, in 1977, the “Magicube mini X”. The normal 

Magicube obtained in the meantime the light value 25 for 50 ISO, this smaller cube brought it to 22. 
This little cube was f0.30 higher priced. Philips did not follow.  
 
It was Philips that came with a very interesting product: the TOPFLASH 10.  
It was a box with ten bulbs and with reflectors on one side. That made it long and this length could 
be used as extender if you put this box on its side. First were the highest five bulbs used.  
The current came from a piëzo-electric crystal in the camera itself. Agfa designed for this flash unit 
the Agfamatic 108 and 208 in the 126 series. As pocket cameras came the Agfamatic 1008 and 
1008 Tele cameras. Kodak brought the EXTRA series nr 12-22-32-52.  
 
Later Philips reduced the size of this topflash into the “Flipflash” with eight bulbs. The top four 
could be used. The back four could be used if you turned the flipflash first. The trick was in the 
back of the flipflash. Each bulb had on its back a green dot, if the bulb was used it changed into 
white as a sign that this bulb was used. If you wanted more light you put with a match into the point 
of nr 1 and by taking the picture nr 1 and nr 2 burned. If you wanted still more light you had to 
point nr1 and nr 2. By taking the photo nr 1, 2 and 3 were burning.  
 
In the same time the market of the flashbulbs that could be used one time, was going down. Before 
this were different reasons:  
a. the electronic flashlight became much lighter.  
b. the electronic flash was becoming less expensive.  
c. many camera manufacturers built –in electronic flashes in their cameras.  
d. the colour films were improved, many under exposed negatives gave a reasonable print.  
e. the flashbulbs were becoming too expensive.  
 
The time of the flashbulb was now over.  

Photo 27. Osram Mini-X. 

Photo 28. Topflash 10. 
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ADAPTING TO DIGITAL – MY EXPERIENCES     Herb Parker 

 
Like many older collectors (I am 75) I have been a photographer for some 50 years, and grew up in 
the heyday of film photography, when a really ‘good’ camera was just that – it took fine images, it 
was expensive and it lasted. I opted for 35mm from the start, and I think I understand film cameras 
and film technology. When digital appeared I resisted making the change for a long time. But 
digital does have advantages, and film was becoming more difficult to buy or get processed, as well 
as more expensive, I eventually decided to ‘at least give it a try’. That learning curve was not 
without its problems, and by sharing my own experiences with readers I hope that I can help at least 
some to avoid the same pitfalls. 
 

Where to start? I had been looking at the 
advertisements, read what I could find, and tried to 
understand it all. Obviously the first step would be to 
‘test the water’, but with what sort of camera? One day 
I decided to take the plunge, and bought a Panasonic 
Lumix DMC-FS15, a very compact ‘point and shoot’ 
which fits easily into a shirt pocket, with a Leica 
aspherical lens and five times optical zoom, for a little 
over the $400 mark. I took it home, read the 
instructions, tried to make sense of it all, and went out 
to take some pictures with it. 
 

The results, I thought, were astounding. I just set it on ‘Intelligent Auto’ and fired away. And I got 
good photographs, sharp and correctly exposed, including indoor flash shots, scenery, portraits, 
group shots, macro, and ‘available light’. The major problem for me was the lack of a proper 
viewfinder. Personally I don’t like having to work with a little monitor in place of a viewfinder 
anyway, but in bright sunlight the monitor is useless – you just can’t see anything, and how can you 
compose an image you can’t even see? But for that limitation I may well have just stayed with the 
Lumix, in spite of the relatively limited zoom range, but the lack of a viewfinder bugged me. 
 
By this time I knew a little bit more about the subject, and to cut a long story short my next step was 
to buy a Fujifilm S 2950 ‘bridge camera’. I had been looking at these for some time, thinking they 
were actually a small SLR. What impressed me was the 18x zoom range, 14 Megapixels and a host 
of features for around the $250 mark, and of course a viewfinder. I now know that a ‘bridge 
camera’ is not an SLR, although it looks like one and does much the same things. It is in fact just a 
small digital camera, with a ‘super zoom’ lens and an electronic viewfinder as well as the 
ubiquitous little monitor, which ‘bridges’ the gap between a ‘point and shoot’ and a fully fledged 
digital SLR. 
 
Of course I put the Fuji through its paces, and again 
what it can do is quite astounding. I found lens quality 
to be excellent right through the zoom range, giving 
good quality A4 prints. Again macro performance is 
impressive, and it is just so convenient. In September 
2011 my wife and I undertook a tour by special 4WD 
bus through the desert areas of SA, NSW and QLD, and 
for this sort of thing I found the Fuji to be an excellent 
‘travel camera’. With minimal effort and great 
convenience I could photograph scenery, fellow travelers in the pub that evening, wildflowers, old 
ruins – you name it, the Fuji did it. It is just so easy. For example here we were, just traveling along, 
when the driver briefly stopped to point out a Wedge Tailed Eagle sitting by the roadside. Out came 
the Fuji, maximum zoom, pressed against the bus window and click! The result was not absolutely 
razor sharp, but an acceptable record shot. With an SLR, film or digital, by the time I put the right 
lens on it would have been much too late. Of course any of the other ‘bridge cameras’ on the market 

Panasonic Lumix DMC-FS15, where I started! 

The next step: a Fujifilm S2950. 
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can and will do much the same thing, some better (and more expensive) than others, and some with 
even greater zoom range. 
 
But while the Fuji is a great travel camera I found that it also had its limitations, viz: 

a) For one thing the programme is quite slow, making action photographs difficult. Sure, I can 
select a fast shutter speed, but by the time the programme has gone through its paces the 
athlete/horse/bird or whatever has disappeared. 

b) The second limitation is due to the small size of the digital sensor, which is smaller than a 5-
cent piece. The advantage of such a small image area is firstly that it makes a ‘super zoom’ 
possible, and secondly that a focal length of between 5mm and 90mm gives great depth of 
field, especially at the wide angle end. But that can also be a disadvantage, for example if I 
want to deliberately throw a background out of focus for a candid portrait. 

c) The third limitation is lack of choice when it comes to aperture. Depending on the focal 
length the available aperture range is from about f4 to f8 or so, and that is not a lot of choice. 
It can be argued, of course, that there is so much depth of field it really doesn’t matter, and 
for a snap shooter it probably doesn’t. 

d) The fourth limitation is focusing. The camera uses a zone focusing system, which is fine at 
the shorter focal lengths most of the time, but not always. For example if I try to photograph 
a spider in its web, the camera is likely to focus on some solid object beyond the web. Also, 
at least in my view, zone focusing is not quite accurate enough at the far end of the zoom 
range. The Fuji has no provision for manual focusing, although I understand that some of 
the more expensive ‘bridge cameras’ do offer that option. 

 
By this time I had become involved with a competition 
based camera club, and after doing a lot more research 
decided that I wanted a fully fledged digital SLR. I opted 
for a Pentax K-r, partly out of brand loyalty (I have been 
using Pentax’s since 1965), and partly because of claims 
that it is backwards compatible with older Pentax lenses, of 
which of course I have quite a few. The salesman in the 
camera shop assured me that it would accept M42 lenses, 
and that the automatic diaphragm would work. All I needed 
was an M42 to K mount adaptor, which I had anyway. And 
so my lovely wife bought me a K-r for my recent 75th 
birthday, with the standard Pentax DA18-55mm lens. 
 
The K-r is a lovely camera, and the first thing I liked about 
it was that it feels (and sounds) like a ‘real’ camera. Sensor 
size is about two thirds of a full frame 35mm image, which means that 
effective focal length of a lens is about 1½ times what it would be on a 
standard 35mm camera. The K-r is well made, it feels solid in the 
hand, and the main controls are very conveniently placed. The 
programme is very fast, virtually instantaneous, and of course it offers 
the option of manual focusing, a wide range of shutter speeds, 
apertures and ISO speeds, macro capability and interchangeable K 
mount lenses. It uses a pentamirror rather than the more expensive 
pentaprism, slightly less bright, but to me it makes very little 
difference. 
 
One of the first things I tried was using one of my M42 lenses on it. It went on OK, and worked on 
aperture priority, but the automatic diaphragm does not function. That was a disappointment, but 
since all my Super Takumars have a manual diaphragm option I could use them like a ‘preset’ of 
old, so that was not too much of a problem. What was a problem was getting the adaptor off again. 
The lens unscrewed OK, but the adaptor was firmly stuck, and try as I might it just would not come 
off. So back to the shop I went, to find that one needs a special tool to get the adaptor off again. The 
guy who sold us the camera got the adaptor off with such a tool and apologized for misleading me 

‘Happy Birthday’ for me! The Pentax K-r. 

Pentax DA 18-55mm lens.  
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on the auto diaphragm issue. I was also told that the automatic diaphragm would not work with K 
mount lenses either (wrong again – with K mount lenses the auto diaphragm does work). Oh well, 
lesson learnt – nobody knows everything! I thought I’d better have the tool, but it could not be 
bought separately, so I bought another adaptor with tool and went home. 
 
I tried another M42 lens, this time with the new adaptor I had just 
bought, but once again I could not get it off again, even with the tool. 
Back to the shop, and this time they could not get it off either, so it had 
to go to the workshop. But they did accept liability, I got the camera 
back after a week or three, and apart from the inconvenience no harm 
was done. 
 
I have found that, if I remove the small steel locking strip from the 
adaptor, it does not fit as tightly (but tightly enough), but at least I can 
get it off again. In the end I decided that trying to use M42 lenses was more trouble than it was 
worth, unless I really need to, i.e. if I want to use existing extension tubes or bellows. So I bought a 
second Pentax DA lens (50-200mm). I find both lenses excellent, and these two lenses (with a 

combined 35mm equivalent range of 27 to 300mm) will cover pretty much 
anything I am ever likely to want to do. I can also use an f2 50mm K 
mount lens I have (mainly for portraiture, where the now effective 75mm 
focal length and shallow depth of field come in handy). I can also use a 
number of Tamron Adapt-all lenses I already have, with a Tamron K 
mount adaptor, including a 300mm lens (now equivalent to 450mm). 
 
I find that all three cameras have their pros and cons. The little Lumix is 
perfect for candid shots at a party, or a dinner, or where I want to carry a 
camera ‘just in case’. The Pentax is great for more serious photography, 
but it is relatively bulky and heavy, and I find I am changing lenses quite a 
bit, but it’s well worth the effort. The Fuji is a good ‘in between’ camera, 
and perfect for traveling.  
 

So what have I learned out of all this? If I was starting out with digital now I would buy a 
reasonably decent but inexpensive ‘point and shoot’ to start with – there are plenty available for less 
than $100 if you watch the specials. Only then, after getting a basic understanding, I would buy a 
second camera, either a (possibly more up market) ‘bridge camera’ or a digital SLR. Recently there 
has been a spate of ‘mirrorless interchangeable lens cameras’, and one of those would also be an 
option as long as it has a viewfinder. Why anyone would spend around $1000 on a camera with 
choice of fine lenses and other features but no viewfinder (such as Pentax’s replacement for the K-r) 
is beyond me, but to each his own. 

 
What would I wish for if I could find it? I would just love a 
digital version of my trusty Bessaflex TM, i.e. a digital SLR 
that accepts M42 lenses, where those lenses are fully 
functional including auto diaphragm, and with the option of 
automatic or full manual operation, including focusing, plus 
both built in flash and a Compur flash socket. That would 
also give me a depth of field scale with whatever lens I was 
using, and of course it would have to have a split image 
rangefinder. Now THAT would be my kind of camera. And 
with more and more digital photographers coming to realize 

just how good those old Takumars were, just maybe somebody will make such a camera one day 
soon. I certainly hope so! But until then my K-r will do very nicely, thank you! 
 
My advice to anyone contemplating the change to digital? I once read somewhere in a photography 
magazine: ‘Never be afraid to try something new! At best you will find your judgment gloriously 
vindicated, and at worst you will learn from your mistake!’ And that, my friends, is good advice! 

M42 – K mount adaptor 
with special removal tool. 

 
Pentax DA 50 – 200mm. 

A digital version? I can but wish! 
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The Chaika 2M                 Stefan Sztromajer 

 
The Chaika 2M, introduced on 1972 by the BelOMO factory in Minsk is the last camera of the 
Chaika line. Its name is curious, as it had been introduced after the previously introduced Chaika 3, 
recently described.  
 
The Chaika 2M, though a half frame miniature camera delivered the really sharp and brilliant 
negatives owing to its Industar 69 f2.8/28mm. lens of the famous Zeiss Tessar design and the flat 
film path as there is the relatively long pressure plate and last but not least the roller.  
 
The alloy die cast body is covered 
with the hard, black-stripped plastic, 
while the exposed metal parts are satin 
chrome plated.  
 
Looking at the front of camera, fig. 1 
we will see the Galileo finder - a, 
provided with the luminous frame to 
minimize the parallax effect while the 
close subject had to be shot, the plastic 
square shutter release button - b and 
just below the flash contact - c.  
 
The lens could be easy removed, as 
mounted by means of the 42 thread, 
such an operation is useful if blowing 
up were demanded, as the standard 
enlarger’s lens is “too long” for printing the half frame negatives, produced by the Chaika.  
 

After removing the lens, fig.2 the shutter’s 
leaves -a are visible.  
 
At the top plate fig 3 the accessory shoe - a 
and the shutter speed setting knob - b are 
placed. The setting knob is provided with the 
film speed reminder.  
 
The bottom plate fig. 4 shows the film 
transport lever - a, the release clutch film back 

Fig. 1. Chaika 2M, front view. 

Fig. 2. Shutter detail with lens removed.  

Fig. 3. Top plate detail.  

Fig. 4. Showing bottom plate.  
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transport button - b, the frame counter window - c, and the back film transport knob - d.  
 
At the rear side fig. 5 there is the finder window - a.  
 
After opening the camera chamber fig. 6 we will see the 
cassette axle - a, the double film rails - b, the film transport 
sprockets - c, the film taking spool - d, the roller - e, and 
the pressure plate - f.  

 
Fig. 7 presents the edge of camera body, and the strangely 
positioned tripod bush  - a.  
 
However the lack of the cable release thread limits the 
opportunity of using long exposures. Concluding, that 
simple camera fulfils the demands of majority of photographers, considering the quality obtained 
shots and its durability.  
 

Truth in Advertising?                Ian Carron 

The recent article from Gerry Leidtke 
regarding the Kodak Instamatic evoked 
memories of my early sales rep days, 
two companies no longer in existence, 
(so I can relate this tale) and a practice 
which, if found out, would be rather 
frowned upon these days!  
Kodak decided to run a large promotion 
on their Instamatic range with my then 
employer, Southern Cross Cameras and, 
central to the display in the main 
window, was this photograph, just over 
50x50cm, which I’d taken of a young 
girl on a swing.  
It caught a lot of attention and the 
promotion was highly successful, selling 
a bucket load of Instamatic cameras for 
both Kodak and Southern Cross 
Cameras.  
But what only a few of us knew was that 
this photograph was taken with a Rolleiflex 2.8f with Planar lens and (from memory) a shutter 
speed around 1/250 or 1/500 second! Those were the days when one could take a liberty or two!  

Fig. 5. Rear view of camera. 

Fig. 6. Film chamber detail.  

Fig. 7. The odd positioning for  
the tripod socket!   
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From Han Fokkelman- The evolution of flash through Philips.  

Geoff Harrisson presents the story of Four Rare Japanese Folders. 

The Chaika story from Stefan Sztromajer continues with the 2M. 
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