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Notes from the desk of the Editor: 

With this issue, Back Focus has a slightly new cover design with our new logo proudly displayed on 

our banner. The logo made it to this page in our last issue but was received too late to make it in 

time to redesign the cover. Our next, March 2016, issue will be our 100th issue of Back Focus. To 

celebrate this milestone, it will be something special. A distinctive and long planned issue and some 

impressive articles have been compiled for it. One to look forward to. Also a special news release 

regarding Back Focus as our journal undergoes another upgrade.  

 

John Fleming sent an interesting link to me recently.  

An Australian company offering a full range of items supporting 

analogue photography. Film, (from 110 to 4x5) paper, chemicals, 

all the things we need to keep using our collectables. Situated in 

NSW, they can be found at http://www.lofico.com.au/  

With Regards to all,  Ian Carron. (Ed.)  
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      Hindsight                           Mick Kelly 

 
Hindsight is a wonderful thing: one can look back on one’s triumphs, pat oneself on the back and 
grumble remorsefully about one’s follies in life. Aerial camera collecting is not covered by this sort 
of hindsight, but there is another meaning to ‘hindsight’ as you will see. If you feel the desire to 
collect these historical cameras and spend hundreds of hours restoring and researching them, then 
immediately book yourself into a clinic and don’t come out until you become a gardener. 
 
I started out to find and collect Kodak cameras of the 1920−1940s era, that being the period my father 
used to have photography as his secondary hobby, golf being his main distraction from the woes of 
life in the thirties. Somewhere along the way I got diverted down the wrong path and bought my first 
aerial camera. Twenty more of these monsters followed, plus ‘articles of interest’. They are, to say 
the least, only cameras for those who love big lumps of metal and glass with a 
history built around conflict. And remember, each camera requires cases of 
various sizes to be made for their storage. 
 
But, for this article, there are two in the collection that I view as head and 
shoulders above the huge British Williamson F52 (which I spent nearly 300 hours 
restoring to full working order) and its little brother the F24. Both are twin-curtain 
shutter cameras. Both of these were in the backbone of World War II British and 
Australian aerial surveillance and intelligence gathering, while the Americans had 
the faster and more reliable Fairchild cameras. These Fairchild cameras became 
available to the Royal Australian Airforce the moment the America entered 
WWII. 

 
The two cameras, which in my opinion stand out from the 
rest, are: No. 1. A World War Two German Luftwaffe 
Handkammer manufactured by Fritz Volk Mechanishe-
Werk Sttater Berlin, 1941-1942.  
 
The lens was manufactured by Schneider-Göttingen, an 
(ISCO) Xenon, 12.5cm/f2. The serial number is FL0438. I 
watched eBay for over two years before this camera 
appeared in Google Images and, knowing what they were 
bringing in the market, didn’t bother to bid, that was until, 
in the last minute as there was not one bid on it, we bid and 
I sat stunned when I won it. Unbelievable! 

 
In the photo the telescopic lens adjustment can be seen. While some sceptics may think this was a 
post war, after-market modification it certainly is not. Every part of it is original and precision 
engineered as part of the camera, and this makes it very rare. This camera has extensive wear, 
internally indicating it had extensive use during its life and, as it used 80mm film, its use would most 
likely been during World War Two. Its popularity would have been due to the adjustable lens, since 
other similar cameras were fitted with fixed lenses. 
 
This type and its cousins were used in a variety of Luftwaffe aircraft ranging from the Folke-Wulf 
Fw 190 to the long range Folke-Wulf Fw 200 Condor, as well as a remarkable plane, an American B-
17 captured and repaired by the Luftwaffe and nicknamed ‘Wulf Hound’.  
 
Several stories surround the Wulf Hound: one being that she was flown by her German crew in 
American bomber formations, and used to listen to the American radio transmissions, which were 
then passed on to other Luftwaffe Aircraft. 
 
To add to the wonder of this camera: when it turned up, it was a Model I, which I had never seen or 
heard of. It has a telescopic lens worked by a rack and pinion beneath the lens. A wonderful old 

Williamson F52.

WWII Luftwaffe Handkammera. 
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German friend translated the instructions but no amount of further research led to the origins of the 
type or the use of this type of camera. 
 
Sadly, the euphoria died pretty quickly as the reality of its condition hit home. Some idiot in the past 
had butchered the shutter mechanism and the precision bronze bushing had frozen the adjustment for 
the telescopic lens. There were obsolete metric screws missing on the mechanism casing, aside from 
bent pieces inside. Some fifty hours later and after many curses had been laid on the person who did 
the damage, it was working again. It had its own custom case built to house it. 
 
The entire camera was dismantled and the reason for the bronze bush seizure was found. The 
aluminium casing had grown, causing the precision light-excluding bush to pinch against the lens 
tube. The Germans got it right and, setting up the casing in the lathe and polishing the bush with 
kerosene-soaked, fine wet and dry sand paper, solved the problem. This camera is priceless as far as 
I am concerned: a beautiful piece of engineering perfection from an era of conflict. Regardless of 
what some might think German engineering is second to none and sets the benchmark of the era. 
 
After a long period of searching hundreds, if not thousands, of 
photos I found a WWII photo of this type of camera next to a 
Folke-Wulf 200C Condor with the crew returning from a 
mission.  

 
The No. 2 camera in the collection is 
also of German heritage, but from the 
Vietnam War era. It is a Leitz 28-B. 
 
This camera was manufactured in 
Canada, and to me is a thing of sheer 
beauty. It is beautifully proportioned and capable of low level aerial 
photography, as was demonstrated in its use by the American Forces, and 
possibly the Australian Forces, in Vietnam. 
 
It is not perfect, and the scuffs and scratches somehow add to its charm. I 
am not one to over-restore old cameras, the exceptions being a Williamson 
F52, which was a basket case, along with two Williamson F24s, which had 

seized gearboxes. One other was a W.R.E. Jindivik (‘The Hunted One’) wing-pod strike camera that 
had been repainted with house paint and wrongly re-assembled. This is a fully Australian made 
camera with a remarkable wide-angle lens, around 6mm in diameter. It has been refurbished to near 
original as possible. 
 
The Leitz 28-B was used by observers in both helicopters and light 
aircraft. It fulfilled a role the WWII aircrew could never have even 
dreamed of, since they were tied to using the Williamson F24, the 
Fairchild K20, and several other similar, hand-held cameras that 
lacked the precision of the later model Leitz. In the photo an 
American observer can be seen using one somewhere in Vietnam. 
 
In defence of the Fairchild K20 (with the anniversary of the 
bombing of Hiroshima just past), the Hiroshima mushroom-cloud photo taken with a Fairchild K20 
by the tail gunner was, from a historical perspective, probably the most significant of the war. The 
tail gunner, the man with ‘hindsight’of the B-29 Enola Gay was Technical Sergeant, then Staff 
Sergeant, George Robert (Bob) Caron and he was the only member of the twelve-man crew able to 
defend the aircraft. His photograph, taken after Colonel Tibbets turned the aircraft away from the 
blast, was the only one which, when developed, showed the cloud. The film from the cameras on the 
other aircraft had failed to record anything and film from another hand-held camera was mishandled 
in developing. He had been issued with the camera by Lieutenant Jerome Ossip. If you have such a 
camera, sell it, use the cash for your superannuation, and retire. The Yanks would kill for it!  

Leitz 28-B. 

Leitz in Vietnam. 

Handkammera on ground 
by FW 200C Condor. 
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eL an De PRODUCTS                                                     John Fleming. 

 
Most older photographers in the Southern Hemisphere would surely have used, or know of, 
darkroom and cine products branded ‘eL an De’. Masking boards, safelights, movie film editors and 
titlers were well advertised and stocked by most camera stores. The firm’s products became very 
popular during the 1950’s and 60’s, yet few would realise the tale behind this small Melbourne 
firm, or the initial reason for it becoming a leading Australian photographic products manufacturer. 

 
Lawrence David Diverall was born in Wahroonga, near Sydney, 
in New South Wales on March 18th 1919. From an early age he 
was a bright student with a mechanical aptitude. The family 
moved to Alphington, a Melbourne suburb, and Lawrie 
continued his schooling, by this time taking an increasing 
interest in photography. By the late 1930s he had begun work 
with a local metal fabrication shop, at the same time further 
increasing his photographic skills. One of the early examples of 
his camera work won a prize when published in The Argus 
newspaper during December 1939. (Pic. 1) An idyllic River 
Yarra scene with the 1890s Outer Circle railway bridge in 
background and probably taken on 116 size film. The 
shimmering, almost contre-jour, lighting completes what is an 
excellent shot. Lawrie was clearly now a very competent 
photographer. 
 
Circumstances were to change rapidly however, as just a few 
days after ‘Solitude’ was published, Lawrence David Diverall 
enlisted in the Australian Army Reserve on 3rd January 1940 
with the service number V30867. During the course of the 
Second World War he met another Melbourne sheet metal 
engineer, Leonard George Lee. Len was 3 years older than 
Lawrie, having been 

born at North Carlton, an inner Melbourne suburb, on 6th 
October 1916. Len was in the 11th Field Ambulance 
Division. Loss of a thumb due to a metal-folding press 
accident had declared him ‘medically unfit for full active 
service’. As war’s end approached, the two men considered 
what they would do in peacetime and the idea of a business 

partnership evolved. Len 
was discharged on 30th 
November 1945, Lawrie 
a few days later. Both ex-
service men and their 
families celebrated 
Christmas 1945 particularly well! 
 
Being a few years older, Len had already married while Lawrie 
was about to do likewise after his engagement to Jessica Glew 
was announced. (Pic. 2) Meanwhile Len and Lawrie were busy 
gathering sheet-metal working equipment and seeking affordable 
premises to rent for their new venture. The problem of what to 
call the company was solved when they realised both their names 
comprised lots of ‘Ls’ and ‘Ds’ so they settled on ‘eL an De’—
Lee and Diverall. (Pic. 3) The final piece fell into place when a 
workshop with a small shop frontage was leased in an old brick 

Pic. 1. Lawrie Diverall’s December 
1939 Prize winning landscape. 
From: The Argus 30 Dec 1939. 

Pic. 2. Lawrie and Jessica with their 
’41 Chevrolet in 1946. 

Photo: Courtesy Neil & Wayne Diverall. 

Pic. 3. Len Lee in 1968. 
Photo: Courtesy Warren Lee. 
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building at 74 Punt Road, Windsor. (Pic. 4)  
 
At first the new eL an De firm concentrated on supplying 
the great need for builder’s hardware: stamped metal 
ventilator grilles, brickwork sheet metal stays, window 
brackets and the like. The post-war housing boom had 
begun, everything sold quickly and the company prospered. 
A brand new Austin A40 utility was purchased and proudly 
sign written. (Pic. 5) Now, with income assured, Lawrie 
again became more involved in photography, adding 16 mm 
movie making to his interests. He already had a darkroom at 
home and saw the need for accessories at an affordable 

price. For his own use he 
had made a metal 
masking board and 
safelight housings, also a 
cine-film viewer and 
titler. He found others 
were interested and 
begun production, selling 
as fast as they were 
made. (Pic. 6) 
 

So successful were these cine products, metal masking boards 
and safelight housings were put into production as well. It 
soon became obvious the small workshop in Punt Road, 
Windsor, was inadequate and larger premises were required. 
 
In early 1955 a block of land, situated in a grassy paddock, was acquired in Richard Street, 
Mitcham, an outer Eastern suburb of Melbourne. A local builder was hired to construct a modest 
brick factory and immediately the sign writing was completed, Lawrie photographed it for a 
triumphant advertisement to go into Australian Popular Photography for September 1955. (Pics 7 
and 8) Lee and Diverall were expanding! 

The existing machinery and tooling were hastily moved from Punt Road to the new factory at 4 
Richard Street, Mitcham, wooden benches and shelving being constructed on site by Lawrie, Len 
and several employees. (Pic. 9) Demand for new products had reached a new high and, by 1956, 
more photographic products were added, including slide storage boxes. The factory set-up was 
fairly primitive by modern standards. For winter, a cast-iron potbelly stove provided some warmth.  
(Pic. 10) With the move to Richard Street, Mitcham, Len Lee had re-settled close by in Harrison 
Street while Lawrie remained at Ivanhoe, commuting to the factory in his Vanguard Spacemaster.  

Pic. 4. The first workshop, 74 Punt Rd, 
Windsor, as of 2013. 

Pic. 5. New Austin A40 utility, 1948,  
in the lane behind 74 Punt Rd. 

Photo: Courtesy Neil & Wayne Diverall. 

Pic. 6. Early advertisement (1953) for 
cine titler and viewer. From: 
Australian Popular Photography. 

Pic. 7. Brand new factory, 1955, 4 Richard St., Mitcham. 
Note Lawrie’s Vanguard Spacemaster car at right. Photo: 

Courtesy Neil & Wayne Diverall. 

Pic. 8. Advertisement using Lawrie’s photo 
(airbrushed and retouched) 1955. 
From: Australian Popular Photography. 
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Lawrie Diverall’s son Neil, as a teenager, worked during the school holidays at Richard Street for 
pocket money. He said recently, ‘The Mitcham factory was a hive of activity and the constant noise 
of the two 30 ton Heine metal stamping presses unbelievable.’ (Pic. 11) Neil added, ‘Working 

conditions were rather haphazard back 
then–the spray painter used to flick his 
cigarette butts onto the spray booth 
floor causing many small fires!’ By 
mid-1956 they could barely keep up 
with demand for the products and a 
new Morris van was purchased in July 
of that year to accommodate the 
frequent deliveries. (Pic. 12) Around 
this time the company logo was 
changed to read ‘ELANDE’, perhaps a 
little more elegant-looking in print? 
(Pic. 13) 
 
Always a most popular seller (along 
with the excellent pyramid-shaped 
safelight housings) were the 

 moderately priced enlarging paper holder masking boards. 
Available in 4 sizes up to 15 ⨉ 12 inches, they were, (of course!) 
entirely of sheet metal construction. (Pic. 14) A closer look at one 
is warranted. The item pictured would be post mid-1956 judging 

from the stick-on silver and 
black label. (Pic. 15) 
 Examination shows this 
ELANDE masking board was 
a clever example of stamped, 
folded, spot-welded sheet 
metal. It lives up to the claim 
made by Neil Diverall: 
‘Anything that could be shaped, bent, formed or slotted from a 
sheet of metal was manufactured by Lee and Diverall.’ The 
simple masking board hinge was a pop rivet through a punched 
and bent portion of the base. (Pic. 16) The easel’s paper holding 

arms are secured by three spot-welds. (Pic. 17) In use, these masking boards were acceptable and 
durable, but for professional operators somewhat limited due to the fiddly way the sliding arms 
secured. One virtually needed an ‘L’ square to set them each time a paper size change was done! 
 

Pic. 9. Interior of Mitcham factory 1955. Note hand 
operated fly press and two large Heine stamping 
presses. Photo: Courtesy Neil & Wayne Diverall. 

Pic. 10. Mitcham, assembling pyramid safelight 
housings. Note the potbelly stove. 

Photo: Courtesy Neil & Wayne Diverall. 

Pic. 11.  Australian made 
John Heine 30 ton stamping 

press. 

Pic. 12. New Morris van,  
Mitcham 1956. Photo:  

Courtesy Neil & Wayne Diverall. 

Pic. 13. Expanded product range in 
1956. Note altered logo ELANDE. 
From: Australian Popular Photography.

Pic. 14. The masking board…sold by 
the thousands. 

From: Australian Popular Photography. 
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Apart from the well-known range of products, Lawrie Diverall also developed a sophisticated 
daylight rear projection unit incorporating a front surfaced mirror. These units were for Government 
departments and, according to Neil Diverall, great difficulty was experienced finding a firm capable 
of providing the front surfaced mirror. Another lesser-known product was the ELANDE insulated 
icebox introduced in 1957. (Pic. 18)  
 
Reputedly very efficient due to superior insulation, it was 
eventually made obsolete when portable cool boxes 
fashioned from Styrofoam came along. Nevertheless, this 
Lee and Diverall metal icebox would be a collector’s item 
today. 
 
During the 1950s and 60s Lawrie Diverall had built a fully 
equipped 16 mm sound theatrette under his home at 
Ivanhoe. By this time he had also acquired a professional 
Pathe Webo Super 16, a much prized mirror-reflex cine 
camera. He never lost his interest in still photography, 
however, and had taken many fine photographs. He loved 
holidays motoring along the beautiful scenic East coast of 
Australia. These trips provided him with much camera 
inspiration, and this can be seen in the 1948 view of The 
Entrance, Tuggerah Lakes, New South Wales. (Pic. 19)  
 

The equally appealing view of 
Flynn’s Beach at Port Macquarie in 
1951 demonstrates Lawrie’s expert 
sense of composition, placing Jessie 
with her lovely sun hat in just the 
right position for perspective. (Pic. 
20) 
 
Being a photographer, Lawrie knew 
what others wanted for taking and 
printing photos or editing movie 
films. Business partner Len Lee, 
while also a capable engineer, did all 
the initial marketing with great 
success. In the later years, the 

photographic importer H. Levinson Pty Ltd took over distribution. Through the boom years of the 
1950s and 60s Lee and Diverall thrived, but towards 1969-70 good quality imported products were 
freely available and decimated the local market. Lawrie and Len were also slowing down. They had 

 
Pic. 15. Silver and black logo decal 

on 10x8 masking board. 
Photo: John Fleming. 

Pic. 16. Simple pop rivet hinge. 
Photo: John Fleming. Pic. 17. Three spot-welds secure 

masking board arm. Photo: John Fleming.

Pic. 18. The rarely seen ELANDE ice box. 
From: Australian Popular Photography. 

Pic. 19. The Entrance, Tuggerah Lakes, NSW 1948  
by Lawrie Diverall. Photo: Courtesy Neil & Wayne Diverall. 
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both been born around the end of the First 
World War, had participated in the 1939–
45 Second World War, and been working 
hard since 1946 to establish eL an De at 
the same time as raising families. 
 

The demise of eL an De appears to have been around 
1974 when, after a bout of ill health for both Lawrie 
and Len, there was a significant fire at the factory. This 
may have been due to an employee’s carelessness, 
keeping in mind Neil Diverall’s observations as a 
teenager. Much of the interior was damaged and it was 
the final straw–eL an De closed forever. We owe the 
existence of all those darkroom and cine products to the 
inventive mind of photographic enthusiast Lawrie 
Diverall (Pic. 21) and the engineering skill and 
marketing of Len Lee. 
 
Both men died in the early 1980s, as did the head 

foreman, of a similar liver cancer. Warren Lee, Len’s son, commented recently, ‘Could this be due 
to all the toxic spray paint and chemicals they inhaled, with virtually no protection in those days?’ 
The small brick building survives at 4 Richard Street, Mitcham, looking very dated, now housing a 
printing firm. Despite the march of progress there are still a few darkrooms around where, almost 
certainly, one might find an eL an De product still in use. Lawrie and Len would be pleased about 
that! 
 
 
 
 
 

Pic. 20. Flynn’s Beach, Port Macquarie, NSW 1951 
by Lawrie Diverall. Photo: Courtesy Neil & Wayne Diverall. 

Pic. 21. Lawrie Diverall in 1982.  
Photo: Courtesy Neil Diverall. 

 
From the personal files of John Fleming: A photo taken while working with 

Athol Shmith & John Cato. Taken with a 35mm by available light,  
Athol Shmith’s darkroom at 125 Collins Street in 1970. Above the wet-bench…. 

An eLanDe safelight! 
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The Bessa RF                 Stefan Sztromajer 

 
Probably the very first amateur camera fitted with a rangefinder was the eminent Voigtländer 
Prominent camera, introduced in 1932. Its name was spot on as the camera was provided with not 
only a coupled split-image rangefinder but also an optical light meter, to say nothing about an 
excellent Heliar lens mounted in a Compur Rapid shutter. Alas, it was extraordinarily expensive so, 
for economic reasons, its production was shortly ceased.  

 After that not-so-successful introduction, the new 
design was a bit less luxurious, and therefore the 
roll film camera was less expensive. In 1936 the 
new model of the popular 
Bessa was introduced, fitted 
with just a rangefinder, 
named Bessa RF (Figs 1 & 
2). Though cheaper than the 
Prominent, the new camera 
was provided with three 
kinds of lenses: the famous 
Heliar, the Skopar of similar 
design to the Zeiss Tessar 

and the Helomar, a lens of Cook design (simple triplet). The lens built into the 
Compur Rapid shutter (1−1/400) was provided with a light yellow (Moment) 
filter, supported by means of a tiny hinge (Fig. 3. – a).  
 
Focussing by means of the knob, a, placed on the left side of the body (Figs 
4 & 8), is coupled to the range finder. The focussing knob is provided with 
indicators, presenting the depth of field which depends on the actual 
aperture set (Fig. 4).  
 
The release trigger (a) is at the bottom side of the door and hidden when the camera is closed  
(Fig. 5), and exposed when the 
camera is open (Fig. 6. – a).  
 
At the rear of the body (Fig. 7), 
there are two windows - a, for 
monitoring the film transport, so 
there is the choice of taking 8 or 
16 shots on 120 film. When the 
16 format is used, an adjustment 
of the finder is made by rotating the tiny knob (Fig. 8 – a) at the 
right hand side of the body. The special reducing frame has also 
to be fitted inside the camera (Fig. 9): unfortunately this is 
missing from my camera.  
 
As far as I know the Bessa RF was not common, probably owing 

to competition from the Super Ikonta II 531/2 which had 
similar properties, and was offered in those times by Zeiss Ikon.  

Fig. 1. Folding filter ‘closed’. 

Fig. 3. Detail of folding filter.

Fig. 2. Folding filter ‘open’.  

 

Fig. 4. Focus knob indicators. 

Fig. 5. Shutter release trigger,  
retracted when camera closed.  Fig. 6. And automatically extends when opened. 

Fig. 9. Camera interior.  

Fig. 8. Viewfinder adjustment. 

Fig. 7. The twin exposure counter windows. 
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BAUER and LIGHT   Han Fokkelman 

 

Bauer set out to build the highest quality into their products from the very 

beginning, and the light source was much an important part of their projectors 

that always received special attention. The first result of this policy came in 

1910 when the commonly used limelight was replaced with a carbon- arc lamp 

they had developed themselves. They continued its development, always seeking to increase the light 

output and consequently the screen area which was an important selling point for projectors. 

 

The M 5 cinema projector that was put on the market in 1919 had 

only the bare arc lamp with two carbons, there was no mirror to reflect 

the light, but they were experimenting with the army disposal mirrors. 

Those mirrors had been used in searchlights and had a diameter of 

140 mm, but were soon replaced by mirrors of 170 mm and 200 mm 

they had calculated themselves.  

 

This enabled Bauer to astonish the visitors of the Photokina fair in 

Berlin, in 1925, with projection on a screen of 100 m2. The light 

source was the brand new HI 35 carbon arc lamp of 35 Amps. When, 

in 1938, the new line of projectors was introduced, including the B 5, B 6 and B 8, they were fitted 

with the HI 75 lamp for a maximum of 75 Amps. In 1950 another highlight was the B 12 which had 

the HI 110 lamp, for 110 Amps, and a scone shaped shutter giving 35% more light on the screen. 

 

The performance of Bauer projectors was outstanding in 1952, only Bauer could boast of: 

Open air projection in the ‘Waldbühne’ open air theatre, in Berlin, with 25,000 spectators. 

The film festival in Locarno, Switzerland, on a 200 m2 screen. 

The open air theatre in Pretoria with a screen of 475 m2 by using two B 12 projectors with the HI 110 

carbon arc lamps. 

 

Along with work on carbon-arc lamps, which were approaching the limit of development, Bauer 

began, as early as 1955, to use the Xenon Lamp as a light source. With this high pressure gas filled 

tube, made by Osram and Philips, it was no longer necessary to replace the carbons regularly. Those 

lamps lasted for 1500-2000 hours and once adjusted they did not need any more control. But there 

was no mirror available for this lamp, so Bauer calculated the ideal mirror in the Bosch calculating 

centre in Feuerbach. As early as in 1957 another Bosch subsidiary, 

Balzers, well-known for its vacuum technology, experimented with 

very thin foils. With a thirty layer coat they could reflect almost 

100% of the visible light while the heat-waves mostly passed the 

mirror. In this way Bauer and Balzers developed the cold-light 

mirror which could be transmitted backwards which was used in 

combination with the carbon-arc lamp and the Xenon lamp.  

When Bauer began to produce the U 2 projector it was fitted with 

the latest HI 170 lamp with the cold-light mirror. This 170 Amps 

carbon arc lamp, which could produce 25,000 lumens was replaced 

by a Xenon lamp with the cold-light mirror. The time had to come to continue developing the Xenon 

lamp in the coming years. 

The Xenon lamp of 2000 W was replaced by 4000 W and later by 6000 W types. With this 6.5 kW 

Xenon lamp the Bauer projector possessed the strongest light source and did not have to fear any 

competition in the battle for the big open air theatres.  

One of the advantages of the Xenon light is that its spectrum is similar to that of the sun, which made 

it interesting to space laboratories. In the simulators in Europe and America, carbon arc lamps were 

used, with their well-known disadvantages. ESTEC, the European Space Technology Centre in 

 

 

 

 

 
No. 2. The first Bauer carbon arc lamp. 

 

 

 

 

 

 

No. 3. Xenon lamp and left, 

the heat transmitting mirror. 
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Noordwijk, Netherlands, was interested in the Bauer technology and gave the firm the order to 

develop a sun-simulator system.  The Bauer sun-simulator consists of a light-gun with 19 Xenon 

lamps of 6.5 kW each, and their light is concentrated inside a vacuum chamber through a large 500 

mm window. There, under space conditions of vacuum and a temperature of minus 2000 C, 

components can be tested with a radiation intensity greater than that of the sun in space. 

 

The test requires unvarying light 

intensity and radiation for the whole 

period, which may be several weeks. 

Bauer designed a regulator system 

permitting the lamps to be supplied 

with a high current while preventing 

premature failure of a lamp or eventual 

blackening of the lamp itself, so that 

the experiment could be properly and 

fully carried out. The power required 

by the sun-simulator is 250 kW. 

 

 

The instrument aroused a lot of international interests and orders 

followed. They generated more work than the design department 

could handle, because the sun-simulator could not be made in series, so the further development of 

these devices was taken over by the Bosch design group. 

 

  MOVIELIGHTS 

 

The first movie lights consisted of two or more arms on the top of which reflectors were fixed with 

the over-driven photo lamps in them. Later, the use of over-driven lamps with built-in mirror made 

external reflectors unnecessary. Bauer would not have been a part of the Bosch organisation if they 

had not considered a car headlamp as light source. 

That way of thinking was not new. Kodak had already had a car lamp in 1932 in its first 8 mm 

Kodascope projector. Other projector manufacturers also used the car lamp as light source but it never 

became a success. 

 

In 1964 Bauer introduced the BL 1, a lamp-holder with two car 

lamps of 6V – 45W which might be able to light about 25 films. 

The colour temperature was again 34000 K and therefore suited 

to colour-tungsten film. The maximum distance from camera to 

object in a dark room was 5 m, enough for normal amateur use. 

The main problem was however in the power supply. That 

consisted of a portable storage battery 

weighing 3 kg. It was very safe, since acid 

could not spill out if it was overturned, but supplied light for only about ten minutes 

before it needed recharging from the mains for a couple of hours. That handicap, 

along with its weight, did not make it a best-seller. 

 

As soon as the Quartz-iodine lamp was introduced Bauer came out with a typical 

Bauer movie model. It was an upright lamp in an upright holder calculated so that 

the subject plane was well lit, but consumers were not pleased with it because they 

wanted a horizontal picture field. That form of construction also brought out the 

defects of the iodine-quartz lamp itself. During the cooling-off period the heaviest 

particles came down to the bottom, causing the upper part of the filament to quickly 

get too thin and prematurely break down. Osram and Philips replaced the iodine 

with bromine and called the lamp a halogen lamp, but for Bauer the time was over. 

No. 4. Diagram of the system. 

 

 

No. 5. The operating heart. 

 

No. 6. Battery lamp BAUER BL 1. 

 

 

 

 

 

 

 
No. 7. Upright  

movie lamp. 
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Later, when the lamps became smaller, a smaller lamp-holder appeared too so the movie light could 

be used on, or next to, the super 8 camera. 

 

 ELECTRONIC    FLASHES 
 

Blaupunkt, a member of the Bosch group, produced an electronic flash as early as 1949 called 

‘Ultrablitz’. Its guide number for ISO 50 films was 12 and its total weight was over 7 kilograms. The 

cause of that enormous weight was the electric supply. At the time the only suitable power source 

was the wet cell battery, a smaller version of the car battery and therefore all flashes were equally 

heavy. In 1957 Bauer was the first to use the new dry-cadmium battery that brought the weight back 

to the normal weight of today.  

In 1964 this group was placed under Bauer direction 

and the Bauer Cornet V, the Cornet VX and the 

Cornet VS for amateurs came on the market. The 

Cornet V is a flash that makes use of two UM-2 

batteries. The guide number for ISO 50 film is 16. 

The Cornet VX is larger. Firstly it has a clasp which 

made it possible to flash indirectly. Secondly it has 

an adapter which make it possible to use mains 

power as a source of energy.  

 

 

The professional type is the Matador 400 with a guider number 

of 56. America was a good market for electronic flashes, though 

they were sold under the ‘Ultrablitz’ brand and Bauer saw its 

sales rise to 60,000 units a year. The Matador 400 was replaced 

by the Matador 500 in 1966 and in 1970 a completely new line 

of amateur flashes was introduced. It included the: E 160, E 

161A, E  181A, E 200, E 201, E 250, E 251, E 252 and the 

Express. 

The ‘A’ means automatic light regulation 

and the two first numbers of the type 

were guide numbers.  

In 1973 and 1974 the E 16, E 18 A, E 20 AB, E 25 A and the E 26 AS appeared 

with the guide number 26 for the ISO 50 films. The ‘B’ in the model number 

indicates that the battery consists of penlight cells. Meanwhile, in 1969, Bauer 

took over the Silma factories in Torino, Italy. Subsequently Bauer electronic 

flashes in a black casing branded ‘Silma’ appeared on the market in Italy and 

some other countries.  

 

Bauer bought the quartz lamps for their electronic flashes from Osram, Philips 

and Heimann in Wiesbaden-Germany. These manufacturers competed 

strongly and constantly developed new lamps and Bauer found it very 

annoying to have to wait for a new type of lamp before designing the 

corresponding flash. In 1967 they started to produce the electronic bulbs by 

themselves in Berlin. In this way they had the design and production in one 

hand and could bring advanced products to the market more quickly. They 

were producing more than 250,000 electronic flashes a year but earned little 

money for their efforts because the competition from Japanese producers was 

fierce. For that reason Bauer ceased manufacturing and had its new line, the E 

122, E 125 A, E 128 AB and the E 1324 express made by Unomat in 

Reutlingen, Germany.  

 

Despite this move they negotiated with Nissin in Japan. Nissin developed the basic concept, Bauer 

did the design and Nissin the manufacturing, producing from 1976 a new Bauer line beginning with 

the E 220 B, E 218 B, E 228 B,E 228 AB,E228 ABS and  E 336 ABS. In 1979 this line was enlarged 

No. 8. Ultrablitz Cornet 220. 

 

 
No. 9. Ultrablitz Matador 400. 

 

 

 

 

 
No. 10. E 251 with the 

Slave Unit E 1. 
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with the E 218 B changed to AB and the E 428 ABS and the E 436 ABS. The last extensive line was 

introduced in 1980. By 1982 it had grown to include the E 545 ABS, E 518 AB, E 528 AB, E 528 

Servo, E 528 ABS and E 536 ABS. 

 

In 1979 Bosch began negotiating with Braun Frankfurt/Main to take over 

of Braun’s movie and electronic flashes. Braun’s production in that year 

numbered about half that of Bauer. The most imported part of their 

production was in the middle classes and professional apparatus while 

Bauer was active in the amateur range. On the first of January 1980 Bosch 

took over this part but did not change the brand. Both brands, under Bauer 

direction, belonged to the ‘Produktbereich PhotoKino’.  

 

 Braun produced the 370 BVC and the 410 VC in Munich while the Braun 

170 B, 170 BC, 200 B, 200 BC, 260 B and 260 BC were made by Sunpak 

in Japan. In 1982 Braun also switched to 

the Japanese Nissin. 

 

But at the end of the seventies most 

Japanese camera manufacturers were 

beginning to produce electronic flashes which were integrated with 

their reflex cameras. The first flash which reacted to this 

development was the Braun 340 SCA, with the SCA control which, 

thanks to its electronics, was   adaptable to most single lens reflexes. 

 

This 300 line was enlarged in 1982 with the 320 BVC, 320 SCA, 

340 SCA, 400 M Logic and the Macro Flash. The 320 SCA and the 

340 SCA soon became the pillars of Braun’s sales, with production 

of 10,000 units a month in 1982 and 1983. With sales of 180,000 

electronic flashes under both brand names PhotoKino reached third 

place among German brands, but that was not enough for a safe 

future. The camera manufactures integrated their built-in flashes in 

such a way that there was hardly any market left for independent 

manufacturers. 

 

Pressed by the circumstances Bauer cooperated with METZ to 

develop a new adapter system, the SCA 300. This adapter was 

combined with the flashgun and was to be used in combination 

with SLR cameras made by Canon, Chinon, Contax, Cosina, 

Leitz, Minolta, Nikon, Olympus, Pentax and Ricoh. The success 

of this adapter resulted in the participation of other European 

factories like Agfa, Cullmann, Osram and Regula. This adapter 

can be seen as a European answer to the Japanese challenge. 

 

The next line of Braun flashes appeared in 1984. They were the 

Braun Ultrablitz U 28, U 32, U 34 and the U 38 Logic that is 

derived from the 400 M Logic. The license to use the ‘Braun’ 

brand ended in 1985, so a new line appeared under the ‘Bauer’ 

brand: the Bauer Ultrablitz U 28 M, U 32 M, U 34 M, U 38 M 

Logic and the U 400 M Logic.  

 

These models were never made in the numbers reached in earlier 

years but Bauer was satisfied with an annual production of 50,000 

units of these high-tech products in 1986. But the market was still shrinking, production became 

unattractive and Bauer stopped manufacture and quietly sold their stock out. 

 

With thanks to Robert Bosch GmbH, Produktbereich PhotoKino.  Han Fokkelman.  

 

No. 11. E 536 ABS. 

 

 

 

 

 
No. 12. Braun 320 BVC. 

 

 

 

 

 

 
No. 13. Bauer Ultrablitz 400 Logic. 
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The Suzuki PRESS VAN-120      Geoff Harrisson 

 

Every now and again you come across a camera that looks just that bit different−and of course it’s 

usually one you haven’t seen before. Sometimes it’s a camera that you had only ever seen in a 

picture; that was the case for me with this model of 

the Press Van.  

 

When I handled it my first impression of this 

camera was its size and the bold styling. The 

second was how neat it looked when folded. (Pic. 

1) The third thing I noticed was the lens; I had 

never seen a Takumar lens on a folding camera, 

either by Pentax or any other maker. 

 

The Press Van-120 strut-folding camera was 

manufactured by Suzuki Kōgaku Kōgyō K.K. in 

1954. It is a solid, well-made camera that weighs 

830g. Stamped in the back covering is Press Van 

SUZUKI OPT. CO. LTD.  It takes both 6×6 and 

4.5×6cm exposures on 120 roll film. Two masks are folded in either side of the film plane when 

using the smaller format. The cleverly-designed pressure plate rotates into position to uncover the 

correct red window for film winding for 12 or 16 exposures. (Pic. 2)   

 

The Press Van-120 has an f3.5 75mm Asahi-

Kogaku Takumar lens in a Seikosha-Rapid 

shutter. With a push of the button above the lens 

the front springs out into place; then a small foot 

can be swung down from behind the front panel 

so the camera will stand upright on a level 

surface. (Pic. 3) There are separate eyepieces for 

the viewfinder and the coupled rangefinder. 

Focussing is by turning a ring around the right-

hand knob on the top plate. (Pic. 4) A scale shows 

the distance set and the depth-of-field. The whole 

front panel moves when focussing. The other knob 

on the top with a film reminder scale is for film 

winding.  

 

 

 

 

 

 

Suzuki had a year earlier made a camera with an 

almost identical body using the same lens and shutter; it was called the Press Van. Its interesting 

feature is that it could use both 120 film (6x6cm only) and 35mm film. Total production of both 

models is not known; they were discontinued in 1956 and are seldom seen today.  

 
Pic. 1. Press Van-120 with front folded. 

 
Pic. 2. Pressure plate rotates for correct format, 

4.5x6cm masks in place. 

 
Pic. 3. Front foot in position. 

 
Pic. 4. Top plate details. 
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A Nikon F with a History                               Herb Parker 
 
I guess we all know the story about how the Japanese camera industry shook off the pre-war ‘Jap 
rubbish’ reputation, and started to become a threat to the big German makers during the Korean War.  
But it was the introduction of the famous Nikon F in 1959 that really turned the corner. It was so well 
made and versatile, with titanium shutter curtains and fine optics, that from the day it appeared both 
professional and serious amateur photographers took to it like the proverbial ‘duck to water’. It 
quickly became the standard tool of trade for serious photographers, proved itself to be virtually 
indestructible during the Vietnam War, and remained a firm favourite with both professionals and 
those amateurs who could afford one for three decades or so. From the day the Nikon F appeared, 
Japanese cameras have dominated the world market for quality cameras. Nikon dominated the film 
era, but now Canon is the clear market leader in the ‘digital age’.  
 
I remember when the Nikon F came in. I was just 22 years old then and could not even imagine ever 
owning one; they were just too expensive. When I became a collector some 40 years later I started to 
hanker for one, but at that time they were still very much a user camera and therefore expensive. I 
particularly wanted one with the original eye level prism, but just could not find one I could afford. 
Eventually, in 2003, I was in Adelaide and bought a very nice Nikon FTn Photomic with the Nikkor 

Auto f2/50 lens for around the $400 mark. I have 
used it and, whilst I personally find the Photomic 
system fiddly, it certainly works well, and 
thousands of photographers the world over would 
attest to that fact. But I still wanted one with the 
original eye level prism. I kept looking and looking 
but they are not that common, even on eBay, and 
any I did find were just too expensive. I did find a 
very nice Nikon FM2 with lens (yes, I once 
hankered for one of those too) for $50 at a local flea 
market, but not an F with eye level prism. But 
collecting is a bit like what somebody once wrote 
about kissing–the search is half the pleasure–so I 
kept looking; you just never know! 
 
Finally, at the Sydney Market in July 2015, one 

vendor had quite a nice one for around the $380 mark, but I hesitated and eventually decided to give 
it a miss. When I got home I regretted it but 
too late. Then at the October Market that F 
had gone (for $450 the vendor told me), but 
Ray Simpson had what looked like one, 
only the little label with it said: ‘F2 flat face 
64????  $195’.  It had a bit of damage at the 
top of the prism housing, and the Serial 
Number had been abraded away, which was 
strange. There were also a bit of brassing 
and other minor cosmetic blemishes, but the 
shutter fired, and the Nikkor Auto f2/50 
lens looked good. But was it an F or F2, and 
what was the difference? I did not know off 
the top of my head, but the prism was what 
I really wanted and the lens had to be worth 
something, so I offered $180, which Ray 
accepted. He also produced a nice brown 
leather ERC and, as I was about to leave, he added: ‘By the way, this camera once belonged to Darcy 
Dugan1–I will bring you the provenance next market.’ Now I have known Ray for some years, have 
dealt with him before, and I trust him, so I believe what he says. Thinking about it, the missing Serial 

Fig 1: My Nikon FTn. 

Fig 2: My Nikon FM2. 
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Number tends to confirm the Darcy Dugan story–with no Serial Number who could prove it was 
stolen? 
 
Anyway, when I got home of course I had a good look at the camera, and everything on it works 
perfectly. Next I consulted my trusty McKeown’s. First off it is an F and not an F2, because the top 
shutter speed is 1/1000 and the F2 went to 1/2000.  I also compared it to my FTn and, as far as I could 
tell (apart from the different prism of course), they look identical except that, where the FTn has 
‘Nikon’ on the top, this one has ‘Nippon Kogaku Tokyo’. So it is obviously an earlier model, but how 

early?  Next step was to consult my friend and Nikon 
collector Barry Hart in Brisbane, who gave me some 
valuable clues from the Nikon F reference The Nikon 
Trilogy by Uli Koch, considering small variations such 
as the film advance lever, the shutter speed dial, the 
flash contact and the self-timer lever. Another 
important clue was that there is a difference in the 
viewfinder housing between my two cameras–there is a 
ridge at the rear of it in the F, which has been cut away 
in the FTn in order to accommodate the Photomic head. 
That explains why the Photomic head will go on my F 
but will not lock in place. Then there is the lens, a 5cm 
f2 Nikkor-S Auto S/N 546453, also marked ‘Nippon 

Kogaku Tokyo’, which (according to McKeown’s) was an early seven element version made 
(according to a website I got from Barry) between 1959 and 1963. Assuming it is the original lens 
(probable but no guarantee), that again would suggest that my F is a fairly early one. From all the 
clues I got from Barry I was able to narrow down the Serial Number to somewhere in the reasonably 
small range 6473326 to 6499787, so the 64?? on that label was correct. Given that the Photomic head 
came on the market in 1962 (McKeown’s) my F was probably made around 1962.  If it had the Serial 
Number I would be sure and it would obviously be worth more, but (unfortunately) it does not appear 
to be one of the very early (rare, sought after and expensive) production models. 
 
Whatever the exact facts might be I am quite delighted with my Nikon F. As Robert Louis Stephenson 
wrote in his essay ‘El Dorado’ (which I had to read at school when I first came to Australia, when 
English was still a foreign language to me) ‘To travel hopefully is better than to arrive’.  That’s part 
of the thrill of collecting and probably true, but 
for me this was a very satisfying ‘arrival’! 
 
And the Darcy Dugan connection? To my mind 
that just adds a little bit of interest! I’m sure he 
did not walk into Milversons (Sydneysiders: 
remember Milversons?) with a wad of banknotes 
to buy it, but ‘nicked’ it from some unfortunate (I 
wonder who he/she was) who had bought it with 
hard earned cash from a reputable dealer. And it 
would have been a lot of cash, probably 
equivalent to around $5,000 in today’s money! 

Maybe that’s one of 
the attractions of 
collecting–today we 
can (well, sometimes anyway) afford cameras we could once only dream 
(read ‘drool’) about!  Be that as it may, for the rest of my days that ‘Darcy 
Dugan’ Nikon F will be a prized part of my collection.  
 
1 Darcy Ezekiel Dugan (29 August 1920 – 22 August 1991) was an 
Australian bank robber and New South Wales’s most notorious prison 
escape artist.  

Fig 3: The ‘Darcy Dugan’ Nikon F. 

Fig 4: Top view of both cameras showing the abraded 
Serial No. and different markings. 
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Santa’s Polaroid                                                                       John Fleming 

 
In 1948 Edwin H. Land surprised the photographic world 
when he introduced the first practical ‘instant picture’ 
camera, the Polaroid 95. Through the 1950s and 60s the 
Polaroid system was popular with casual snap shooters and 
also reached into the professional field with an attachment 
for 4 × 5 cameras. This Polaroid back took a film pack 
allowing single shots, with a further advance being the Type 
55 negative-positive pack where both a positive print and a 
negative were made. Peeled away from the print, the 
negative only required clearing in sodium sulphite solution 
and washed. Other firms such as Kodak, Fuji and a Russian 
manufacturer tried to jump on the instant picture 
bandwagon but fell by the wayside after law suits or 
manufacturing difficulties. 
 
Even as the idea of electronic imaging and digital capture 
were being mooted, the Polaroid Corporation designed and 
introduced one of their more unusual cameras-the ‘Special 
Events’ SE-5. (Pic. 1) The system was aimed at the ‘photo 
entrepreneur’, a modern version of the street photographer, 
who attended large gatherings and social functions to take 
souvenir type photographs. Targeted events included Santa 
Claus at shopping malls, business conventions and holiday 
venues. The design of the SE-5 meant no tripod was required as the camera could be placed on any 
convenient horizontal surface such as a stool, bench or tabletop. 
 

This huge Polaroid is unlike any other 
camera…it’s more an industrial device! 
Constructed of sturdy cast aluminium, sheet 
metal and some plastics, it has an AC power 
supply in the base with the top half being the 
camera proper. The assembly pivots on a central 
shaft and can fold in two for carrying via a cast 
handle. The entire camera system weighs 29 lbs. 
(approx. 13 kg). (Pic. 2) 
 
The unit has a moderately powerful electronic 
flash built in above the lens, which enables well-
exposed images up to 20 feet. This flash can be 
removed in one piece by simply undoing two 
screws and pulling one plug should it fail, 
changeover taking only a few minutes onsite if 
required. Wise operators always had a new spare 
flash and a complete film back to hand just in 
case! There is a 150 mm f/ 4.5, 3-element lens, 
with a shutter speed of 1/60th second. The camera 
used Type 339 picture packs to provide colour 
prints measuring 3 × 4 inches. The lens projects 
the image at 90 degrees up to a horizontal, 
revolving back. Print ejection is motorised, and 
automatic after the exposure is made. There is 
the usual Polaroid ‘lighten-darken’ exposure 

Pic. 1. ‘Take me to your leader!!’   
The imposing Polaroid SE-5. 

Pic. 2. The SE-5 pivots and locks 
providing a carry handle. 
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knob on the base, plus a standard ¼ inch jack for an 
extension electric shutter release button. (Pic. 3) 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Should the operator encounter difficulties, the SE-5 has 
an instruction book built-in. Just pull open a drawer in 
the base. (Pic. 4) There is no possibility of losing the 

book since the spine is firmly attached to the sliding drawer. (Pic. 5) The price of the Polaroid 
‘Special Events’ SE-5 in 1985 was quoted as $1,895: a considerable sum then, but benefits of 
instant, saleable colour prints would have offset that. The SE-5 featured here is in excellent 
condition and was discovered in the office cupboard of a building about to be demolished. Perhaps 
it was left behind after the ‘photo entrepreneur’s’ 
final Christmas Santa session? (Pic. 6) 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Pics 1-5 by John Fleming. Pic. 6: Anonymous. 

 
Pic. 3. Rear view showing the horizontal 

revolving film holder back, controls, power 
switch and the Type 339 colour print packs. 

Pic. 4. Need help? The pull-out drawer in the 
base houses an instruction book. 

Pic. 5. The book is firmly attached to the 
drawer. If you lose the instructions you have 

also misplaced the entire camera! 

Pic. 6. A typical Santa Session...  
Every photographer’s nightmare! 
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The Ikoflex III      Stefan Sztromajer 
        

Probably the Ikoflex III has been the last Zeiss camera, 
introduced before WWII, on June 1939. It was the curious 
piece as it was the second Ikoflex III after the previous 
model, 652/16 now designated 653/16. 

 
The camera had been promoted by a whole page advertisement, published 
in the British Amateur Photographer on July 19, fig. 1. 
  
Strangely, production of the Ikoflex III was stopped some months later, 
probably on March 1940, so a very limited amount only of cameras had 
been produced.  

 
At first look the camera seems very luxurious, its heavy die cast alloy body 
(1250g), covered with the genuine black grained leather, the large Albada 
finder, and a lot of chrome, fig. 2. 

The Ikoflex III is provided with the 
fastest taking lens amongst all the 
contemporary TLR cameras, the 
f2.8/80 Tessar. The longer focal 
length was required as the usual 
75mm, acceptable for f3.5 Tessar 
was too short for the f2.8 design, 
because the f2.8/75 Tessar could not 
cover the whole frame area, in 
particular its corners which were 
rather not sharp while the aperture 
was set at f2.8.  

 
The lens is placed in a Compur 
Rapid shutter of unusual outward 
appearance, fig. 3. The aperture and 
the shutter speed setting (1 - 1/400 

sec) are set by means of two buttons, the aperture governed by button 
a - while shutter by - button b. Fig. 3. 

 
The aperture and shutter setting are observed in the windows, fig. 4. 
- a and b, placed at the top, just over the name plate. 

 
The film transport and shutter 
cocking is by a crank at the right side, 
fig. 5. - a, while the frame counter, fig. 
6. - a, is localized over the crank. 

 
There is a signal if the camera is ready 
for the next shot, the red dot in the 
window fig. 3. - c. A comfortable 
shutter release is placed at the right 
side of the body, fig. 7. - a, while the 
delayed action is at the front, fig. 3 - d.  

 

Fig. 1. 

Fig. 2. Fig. 3.

Fig. 4. 

Fig. 6.   
Fig. 5. 
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At the right side of the body there is the 
large focusing knob, provided with depth of 
field diagram, fig. 8, fig. 9, while the 4x 
magnifying glass, fig. 9a,  makes that 

operation most precise.  
 
At the left side of the hood an exposure guide 
is printed for 18/10 Din (ca 50 ASA) fig. 7.  
 
At the back of the body the hood lock button – 
a, and the camera lock button – b, are 
conveniently placed fig.10.                     
  
After opening the camera we’ll see a rather 
conventional inside, fig. 11. 

  
The bottom plate, is provided with the tripod thread and the camera 
serial number, fig. 12. 

 
Just after I bought that camera (it was 
very expensive, considering my 
income as University lecturer) I was feeling a very proud possessor 
of the best prewar TLR. 

 
The first six rolls were really good, however shooting was rather not 
too comfortable because of resistance in the winding crank.  

 
When I visited the service the technician stated the camera was not 
in use for long time, I have to shoot more. Unfortunately my 
magnificent Ikoflex didn’t 
accept such a suggestion and 
jammed after two or three 
exposures. 

 
I believe it was the hardest 
experience in my amateur 
photographic life. Anyway the 
Ikoflex became an interesting 
part of my Zeiss collection.  
 
Possibly I was not the only user 
of that camera with problems, 
so perhaps that was why its 
production was so soon ceased. 

Fig. 7. Fig. 8. 

Fig. 9. 

Fig. 10. 

Fig. 11. Fig. 12. 

Fig. 9a. 
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                                       UNWANTED ETCHINGS                     John Fleming 
 
Several years ago whilst recovering some pre-war DKW car parts from under a house (never a dull 
moment!) a box of stored paperwork split open. Gathering up the mess, I noticed an Agfa letterhead 
and glanced at it. Dated June 1969 it concerned scratches on processed Agfachrome slides. The 
householder’s late husband had been a keen photographer and they had travelled extensively around 
Australia and overseas. Upon enquiry, the lady remembered they once had several films returned 
badly scratched with parallel lines and her husband 
was very unhappy. All his slides before and after had 
been perfect! I was given the letter due to my 
photographic interests but thought little of it until 
about 18 months later. In one of those odd 
coincidences I was doing a stack of slide scans for a 
friend when he mentioned a couple of sets were badly 
scratched. I eventually came to the first box of 36 and 
they were Agfachromes. I looked at the box and 
handwritten was “Brisbane Trip May 1969”. The 
computer in my brain clicked in, and I rummaged 
through a drawer and extracted that Agfa letter found 
under a house. Yes, dated June 1969, about the same 
time. Very interesting. 
 
Another 12 months passed, and one day I was 
discussing films and cameras with veteran photo trade 
representative Ray Harrison (Kodak Perth, then 
Wagner’s, Benton’s and Tessar Photographic in 
Melbourne) and mentioned the coincidence of finding 
two lots of scratched Agfachrome slides from 1969. 
Ray was stunned; he had a similar experience with film 
shot on a Leica M3 and also thought it would be around August 1969 as it was his slides taken on a 
trip to Tasmania. He was very annoyed at the time, being meticulous with his technique, and had no 
problems before or since. The letter I showed him was exactly what he also received. Ray added a 
couple of years after the incident he was discussing it with an ex Agfa rep and the chap admitted 
there had been a serious fault for several days with part of the processing chain that went unnoticed. 
A form letter was done and sent out to any customer who complained!  
 

Brownies: some Kodak Kake             by Lyle Curr 

Yes, back on the Kodak kick. We all like to use our old cameras; in fact we even instituted Field 
Trips so we could provide the environment for this. But what about those odd bits, ephemera etc, 
we all have lying around that are tied to our collections by brand, type 
or use. Should we actually use them too? The answer is a resounding 
YES!!! And this is not a problem for things such as lenses, flashes, 

cable releases, self-timers etc. But 
developing gear; now that’s another 
question. The digital revolution has put 
paid to most home processing (although I 
spend way more time in front of the 
computer than I ever did in a darkroom!) and I know some of you still 
muck about with chemicals. But most of us use the modern 
technology and have given up blacking out the bathroom long ago. So 
let’s get in the kitchen instead! The case from an old Kodak Home 

Developing kit which used to double as the developing trays makes a great cake tin; very definitely 
a Kodak Kake Kit, even though this one is full of Brownies, fresh from the oven. Yuuummm!!!  

Kodak Home Developing Kit. 

 
Kodak Kake Kit- with Brownies! 
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I have a number of books from my days photographing for 
the National Trust of Victoria which I am not using very 
much these days, all the staff now have their own digital 
cameras so do not need any experts to provide good photos 
for their reports any more.  ‘Prices’ are open to discussion. 
Phone Brian Hatfield 03 9898 2014 to make an offer or to 
visit and view. 4 Mitta St. Box Hill North, Victoria, 3129. 
(Remember: paper is very heavy for postage.)  

Email: brianhat@ozemail.com.au 

1 The Photography of Architecture and Design Julius Shulman Whitney 1977 238pp $40 
2 Architecture and its Photography   Julius Shulman Taschen 1998 300pp $50 
3 Interior Views – design at its Best   Erica Brown T & H 1980 180pp $40 
4 Photographing Buildings - Inside & Out  Norman McGrath  Whitney 1987 180pp $30 
5 Architecture and how to enjoy buildings  William Caudill Whitney 1981 180pp $20 
6 Petersen’s Guide to Architectural Photography Kalton Lahue& Petersens 1973  $10 
7 Architectural Digest    inc Ansel Adams 1983   $10 
8 Identifying Aust. Architecture – Pictorial  R Apperley A & R 1989  $60 
9 Handbook for Scientific Photography  Alfred Blaker Freeman 1977  $50 
10 Photography – Art & Technique   Alfred Blaker Freeman 1980  $50 
11 Cityscape Photography    J Eastland Batsford 1985  $20 
12 Photographing Historic buildings   T. Buchanan HMSO 1983  $20 
13 Modern Houses Melbourne   Norman Day Zouch 1976  $40 
14 A History of Houses    R J Unstead Black 1958  $10 
15 Architecture in Australia    J M Freeland Pelican 1968  $10 
16 Architecture     Sinclair Gauldie O U P 1969  $10 
17 The Shape of Towns    Kurt Rowland GINN 1966  $10 
18 Building a City   100yrs of Melbourne  Granville Wilson O U P 1981  $40 
19 Walter Burley Griffin    Donald Johnson MacMillan 1977  $60 
20 Bridges & Aqueducts    Antony Sealey H Evelyn 1976  $30 
21 Selection of books by Ansel Adams   various publishers, dates and sizes  Offers 
22 Selection of Voigtländer Cameras   Various models, ages and conditions Offers.  

An interesting old newspaper clipping from Roger Burrows and, below right, the Ballarat Theatre where the screenings took place. 
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Appropriate for this issue, John Fleming 

presents ‘Santa’s Polaroid’. 

The ‘Special Events’ Model SE-5. 
(Including the nightmare of every Santa! Below.)  

 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

The contribution from Bauer to the 

world of photographic lighting comes 

from Han Fokkelman. 

 

 
The Suzuki PRESS VAN-120 from Geoff Harrisson.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Stefan Sztromajer writes on the Bessa Rangefinder. 

 

 

 

 

 

 
 

 

 

 

 

 

 

 
 

To all our Members, 

Our best and warmest wishes  

for Christmas and the New Year.  

May 2016 bring all you desire in both your 

personal and collecting life.  

From your committee and editor.   
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