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Overview
 The company Optische Anstalt Jos. Schneider & Co. was 
formed in 1913 by Joseph Schneider and his son Joseph A 
Schneider and was intended to be a manufacturer of cam-
era lenses rather than a general optical works. Over the 
next century it kept to that basic recipe, selling lenses under 
its own brands (Schneider and Isco) and manufacturing for 
many other photographic  companies. While the company 
still sells a range of lenses for high end digital still cameras, 
it is now mostly involved in cinema lenses and industrial 
optics. 

The Symmar brand name was initially registered in 1914 
along with Componar and Isconar. The name would seem 
to be derived from the fact that it is a symmetrical lens 
(“symmetrisch” in German) i.e composed of two cells of 
identical formula either side of the aperture. This was to be 
true of the lens throughout most of its existence, apart from 
a few of the late lenses where the use of the name Symmar 
seems more of a branding exercise. For most of its life the 
Symmar was a general purpose lens intended for profes-
sional photographers. It was available in focal lengths that 
covered most of the available sheet fi lm sizes. Although the 
shorter focal lengths were suitable for use with 120 roll fi lm 
it was never really marketed towards those users. 

The initial version is a mystery, with a variety of focal 
lengths and maximum apertures. This was quickly phased 
out in favour of a copy of the Goerz “Dagor” design that 
carried on to the early 1950s when it was replaced with 
the “Plasmat” design that in turn lasted until the early 21st 
century.  Schneider diversifi ed the Symmar range in the 
1980s with the introduction of the Makro-Symmar and 
again in the 1990s with the wide angle Super Symmar. The 
APO Symmar L, the fi nal version of the general purpose 
Symmar, debuted in 2002. At the time of writing only the 
industrial Makro-Symmar is still in production, however this 
was renamed to Pyrite V38 in 2022 marking the end of the 
Symmar name.

Sales appear to have been steady at fi rst, if not spectacu-
lar, with 142 units in 1918 and 171 in 1919 (representing 
around 3% of Schneider’s total sales). However when 
Schneider released their Tessar clone, the Xenar, and their 
new wide angle Angulon, sales of the Symmar dropped off  
by as much as 90% and did not recover until the 1950s. The 
Xenar was faster and in the shorter focal lengths (210mm 
and below) was much the same price as the Symmar, while 
the Angulon gave a greater fi eld of view, so it is understand-
able that sales suff ered.

The switch to the Plasmat type in 1952 saw a big upswing 
in sales and in the late 1960s and early 1970s yearly sales 
hovered around the 10,000 mark. However as the photo-
graphic world downsized from sheet fi lm to roll fi lm sales 
contracted again. The birth of digital not only made a niche 
much smaller again but also caused a fl ood of good optics 
into an already saturated market. This effectively killed 
sales of new large format lenses and shutters and all of 
the manufacturers acted accordingly and either withdrew 
entirely or scaled down their lenses to suit the new high 
end digital backs.  

Optical Design
As noted above, the fi rst generation is a mystery. Although 
I have two examples, in both cases the individual cells can-
not be disassembled in a non-destructive manner. Given 
that I haven’t found any mention of other surviving lenses 
I am not in a position to say more. I would hope that there 
are others sitting in collections in Europe or the US but so 
far internet searches have turned up nothing.

The second generation is generally reckoned to be a copy 
of the Goerz “Dagor” formula which was designed in 1892 
by Emil von Höegh. Schneider appears to have been work-
ing on this design as early as 1919 but it didn’t enter full 
production (albeit still in tiny volumes) until 1921. This may 
have been a matter of waiting for relevant patents to expire. 
The Dagor (an acronym of Doppel Anastigmat GOeRz) 
design was an excellent general purpose lens with good 
contrast, good central sharpness and a large image circle 
with acceptable sharpness which made it useful as a wide 
angle lens.

The third generation mimics the “Plasmat” design, which 
was developed by Dr. Paul Rudolph in 1918 (by then with 
Carl Meyer) and is in essence a modifi cation of the basic 
Dagor design (and similar to the Eurynar). One of the major 
diff erences between the two is that the Dagor has all three 

The Schneider Symmar Lenses...              Paul Ewins
In January 2022 Schneider Kreuznach announced that they would be renaming their industrial lenses to 
refl ect their product application. While this was a logical way of cleaning up a confusing array of lenses, it 
also spelled the end for a number of long-standing brand names.  In amongst these were the likes of the 
Componon and Tele-Xenar.  But one, the Makro-Symmar, was the last vestige of a trade name that had 
existed for 108 years and was tied to the birth of the company. 

The beginning - 1914 - 240mm f5 in sunk mount

1920                              1952                               1972
An approximation of the development of the Symmar
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of the elements in each cell cemented while the Plasmat 
has the innermost elements air-spaced. As a result the 
Plasmat suff ers from low contrast if the cells are uncoated 
and thus wasn’t a popular choice until after WWII when 
coatings became common. It off ers a half stop advantage 
(f5.6 vs f6.8) in speed over the Dagor and, crucially, better 
control of aberrations. Most of the modern general purpose 
large format lenses were of this design.

While I use the names Dagor and Plasmat for the two 
basic types of Symmar, it is a contentious point whether 
these were truly innovative designs in their own right or just 
improvements on prior designs. Schneider, naturally, was 
unwilling to mention a competitor so catalogs refer to the 
second generation lenses as “a six-element cemented lens 
after an old and most popular formula” while a Linhof bro-
chure for the third generation lens calls it “a Gauss Double 
Lens of the second order” which is perhaps a broader view 
of its origin.   

Construction and Appearance
For most of the period prior to WWII the Symmar appears 
to have been built to order in very small batches, usually 
less than ten and often in ones and twos. In the 1950s the 
batches increased to 25, then 50 or 100 and eventually the 
smaller focal lengths were being made in batches of 200 or 
more with the occasional order nearer 500, presumably for 
export to the US. Often these were not round numbers, but 
just above or below, which perhaps indicates allowance for 
losses due to quality control. Production was spasmodic, 
although if does appear that when possible separate orders 
for lenses with the same focal length (i.e. Componon or 
Technika lenses alongside regular Symmars) would be 
scheduled for production at the same time.    

At fi rst Schneider followed the usual industry practice, using 
brass for all of the hardware with a black lacquer fi nish. 
In the late 1940s Schneider changed most lenses over 
to a bright silver plated fi nish, i.e. chrome or nickel plat-
ing. This changed again just prior to the introduction of the 
Symmar-S to what looks to be an aluminium alloy with an 
anodised fl at black fi nish.  

Most of the identifying information was engraved on the 
trim ring up until the Symmar-S when it swapped to the out-
side of the front cell. The earliest examples note the focal 
length in mm, this changed to cm in 1921 and back to mm 
in 1949, and there are also a few early lenses marked in 
inches while the Caltar/Orbit lenses use both. The serial 
number on the earliest example is on the trim ring, but after 
that it moves to the rear cell. With the change to the bright 
fi nish the serial number moved to the trim ring again, only 
to move to the outside of the front cell with the Symmar-S. 
From that point the serial number is engraved, but not paint 
fi lled. While most Symmars use the serial number allocated 
by Schneider, the Caltar/Orbits sold by Calumet have no 
numbers on them at all and I have an example supplied to 
Deardorff  that has a Kodak style two letter, three number 
serial on it.

Like most European manufacturers, Schneider serial 
numbers usually run sequentially and can be used to accu-
rately date most lenses. The main exception to this is the 
period between February 1929 and January 1935 when 
there were two sequences being used.  One carried on the 
sequence from lens 242,095 while a new one skipped for-
ward to 300,000. Once the old sequence reached 299,999 
they merged again. My best guess is that they had two 
separate factories operating at that time and it was becom-
ing diffi  cult to co-ordinate the allocation of serial numbers, 
so they decided to spilt them up. Note that when Schneider 
Göttingen (later ISCO) was founded in 1936 it was techni-
cally a separate company from Schneider Kreuznach and 
has its own serial numbers. 

Most Symmars were sold in shutters, but they have always 
been available in a plain barrel mount as well. The default 
shutter was a Compur or Compound up until their demise 
in the 1970s at which point the Copal became the usual 
choice. In practice though Schneider would mount their 
lenses in whichever shutter the customer desired. For 
commercial studios that desired uniformity you could stand-
ardise on a Compur Electronic 3 or the bigger 5s and get 
the shorter focal lengths like a 180mm or 210mm in that 
shutter rather than their normal Compur/Copal 1. Lenses 
sold in the US can be found in Ilex, Alphax or Betax shut-
ters and self cocking “press” shutters were also available. 

General Purpose Symmars
Generation 1: Doppel Anastigmat Symmar 1913  - 1921

f4.5 - 90, 105, 135, 150, 180, 210mm
f4.8 - 135, 150, 160, 165, 180mm
f5 - 240mm
f6.3 - 135mm
f6.5 - 60, 105, 135, 120, 150, 165, 180mm
f7.7 - 300mm
f7.8 - 180mm 

Very little is known about the fi rst Symmars. The fi rst acces-
sible records date to March 1918 and within a year of this 
the prototypes for the next generation were showing up so 
they had a short lifespan in production. The most obvious 
diff erence is that unlike all later lens types which had the 
same maximum aperture for all focal lengths in the range, 
these types not only had diff ering maximum apertures but 
differing maximum apertures for the same focal length. 
They were being produced in tiny batches, almost always 
less than 10 and often only 1 or 2 lenses in a batch, so this 

~1914 - 1st Generation 180mm f4.8
fi tted in a Koilos shutter.

This example is from a triple extension plate camera, and 
shows the maximum use of the engraving area.
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may be a result of using pre-existing parts and adapting 
the lenses to fi t them. Overall production is in the range of 
750-800 units.

Generation 2: Doppel Anastigmat Symmar “Dagor”  
1919 - 1953

f6.8 - 6cm, 7.5cm, 9cm, 10.5cm, 12cm, 13.5cm, 15cm, 
16.5cm, 18cm, 19.5cm, 21cm, 24cm, 27cm, 30cm, 36cm.

Post-war triple convertible (combined/rear cell/front cell)

f6.8/f12/f13   135/210/260mm, 180/285/355mm, 
210/325/405mm, 240/375/465mm,  300/465/580mm, 
360/560/700mm

The second generation marks a distinct change in approach. 
The scatter-shot range of focal lengths and maximum 
apertures is replaced with a product that covers almost the 
entire range of still cameras at the time - something for 
everyone - and has a consistent maximum aperture. While 
that range may look like overkill lit makes sense from a 
marketing point of view. When trying to compete with well 
established fi rms it would pay to look like you were more 
than just a niche player. In reality a lot of the lenses were 
still being made in batches of 1 or 2, and both the 6cm and 
7.5cm lenses had total sales of just 23 units each. 

In 1949 there was a 
revamp of the range. 
“Doppel Anastigmat” was 
dropped from the name, 
cm changed to mm and 
the number of  focal 
lengths was reduced 
from fifteen to six. Most 
lenses were marked with 
the focal lengths on the 
individual cells to make 
them usable as “triple 
convertible” lenses which 
was popular in the US. 
Some lenses had all 

three focal lengths marked on the aperture scale, with the 
combined focal length in white, the front cell in cream and 
the rear cell in grey. The user had the choice of using the 
complete lens or could remove the front or rear cell to use 
the alternate focal lengths.

Total production of the Doppel Anastigmat type (pre 1949) 
was approximately 2150 units, while the triple convertible 
type (1949 - 1953) was around 1700 units. While it is easy 
to point at the turbulence in Germany from 1919 - 1949 as 
factors for the low sales numbers, in reality Schneider was 

healthy and sales of their other lenses were booming. The 
speed advantage of the Xenar (and Tessar types from other 
companies) with f4.5 and f3.5 versions covering the same 
range of focal lengths would have made the Symmar a 
much less desirable choice for most types of photography. 
The back of the 1931 catalog has a picture of the Xenar 
with the caption “the jewel of the camera” giving no doubt 
about what they regarded as their premium product.  

At the other end of the scale was the introduction of the 
Angulon, itself a reworking of the Dagor, provided a much 
better option for wide angle use in most fi lms sizes up to 
8x10. It was only those working in the ultra large formats 
like 7x17, 11x14 and so on that still needed a Symmar as 
a wide angle and indeed the longer focal lengths generally 
sold in greater numbers than the shorter ones. Likewise, 
once you got past 21cm the Xenar became a much more 
expensive proposition than the Symmar, probably due to 
the sheer amount of glass involved, so the Symmar became 
a more attractive option there too. Even in recent years 
the 30cm and 36cm Symmars were still sought after by 
ultra large format photographers as aff ordable wide angle 
lenses. While the performance is not as good as modern 
lenses it was usually acceptable for people that were con-
tact printing in monochrome.          

Generation 3: Symmar “Plasmat” 1952 - 1973.  (com-
bined/rear cell only)

f5.6/f12  80/130mm, 100/175mm, 105/185mm, 135/235mm, 
150/265mm, 180/315mm, 210/370mm, 240/420mm, 
300/500mm, 355 f6.8/620mm, 360/620mm, 360/630mm

The third generation saw a switch from the Dagor formula 
to the Plasmat which was a much better prospect now that 
lens coating was commonplace. Total production was just 
over 120,000 lenses, a refl ection of both the booming post 
war period and a substantially improved product that now 
fi tted an increasing market for commercial and scientifi c 
photography. The old wooden 8x10 studio cameras were 
giving way to shiny new monorails and wide scale adoption 
of 4x5 and 5x7 enlargers reduced the need for an 8x10 
original. Contemporary brochures refer to the Symmar as 
“the lens for technical photos”.

1926 30cm f6.8 and 1928 27cm f6.8
2nd Generation - in Betax and Compur shutters

evidence of the US market

1946 - 2nd Generation
7.5cm f6.8 - one of only 27 made

1957 3rd Generation convertable in the familiar Linhof ver-
sion with those markings on both the Compur shutter and the 

lens including the “TECHNIKA” bezel.
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These lenses were still marketed as convertible, however 
only the rear cell and combined focal lengths were marked. 
While a convertible lens sounds good from an economic 
point of view there was an inevitable trade off  in image qual-
ity, not to mention a two stop light loss when using a single 
cell. In optimising the individual cells for use by themselves 
the image quality of the overall unit suff ered so there was a 
trade off  between making the cells “good enough” without 
aff ecting the complete lens “too badly”.  Another factor was 
that it was better to use a single cell behind the aperture, so 
using the front cell meant removing the rear cell and swap-
ping in the front one (if possible) all while trying not to drop 
either cell or get dirt in the shutter. By marking only the rear 
cell Schneider stepped around this issue and this also let 
them correct the front cell for use in the combined lens only, 
clawing back a little image quality.  

The initial range was 105, 135, 150, 180, 210, 240, 300 
and 360mm with the primary focal length marked in white 
paint and the rear cell in grey. This changed from grey to 
green after a couple of years and the 105mm was dropped 
in favour of the 100mm and the 80mm was added, only 
to be dropped again later. The 360 went through three 
versions, starting as a 360/630 in white/grey then becom-
ing a 360/620 in white/green scheme and then, when 
the Compound IV shutters were discontinued, becoming 
a 355/f6.8 in a Compur 3 Electronic shutter or a Copal 3 
shutter. The 240 and 300mm lenses also had to move to 
the Copal 3, however since this was larger than their old 
shutters it didn’t aff ect their maximum aperture. This was 
accomplished with simple adapter rings to convert from the 
narrower Compur II or Compound 3 size to Copal 3.

Generation 4: Symmar-S 1972 -  1990

f5.6 100mm, 135mm, 150mm, 120mm, 180mm, 210mm, 
240mm, 300mm, 360mm (f6.8), 480mm (f8.4/9.4)

The Symmar-S was a major revision of the previous imple-
mentation of the Plasmat design. The convertible feature 
was dropped in favour of better overall performance. 
Initially the only change to the range was the deletion of 
the 80mm focal length; later on a 120mm was added only 
to be deleted again and two versions of a 480mm were 
introduced, one an f9.4 in a Copal 3 shutter and the other 
an f8.4 barrel mount intended for use with a Sinar shutter. 
Multicoating started to appear in 1974 and became stand-
ard across the range in 1978.  

Generation 5: APO-Symmar 1990 - 2002

f5.6 100mm, 120mm, 135mm, 150mm, 180mm, 210mm, 
240mm, 300mm, 360mm (f6.8), 480mm (f8.4/9.4) 

The APO-Symmar was another iteration of the Plasmat 
design and by this stage the improvements were nowhere 
near as great. Most of the competitors were also Plasmat 
types and the diff erence between them was now minimal, 
with colour rendering (i.e. warm or cool tone) being the 
most signifi cant diff erence between brands.  The 120 mm 
appeared again but otherwise there was no change to the 
range.  

Generation 6: APO-Symmar L 2002

f5.6 120, 150, 180, 210, 300 and 480mm (f8.4/9.4)

The fi nal iteration of the Plasmat Symmar and essentially 
the last general purpose Symmar. The range was rational-
ised again with the 100mm and 135mm replaced with the 
120mm and the 360mm deleted.

Super-Symmars
Super-Symmar HM 1988  120/5.6, 150/5.6, 210/5.6

This was an entirely new lens formula designed in-house by 
Hiltrud Schitthoff  (later Ebbesmeier), and was actually quite 
asymmetric with eight elements in six groups. It was sold 

3rd Generation
1956 Technika 105 Grey and 1969 Sinar 240 Green

4th Generation
1987 300mm f5.6 SYMMAR-S with Linhof marking

5th Generation
1996 180mm f5.6 APO SYMMAR in a Copal shutter
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alongside the APO-Symmar and gives a wider fi eld of view, 
around 80 degrees compared to 70 for the APO-Symmar, 
with the downside being that it weighed nearly three times 
as much. The HM stands for High Modulation

Super-Symmar XL 1996 80/4.5, 110/5.6, 150/5.6, 210/5.6

The follow on to the Super-Symmar HM this was another 
new design and pushed the fi eld of view out to 105 degrees, 
in eff ect replacing the longer versions of the Super Angulon 
XL. Once again this is an asymmetric design with six ele-
ments in fi ve groups and features a relatively small rear 
cell which makes it more usable for cameras with smaller 
lens-boards. 

Makro-Symmars
Makro-Symmar 80/5.6, 90/4, 120/5.6, 120/5.9

Makro-Symmar HM 80/5.6, 120/5.6, 180/5.6 

As the name implies this is a true macro lens, optimised for 
reproduction ratios between 1:4 and 4:1. The basic Plasmat 
formula has been modifi ed with the innermost elements 
split into a cemented pair for a total of eight elements in four 
groups. The Makro-Symmar HM were sold as photographic 
lenses, usually in a shutter, while the plain Makro-Symmar 
is an industrial version available in a variety of mounts. This 
was the last lens to carry the Symmar name before being 
renamed as the Pyrite V38. 

APO-Symmar Makro HFT  90/4 150/4.6 100/3.5

A medium format lens for the Rollei 6000 6x6 SLR sys-
tem. The 100/3.5 version appears in one brochure as “in 
preparation” but it is not certain whether it ever came into 
production. 

PC-TS Makro-Symmar 90mm f/4.5 

Very little information is available for this lens. It was availa-
ble in Canon and Nikon DSLR mounts and possibly others. 
It is in a Perspective Control (a.k.a. Tilt/Shift) mount, hence 
the PC-TS name, which allows for basic movements. 

Makro-Symmar 85/2.4

This lens dates to 2014 and was marketed along with a 
35/1.6 Xenon and 50/1.4 Xenon for use on Nikon and 
Canon DSLRs. The lens diagram shows what appears to 
be a symmetrical lens (but not a plasmat) with an additional 
two elements at the rear, presumably to increase the back 
space to avoid hitting the mirror. 

Componon enlarging lenses
The Componon range of enlarging lenses was introduced 
along side the Plasmat Symmars in the mid 1950s. With the 
exception of a few of the shortest focal lengths, these were 
just Symmars that had been optimised for reproduction 
work and are dimensionally identical to their Symmar cous-
ins and use the same hardware. It was a premium off ering, 
a step up from the cheaper Comparon and Componar 
lenses. The Componon sold very well, better than the 
Symmar it was based on, which is probably due to the gen-
eral change from contact printing large format negatives to 
enlarging from 120 and 35mm roll fi lm that took place in the 
1950s and 60s. 

While Symmars are usually found in shutters and 
Componons are usually found in barrels either type could 

be ordered in shutter or barrel. The range of focal lengths 
mirrored that of the Symmar but with the addition of a short 
lived 50/5.6 and a 60/5.6 Componon, both focal lengths that 
only appeared as a prototype for the Symmar. Likewise the 
Componon-S was based on the Symmar-S.

Initially the lens diagrams show that the front pair of 
cemented elements has been split, so that the front cell is 
three air spaced elements, i.e. 1+1+1 rather than 2+1. The 
rear cell remained in a 1+2 confi guration. Later Componons 
changed back to the 2+1 1+2 formula. The smallest 
Componons still used the same lens formula but were faster 
at f4. The f2.8 version of the 50mm Componon appears 
to have started with an entirely diff erent formula, possibly 
Xenotar based, before reverting to a 6/4 construction. 

The 50mm f4 Componon even spawned its own OEM spin 
off , in the form of the 50/4.5 Leitz Focotar. This was gener-
ally known as the large front element or LFE Focotar to 
distinguish it from the Leitz built Focotars. Between 1969 
and 1973 Schneider manufactured approximately 10,800 of 
these for Leitz.  They were not marked “Schneider” in any 
way but bore Schneider serial numbers. 

Later variants like the M-Componon, G-Componon and 
APO Componon HM had ever more pronounced variations 
of the formula, so while they are in a sense descendants of 
the 1950s Symmar they were a completely separate entity 
to the contemporary Symmar of their own era.  For a while 
in the 1980s there was even a Componon sold alongside 
the Componon-S that had a diff erent formula whilst still 
being a 6/4 symmetrical design. 

Like the Makro-Symmar, the remaining Componon, APO-
Componon and most of the Componon-S lenses were 
renamed as Pyrite V38 in 2022. The exceptions were the 

3rd Gemeration
60 and 50mm Componon enlarging lenses

The two “Leitz” 50mm f4.5 FOCOTARS  (LFE & original)
The Schneider Componon (Left) and the Leitz (Right)

(Collection - RR)
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Componon-S 5.6/135 and Componon-S 5.6 150 which 
became the Jasper M50 range, as they were available in a 
M50 x 0.75 thread mount.   

Private label lenses
Technika-Symmar, Sinar-Symmar, Durst Componon

The Schneider company was founded on the premise of 
selling lenses to other manufacturers and would happily 
sell either as a Schneider lens, a co-branded lens (e.g. 
Retina-Xenar) or rebrand it entirely for the customer, like 
the Wallace-Heaton Zodellar. This doesn’t appear to have 
happened to the Symmar prior to WWII, which is probably 
a refl ection on the very low sales volume of the Symmar 
compared to the Xenar or Angulon. This changed in 1956 
with the arrival of the Technika-Symmar. 

The Linhof Technika had built a reputation as the ultimate 
version of the folding “Press” camera. Unlike the wooden 
bodied Speed-Graphic the Linhof was of all metal con-
struction and was generally capable of greater precision 
and featured more movements than the US built rival. 
The Technika-Symmar was part of the range of lenses 
sold by Linhof for the Technika which included most of the 
Schneider range along with Voigtlander and Zeiss optics. 
These lenses were marketed as “Linhof Select” which gives 
the impression of Linhof cherry picking the best of the best. 
In reality it was more like “Linhof Reject” with Linhof retest-
ing the lenses supplied to them by the manufacturers and 
returning any of those not up to standard. Typical batch 
sizes of 105 or 210 lenses suggest that a failure rate of 
not more than 5% was anticipated. Sales of the Technika 
Symmar were healthy, some years accounting for 30-40% 
of all Symmars produced. The Technika-Symmar was dif-
ferentiated from a regular Symmar with “Technika-Symmar” 
on the trim ring instead of just “Symmar”, Linhof engraving 
on the outside of the front cell and a Linhof branded shut-
ter. These lenses were noted in the production records as 
“Technika-Symmar” as opposed to a Symmar sold to Linhof 
and should thus be considered a sub-variant. 

A few years later the Technika-Symmar was joined by 
the Sinar-Symmar and the Durst Componon. The Sinar-
Symmar didn’t sell in the same sort of number as the 
Technika-Symmar, but the Durst Componon sold in larger 
amounts than both, which refl ected the larger sales in gen-
eral of the Componon compared to the Symmar. Plaubel 
also had a branded lens, but in that case it was simply 
engraving on the outside of the cell rather than a special 
Plaubel-Symmar variant. 

Caltar S-II and Orbit S-II

With the advent of the Symmar-S the special sub-variants 
disappeared, with branding restricted to engraving on the 
outside of the cell. However there was one variant of the 
Symmar-S that was produced for the Calumet Photographic 
Company of Chicago, Illinois. Calumet had bought the rights 
to the Kodak Master-View camera range in 1956 which they 
manufactured under their own name. In time they decided 
to market their own range of lenses using the name “Caltar”. 
The lenses were supplied by a wide range of manufacturers 
including Ilex, Horseman and Rodenstock. In August 1974 
a batch of 12 prototype lenses was produced for Calumet, 
3 x 65mm, 3 x 90mm, 3 x 150mm and 3 x 210mm. The 65 
and 90mm lenses were based on the Super Angulon and 
have the prototype name of “Synton-WA”, while the 150 
and 210mm lenses were based on the Symmar-S and were 
named “Syntar-S”. 

Calumet must have liked 
the prototypes because in 
December 1975 a further 
2400 lenses were sold to 
Calumet, consisting of 135, 
150, 210, 240, 300 and 
360mm Symmar-S, now 
called “Caltar S-II” and 65 
and 90mm Super Angulons, 
now “Caltar W-II”. While 
Schneider allocated serial 
numbers for these lenses 
there are no numbers on the 

A typical TECHNIKA SYMMAR for Linhof
in this case a 3rd Generation 135mm - virtually the standard 

lens for the Linhof 5x4

3rd Generation - 1967
Durst 360mm f5.6 Companon

4th Generation
Caltar-S II
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lenses themselves and the available records stop just after 
this fi rst batch, so there is no indication as to how many 
were produced overall. Even more confusingly Calumet 
also sold the same lenses with the “Orbit” trade name, pre-
sumably to match the old Burke and James stock of Orbit 
cameras that Calumet were now selling. In some cases the 
Orbit logos were printed directly over the old Caltar logos 
but it isn’t clear whether this occurred prior to or after deliv-
ery from Schneider. 

Japanese and Korean Symmars
Symmar EX (150 and 210mm only)

This is a version of the APO-Symmar made specifi cally 
for the Japanese market. The construction of the cell bar-
rel is slightly diff erent to the regular APO- Symmar but the 
elements appear to be identical. Based on the examples 
available for sale on eBay this looks to have been limited to 
one or two batches each of the 150mm and 210mm focal 
lengths only.  

There is no information that I could fi nd on these lenses, 
so the following should be considered speculation. Both 
types of lenses appear to use genuine Schneider lens cells 
mounted in Copal shutters. When comparing them to genu-
ine Schneider lenses the Symmar-Krishna appears identical 
to a Symmar-S while the APO-Symmar does indeed match 

a Schneider branded 
APO Symmar. The 
m a r k i n g s  o n  t h e 
S y m m a r - K r i s h n a 
indicate that it was 
assembled in South 
Korea (R.O.K.) from 
German manufac -
tu red  pa r t s  wh i l e 
t h e  “ K r e s f n u c h ” 
merely says “Lens by 
Germany” and gives 
no clue as to where it 
was assembled. The 
S y m m a r - K r i s h n a s 
don ’ t  have  se r ia l 

numbers however the “Kresfnuch” actually has a serial 
number that is consistent with its APO-Symmar label. 

What I think is going on is that South Korea may have had 
favourable duty or tax treatment for products that were at 
least partly manufactured locally, and thus it was worthwhile 
to have Schneider supply genuine lens cells that were then 
fi tted into shutters in a local workshop. There were at least 
two locally produced 4x5 cameras, the Jungwoo 45 and 
the Penta 45, so maybe these lenses were to be sold wth 
the local cameras. Quite why the APO-Symmar is labelled 
“Kresfnuch” instead of “Kreuznach” is a mystery. With both 
types of lenses the lower case font used for “Symmar” looks 
to be identical, so there is a good chance that they were 
produced by the same fi rm. 

Commemorative Lenses
There was a limited run of the 210/5.6 Symmar-S produced 
to celebrate the 125th Anniversary of the birth of Joseph 
Schneider in 1980. These were gold plated and had their 
own three digit serial numbers. They carry the inscription 
“In commemoration of the 125th Anniversary of Founder 
JOS SCHNEIDER 1980” and the serial number was simply 
“No. xxx”. The two examples currently for sale both have 
a blue velvet lined wooden box and the lens is mounted to 
a translucent plastic board with the Schneider Kreuznach 
logo on the lower left and “HONJO & CO.,” on the lower 
right of the board. Given that large parts of the warranty 
certifi cate are printed in Kanji it is not unreasonable to pre-
sume that this was a special edition manufactured for Honjo 
and Co rather than a generally available product.

There are also gold versions of the 150/5.6 Symmar-S and 
150/5.6 APO-Symmar, but the reason for their existence is 
not known. Yet another gold lens was recently being sold as 
a prototype (very unlikely) however the serial number was 
in the form GE-xxx which suggests to me that it might have 
been part of the George Eastman collection.    

Prototypes and oddities
The Schneider production lists contain many lenses 
marked “muster” which indicates a sample or prototype. For 
a new lens line the prototypes would show up one to two 
years before the lens was released. Typically they would 
be batches of 3 to 5 lenses. In other cases there would be 
alternate versions of existing lenses, tinkering if you like. 
The lenses listed below did not feature in the catalogs and 
were either special orders or simply weren’t deemed worth 
producing.

105/9 Symmar - 4 lenses - November 1935 for Siemens  

21/4 Symmar - 5 lenses - July 1956 - probably an attempt to 
produce shorter focal lengths of the Componon rather than 
being related to the 21/4 Super Angulon.

38/4 Symmar - 5 lenses - July 1956 - another possible 
Componon related prototype.

50/5.6 Symmar - 1 lens - June 1958 - Symmar version of 
50/5.6 Componon.

60/5.6 Symmar- 1 lens - October 1958 - Symmar version of 
60/5.6 Componon.

300/8 Repro-Symmar -  4 lenses - April 1959 - possibly an 
early prototype for the Repro-Claron introduced in 1963.

4th Generation - 240mm Calumet Orbit-S II

Symmar-Krishna, “Lens by Germany Product by ROK”

APO-Symmar, Lens by Germany 
Kresfnuch (sic).  (150mm)



Back Focus No.117 -  10

135/5.6 Symmar -  3 lenses - March 1960 for Grafl ex Corp 
- these may be prototypes for the Grafl ex 1000 Shutter 
(introduced in 1961).

180/6 Symmar -  3 lenses - September 1962 - presumably 
at request of Grafl ex Corp as these are threaded for the 
Grafl ex 1000 Shutter. (See photos)

315/12 Symmar - 13 lenses - November 1968 - presumably 
just the rear cell of the 180 Symmar, but no clue as to why 
or who for.

315/12 Symmar - 14 lenses - January 1971.

105/5.6 Symmar-S - 3 lenses - December 1971 - the 
fi rst Symmar-S prototype, however this focal length was 
changed to 100mm prior to production.  

Collecting the Symmar
When I fi rst became interested in these lenses, early in the 
new millennium, they were still relatively plentiful as older 
photographers retired and younger ones went digital and 
sold off their large format gear. The second generation 
lenses have all but dried up now and the third generation 
lenses are becoming scarcer but while their prices are ris-
ing they are still cheaper than the equivalent more modern 
lenses like the APO Symmar and the Rodenstock, Fuji and 
Nikkor competitors. 

As such, collecting the lenses is more of a scarcity issue 
than one of paying a collector’s premium. I count myself 
as extremely fortunate to have found not one but two 
examples of fi rst generation lenses and most of my sec-
ond generation lenses are probably not replaceable at this 
point in time. Most of the newer lenses remain out of my 
price range and given that there are no new ones being 
made I don’t expect that situation to change. Having said 
that, there is still enough supply of the third generation 
lenses to build a nice collection - just getting the full range 
of Technika lenses would keep you going for quite some 
time without ever feeling like a hopeless task.

Likewise collecting the ephemera is no less diffi  cult albeit it 
much cheaper. In the pre-war era the brochures were gen-
eral catalogs, the most commonly found are the ones put 
out by the US distributor Burleigh Brooks. Post war there 
was a move to brochures for individual lenses or groups of 
related lenses and from around 1960 onwards there are 
standalone Symmar brochures as well as more general 
ones for large format lenses. Schneider used to have an 
archive of brochures in PDF format on their website, but 
this seems to have disappeared in recent times.      

3rd Generation 180mm f6 Symmar - 1962
Prototype for Grafl ex 1000 shutter with box lid

Notes:   The above information has mostly been sourced from the 
transcription of the Schneider production records published by Hartmut 
Thiele in 2008 under the title “Großes Fabrikationsbuch Schneider-
Kreuznach”. This covers the period from March 1918 (lens no. 21,602) to 
18 March 1976 (lens no. 12,862,325). Other information has been sourced 
from Schneider brochures and price lists from Burleigh Brooks, the US 
importer. All photographs are from my own collection.

Catalogue pages from ~1950 (Upper) and ~1960 (Lower)



Back Focus No.117 -  11

Built to last - a battered old Leica                                 Herb Parker

Early Leica screwmount cameras have always had a repu-
tation for optical and mechanical excellence and durability.  
Way back around 1962 I remember reading an article in 
“Australian Photography” about a competition being run by 
NSW Leica agents Foto Riesel to fi nd the oldest Leica in 
Sydney. Whilst that competition was running a street pho-
tographer came into the store one day. He knew nothing 
about any competition, but the rewind knob on his Leica 
had worn so smooth with use that he had trouble gripping 
it. A new knob was fi tted, from memory for 19/- (equivalent 
to around $ 50 or so today) and he went happily on his way. 
As it turned out his was not the oldest Leica submitted.

In the 1990’s I remember reading an article by the late Brian 
Woodward, whom I had the privilege of knowing personally 
through the Sydney Camera and Image Collectors Society, 
in which he compared the Leica, the Contax and the Kiev. 
His concluding paragraph said: “The Leica is built like a 
watch and is tough as a tractor. The Contax is built like a 
watch and is delicate like a watch. The Kiev is as tough as 
a tractor and is built like a tractor.” Maybe that says it all!

Leica indestructibility fascinated me, so when I saw one 
available in an APCS auction in 1993 it caught my eye. From 
memory the description read something like: “1930 Leica 
II, used by Melbourne street photographer, serial number 
4274 with Elmar lens and cap”. With such a low serial num-
ber it must have started life as a very early “hockeystick” 
Leica I and been factory converted to a Leica II later. I bid 
for it and acquired it for $162.25 including postage.

When it arrived it cer-
tainly looked rough and 
well used, but the shut-
ter fired at all speeds 
and the rangefinder 
worked and was accu-
rate, although it is very 
diffi  cult to use because 
it has become a yel-

lowish semi opaque with age. There was no takeup spool 
and the latch to secure the base plate to the camera was 
missing, as was the little screw on ring around the shutter 
release button, otherwise it was complete. On the top of 
the camera the chrome plating had been partly removed 
to make the markings visible, including the serial number, 
which was in fact 74274, the fi rst 7 being only just visible so 
I can’t blame anybody for not having seen it. The camera 
went onto one of my shelves, but the thought that I must 
try and put a fi lm through it one day remained in my mind.

In 2021 I decided to try putting a fi lm through it, but fi rst 
I needed to fi nd a takeup spool and another baseplate. 
So I contacted my good friend Charlie Woodhouse of 
Cameraholics in Brisbane. He suggested I buy a FED or 
Zorki takeup spool on Ebay, which I did, and kindly sent me 
a spare baseplate he had. Both arrived at about the same 
time. The FED takeup spool was a very tight fi t but worked, 
but Charlie’s baseplate did not fi t. This was because both 
the little lug on the side of the camera and its metal sur-
round were smaller than whatever (later) Leica Charlie’s 
baseplate had come from, so that the additional vulcanite 
on my Leica got in the way. I got around this by transferring 
the locking latch from Charlie’s plate to mine.

The Leica II was introduced in 
February 1932 with Serial Numbers 
starting from 71200, so mine was a 
very early Leica II and was never 
anything else. The serial number 
of its Elmar 3.5/50 lens is 145416, 
which also dates it to 1932 so it 
looks as if it was the original lens. 
Charlie, who is very knowledge-

able about old Leicas, tells me that the rounded edges 
on the top of the camera suggest that it was made before 
Leitz introduced chrome plating, and this is confi rmed by 
his Leica Historica list of screwmount serial numbers, which 
lists the fi rst chrome plated Leica II as being No. 99132 
from a batch of 21 cameras, made in 1933. This means that 
my old Leica II originally left the factory painted black and 
was chrome plated at some later stage, presumably when 
the original paint had worn off . It has obviously had a hard 
life since, and most of the chrome has also worn off . Oh if 
only it could talk! 

Next step was to put a fi lm through it. I still had some (out-
dated but kept in fridge) Ilford HP5 so I put it in the camera 
and proceeded to take some photos, using all the film 
speeds and focusing manually. I was going to develop it 
myself, but found that my fi xer was also way out of date. 
Luckily Les Porter happens to live fairly close and he pro-
vides a very reasonable B&W developing service, so I took 
the easy way out and arranged for him to develop it for me.

When the fi lm came back in the post I scanned the nega-
tives with my Kaiser Baas fi lm scanner, which I bought a 
few years ago for just under $ 100. The result? The old 
Leica worked perfectly. Negative density was about right 
for all shots, which tells me that the shutter speeds are all 
at least reasonably accurate, and that there are no holes in 
the shutter curtains. Some images were very good, while 
others had rather poor contrast, which Charlie suggested 
was more likely due to the out of date fi lm than any lens 
fault. He was right as the images in question were markedly 
improved by increasing contrast with Photoshop.

I had almost forgotten how satisfying fi lm photography can 
be, and I was really  impressed at just how well the old 
warhorse still performs. I plan to put another and this time 
fresh fi lm through it soon. 

The battered Leica II

The two baseplates

A frame from the battered Leica II on some outdated HP5 - 
digitally scanned without further contrast adjustment.
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The SAMOCA 35 cameras                                Geoff  Harrisson

The range of mid-1950s Samoca 35 cameras were made 
in Japan by Sanei Sangyo K.K. In early 1955 the company 
name was changed to Samoca Camera K.K.  The com-
pany logo is made from three letter A’s forming a triangle. 
The company name “Sanei” is phonetically “three A” in 
Japanese.

From pictures I had seen of the early Samocas they did 
not appear very attractive, but now that I have a pair of 
them I realise that a front-on view, as they are usually pho-
tographed, is not their best angle!  Compare the two in 
my fi rst picture to their individual pictures taken at better 
angles.

The two Samocas in the above picture will illustrate the 
evolving models of the Samoca 35. They are reasonably 
compact for a full-frame 35mm, rather unique in style, quite 
solid and well made. Unusually the pressed metal bodies 
have a moulded bakelite interior. There is a hinged chrome-
plated metal pressure plate covering the fi lm.

The camera on the right 
is the same as the origi-
nal model (model I) but it 
seems to be a mixture of 
models I and II.  It has an 
accessory shoe like the 
II but there is the early 
type of fl ash sync terminal 
below the lens. Also the 
front is marked Samoca 
35, not Samoca 35 II.  

The lens is a C.Ezumar 50mm f3.5 with apertures to f25.  
The shutter has speeds of 1/25 to 1/100 and B.  Above the 
lens are two buttons; the one on camera left is for cocking 
the shutter, the other is the shutter release.  A small lever 
moves out under the cocking button as you wind on the 
fi lm, when you depress the button it pushes the lever back 
in to advance the fi lm counter.  There is no lever to disen-
gage the fi lm sprocket gear for rewinding, this is achieved 
by holding the cocking button down while rewinding the 
fi lm.  The the take-up spool is removable.  Also absent is a 

depth-of-fi eld scale but there is a red dot on the focus scale 
and the aperture scale. At those settings you have sharp 
focus from infi nity to ten feet.   

There were four models with the original body style; mod-
els III and IV have a lens mount similar to the next model: 
the Samoca 35V.  This has a redesigned, but still compact 
body, with an Ezumar Anastigmat 50mm f3.5 lens. There 
is now a depth-of-fi eld scale and the shutter has a speed 
range of 1/10 to 1/200 and B. The fl ash terminal is a PC 
type. Film winding also cocks the shutter and there is a 
lever on the top for fi lm rewinding. The pressure plate now 
hinges down from below the fi lm gate and the take-up spool 
is fi xed. 

F o l l o w i n g 
t he  Samoca 
35V came the 
Super Samoca 
35. It has the 
s a m e  b o d y 
style with the 
tall top hous-
ing enabl ing 
the inclusion 
of a coupled 
r a n g e f i n d e r.  
Samoca also 
found space 
in the top to 
include a sele-
nium meter for 
the Samoca X 
(marked Super 
on the front).  
It came with a 

f3.5 or f2.8 lens and was the last of these uniquely styled 
cameras. From about 1957 the company marketed more 
conventional squared-off style 35mm rangefinders, still 
named Samoca 35. There was even a 35mm TLR, the 
Samocafl ex 35.  Production of  Samoca cameras ended in 
about 1962. 

Samoca 35 interior

A Model I / model II hybrid? Two views of the right hand 
camera in the top photograph

A more attractive view of the Samoca-V

An open view of the Samoca-V showing the 
change in the hinge on the pressure plate and 

the changed take-up spool
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It was whilst I was meandering through web searches, 
looking for a nice vintage copy of ‘Pilgrim’s Progress’ 
and without success, that my eyes caught sight of ‘A 
Photographic Pilgrim’s Progress’. Naturally, for one inter-
ested in cameras and photography generally, I then had to 
fi nd out just what this book was all about. Suffi  cient incen-
tive there was to take a chance on its contents, and so a 
purchase was made. Upon its arrival, I proceeded to read, 
and found it captivating and informative. Not at all dry, but 
full of anecdotes and spiced with a little humour. The only 
diffi  culty with this gem of a book was putting it down. If I had 
chores to do, they would have to wait.

In this autobiography, Charles Duncan 
begins with his childhood memories, 
right through to his eighties, where sit-
ting in an armchair, he refl ects on the 
progress of photography during his 
lifetime. I must have had a mania for 
everything connected with photog-
raphy, read all that was written about 
it…(Page 63). Sound familiar? Many 
of us in the APCS have gone through 
a similar experience! Charles grew 
up in England soon after the wonder 
of photography had begun. This book 
encapsulates his personal history of 
photography, and his life’s experience. 
This is just one of at least half a dozen 
books that he wrote, and is not surpris-
ing, as his natural gift as a journalist, 
and his enthusiasm for photography is 
clearly evident.

I had been commissioned to make a set of tri-colour nega-
tives of what was, I suppose, the most valuable picture in 
their possession: “the Mona Lisa” by…(P98).

…many bits of unusual photography, from the birds’ nests 
on the side of Yorkshire cliff s down to pictures in the sewer 
under Fleet Street,…(P104).

…the future of photography…the skill of the chemist and 
the ingenuity of the engineer may so simplify picture record-
ing that no thought or eff ort will be required to operate the 
automatons they devise. (P150). Is this prophetic? This is 
now largely realised in digital photography!

The people do not know of how much they were robbed 
when George Eastman urged them to press the button and 
leave the rest to his factory hands (151). On the other hand 
Charles, hasn’t this introduced many people to photogra-
phy? The benefi ts have been enormous, as many a serious 
photographer has begun their photographic journey as a 
result.

CAMERAS:

Later I acquired a Lancaster “Instantograph” and that 
was the fi rst real camera I owned. It was primitive but it 
worked…(P32).

On that trip I took with me an XIT quarter-plate camera with 
a Beck lens and six dark slides…(P36).

…the missing front wall. Allowed a bit nearer, I saw the fi ne 
new circular screen colour camera with the big eye of my 
20 inch Zeiss gazing pathetically across the road at the 
crowd of gaping sightseers (P54).

At most camera club meetings one will fi nd the vicar and 
always the doctor as well as the candlestick maker; all 
enslaved by their Leicas or Brownies (P117). This must be 
a universal phenomenon of camera clubs all over the world!

THE DARKROOM:

…I can brave the laughter and give to 
the world the secret of the Mutton Fat 
process: probably the only one not 
recorded in the archives of the Royal 
Photographic Society (7).

He gave me a bottle of waste collodion, 
showed me how to coat sheets of glass 
and left me to practise till I could get an 
even fi lm on a 15” x 12” sheet…(25).

Now there comes what is to me the 
most interesting of all my memories 
because I believe it places me in the 
unique position of being the only per-
son still alive who has actually seen the 
daguerrotype process being worked 
by one who learned the trick of it from 
Daguerre himself (26). Charles had 
many a unique experience, though 
many of us today have had the privilege 
of learning from talented individuals.

When I pulled the rack out of the water 
next morning there were six pieces of nice clean glass to 
represent my strenuous day’s work at the top of an Egyptian 
temple (43).Something we as photographers have all expe-
rienced to a greater or lesser degree, like turning on the 
room lights having forgotten to reseal the photographic 
paper, or accidently opening the back of the camera with-
out rewinding the fi lm.

I consider this little book to be a piece of photographic his-
tory, collectable in its own right. It places Charles Duncan’s 
time in an historical perspective, and we can enjoy, in detail 
and depth, a highly entertaining cameo of an interesting 
life. With a preface by Percy W. Harris*, its twenty three 
chapters and 155 pages include a useful index. It may take 
a little patience to procure a copy, as there are a limited 
number available on the web.

OTHER BOOKS BY CHARLES DUNCAN:

Amateur Photography
Photography in Natural Colour
Colouring photographic prints
Photography in Radiography
Miniature Camera Manual

*Percy W. Harris was a prolifi c writer and editor of numer-
ous photographic books and magazines in the mid-20th 
century.

A Photographic Pilgrim’s Progress                             Leigh Harris
‘Being the adventures of an itinerant photographer among cameras, cabbages and kings’ 
A review of a vintage book by - Charles Duncan - Focal Press - fi rst edition 1954 - hard cover - 155 pages
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The Zeiss Ikonette reborn                                                        Michael Parker

What do you buy your 15-year old sister for her birthday 
at the beginning of the swinging 60’s when your interests 
relate to photography and your sister’s are pretty much 
undiscovered country?  Enter the Zeiss Ikonette.

It looked almost brand new, peeking coyly from a back shelf 
in the Camera Specialist store in Sydney. What more could 
a girl want? Powder blue, a curvy shape, a colour matched 
leather carrying strap, a feminine diminutive name and with 
one big lever to do almost everything. Never mind that the 
level of automation for exposure and focusing was zero. 
That could be dealt with by a few chats on average light-
ing conditions, depth of fi eld, hyperfocal distance. And of 
course, circles of confusion.  The deal was sealed.

The first Ikonette of 1929 is a neat little 127 folder. An 
unpretentious camera, it sports an f9 Frontar meniscus 
lens, simple refl ex fi nder, three click stops to f32, a focusing 
arrangement for 6 feet or infi nity and a single speed two-
leaf shutter. This Ikonette is a reduced specifi cation version 
of the Goerz VP Tengor brought to the Zeiss Ikon consor-
tium in 1926. Together with the low-specifi cation cameras 
Bobette and Piccolette brought in by the other merger part-
ners Ernemann and Contessa-Nettel, it rounded out a trio 
of low-cost Zeiss Ikon cameras. Apparently there was also 
a ladies model (504/12) of the Ikonette with black leather-
cloth covering.

The second incarnation of the Ikonette about 30 years 
later is weird. To my knowledge, it’s the only departure by 
Zeiss (barring some recent aberrations with Sony), from 
the tried and true black and silver old reliables. The full 

catastrophe included a blue/
grey leather case but mine 
came with only a huge lens 
cap. This cap cleverly cov-
ers the viewfi nder as well to 
ensure that the purchasing 
demographic targeted by 
Zeiss could tell that it had to 
be removed before the deci-
sive moment.

The large lever falling to the 
operator’s right hand has 
several functions. On its 

long stroke, it winds the 
35mm film, advances 
the f rame counter, 
cocks the Pronto shut-
ter and removes a red 
“not ready” indicator 
in the viewfinder. The 
following short stroke 
releases the shutter. 
While numbers of ear-

lier cameras (Werra, Tenax, Vitessa) used a front rotary 
or vertical movement to cock the shutter and advance the 
fi lm, the incorporation of a shutter release function as well 
was rare. Perhaps Zeiss modelled their system on the 
English Agimatic which was on the market in 1956, two 
years before the Ikonette’s debut in 1958. This more com-
plex mechanism while perhaps facilitating rapid shooting, 
has turned out to be inherently less robust than that of the 
average 35mm camera of the time.

The specs of the 
Ikonette are typi-
cal  of  mid-range 
50’s cameras: an 
f3.5, 45mm coated 
Novar-Anastigmat 
with front element 
focusing to 3 feet 
a n d  a  4 - s p e e d 
Pronto shutter. The 
rewind knob is banished to a slot under the plastic deck to 
maintain clean lines on the top. Even the accessory shoe 
has a sprung plastic cover to maintain the flat top. The 
metal back and plastic baseplate come off  as a single unit 
and the back has plastic pads to hold fi lm and cassette 
in place, compensating internally for the external kidney-
shape. The camera sold in Australia for ₤12/16/- in 1959 
and was described in Zeiss ads as a “rapid fi re” miniature. 
The BJ Almanac review of 1960 notes that “Zeiss Ikon have 
broken much new ground with the Ikonette”. Perhaps a little 
too much new ground?

Apart from the back and the lens/shutter assembly, moulded 
plastic played a major part in the construction and decora-
tive features of the camera. The downfall – other possibly 
than market penetration – was apparently a problem with 
light leaks. McKeown’s recounts that for this reason, Zeiss 
gathered and destroyed many of them. Perhaps wisely, 
Zeiss didn’t pursue this marketing concept. The Ikonette 
was quickly relegated to history and was succeeded by the 
black and silver Colora with identical specifi cations.

To give my sister her due, and from its well used appear-
ance and chips in the plastic, she did make use of the 
Ikonette from time to time over a few years. But the compli-
cated shutter/fi lm transport mechanism eventually gave up 
and the camera status changed from “user” to “collectible”.

This article was fi rst published in “Photographic Trader No 
129 - November-December 2007 © Michael Parker 2007

The old and the new Ikonettes

The 1929 Ikinette

The 1958 Ikonette with lens-cap

Back cover - moulded plastic inserts



Back Focus No.117 -  15

A couple of sub-miniatures                                               Geoff  Harrisson

Goerz Minicord
The “World’s smallest Twin Lens Refl ex camera” was made 
by Optische Anstalt C. P. Goerz in Vienna, Austria, from 
about 1951.  (This is a diff erent company from C. P. Goerz 
in Berlin that was merged into Zeiss Ikon in 1926).   

The Minicord sub-miniature takes 10x10mm exposures 
on double perforated 16mm fi lm in single or twin maga-
zines.  Styled like a small movie camera it is only 10.5cm 
high.  Nicely designed and precision made, it comes with 
some impressive features.  The lens is a fast f2 six element 
Helgor 25mm that will focus to 30cm.  At fi rst the lens mount 
was black, later it was changed to chrome.  The coupled 
refl ex viewfi nder shows a large clear image and uses a roof 
prism so that the view is upright and unreversed.  Parallax 
reference marks are included.  There is a + 4 diopter adjust-
ment on the eyepiece. The metal focal-plane shutter has 
speeds from 1/10th to 1/400th and B.  Film advance and 
shutter cocking are by one stroke of a trigger. Flash sync. 
was fi tted from 1954.  

The fi lm runs from one magazine to another and Goerz 
initially off ered fi lm by Adox, Agfa and Kodak. These single 
magazines were for 25 exposures.  They also made a twin 
magazine for 40 exposures, it was available already loaded 
or empty for darkroom loading.

There were several accesso-
ries available for the Minicord: 
a projector, developing tank, 
fl ash bracket, fi lters, lens hood, 
various cases, and a viewer 
for either strips of fi lm or slides 
that were in 25x25mm mounts 
for use in the projector. (Pic. 
5) Then there was the Minilux 
enlarger, that you could only 
use with a Minicord; the cam-
era was attached with the fi lm 
back removed so it used the 
camera’s lens. The enlarger 
came disassembled in a com-
pact wooden box which then 
became the baseboard for the 
assembled enlarger.  There 

were two print frames available to hold the enlarging paper 
for either 55x55mm or 80x80mm prints.  

Introduced about 1958 was an identical model, the Minicord 
III, its only diff erence was that it had brown covering and 
paint instead of  black.  Goerz also made some of this model 
that were gold-plated with red or green leather panels.

 GaMi 16 
Made in Milan, Italy, by Officine Galileo the GaMi 16 
(from Galileo Milan) 16 was fi rst shown at the XXXI Milan 
Exhibition in 1953.  This camera has even more impres-
sive features than the Goerz Minicord.  The lens is a 25mm 
six-element Esamitar Anastigmatic f1.9 and the shutter has 
a range of speeds from 1/2 to 1/000th  plus B and X-type 
fl ash synchronisation.   It has a built-in coupled extinction 
exposure meter as well as a coupled rangefi nder in the 
viewfi nder that has automatic parallax correction.  There is 
also a spring mechanism for combined fi lm transport and 
shutter cocking.  It must have caused quite a lot of interest 
at the Exhibition!

The camera measures 11.5 x 5.5cms and feels quite solid 
as it weighs 300 grams.  Nicely finished and having an 
exterior of aluminium alloy it is obviously a precision instru-
ment. It is designed to be used held horizontally with the 
opened cover as a handle. Two dials on the top are for 
setting shutter speed and focusing.  The dial underneath 
sets fi lm speed and aperture with a range of symbols for 
the light conditions in use.  There is a built-in yellow fi lter 

Two views of the Goerz Minicord showing
the fl ash synch (left ) and the viewfi nder (right)

Minicord fi lm wind and shutter cocking trigger
and the fold-out grip “handle”

Open back showing
focal-plane shutter and

space for the fi lm magazine

Miracord in its box with viewer for fi lm strip and slides
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that automatically adjusts the exposure when it is slid into 
position by using a small lever on the front panel. Closest 
focusing distance is .5 metre.

The viewfinder is a rea-
sonable size but shows 
the smallest picture image 
I have ever seen in any 
camera, but it has more 
information than many!  The 
view is correct for parallax 
and there is a small range-
fi nder square in the centre.  
Above the image there are 
numbers from 1 to 8, these 
are for the extinction meter.  
Above them is a narrow 
window showing the light 
condition symbols, if a tri-
pod is necessary and if the 
shutter is set on B.  This 
window will be yellow when 
the fi lter is in position.  The 
eyepiece is adjustable for + 
3 diopters.

The GaMi uses a double cartridge loaded with 16mm fi lm 
for 30 exposures. With un-perforated fi lm the image size is 
12x17mm, with perforated fi lm it is 10x17mm.  The shut-
ter is locked when the cover is in the closed position  and 
also when there is no fi lm cartridge in place.  The action of 
closing the cover tensions the spring for the shutter.  The 
shutter can be fi red three times, separately or in quick suc-
cession, before it needs re-tensioning.  Flash connection 
is cleverly made via the tripod socket when a special fl ash 
attachment is screwed in.  

Offi  cine Galileo made one of the largest ranges of acces-
sories of any subminiature camera:

• 4X telephoto (100mm) with case
• 8X telephoto (200mm) with case
• Wrist straps / chains
• Prox close-up lenses, ranging from 25 to 50 cm
• Underwater housing
• Enlarger with lens
• Developing tank, metal construction
• Viewers, with holder for fi lm strip & 50x50 slide mounts
• Film splitter cuts 16mm un-perforated strips from 

35mm standard magazines
• Spool winder loading cassettes from 100 ft reels
• Panorama device
• Stereo device
• Filters (yellow, orange, green, red, blue UV)
• Right angle fi nder
• Waist level fi nder
• Dioptre correctors
• Flash attachments
• Microlampo B-C fl ash unit with case, screws into 

attachment for fl ash
• Copy stand - a base and column, similar to the GaMi 

enlarger, plus camera holding arm and telescope 
viewer which could also be fi tted to the enlarger

• microscope adapter with viewing screen & focusing 
lens

• projection lens f1.9 / 55mm 

The GaMi was sold in a box containing the camera, case, 
cartridge of Ferraniacolor fi lm, a special cartridge to test 
the camera without the fi lm, carrying chain, instruction book 
and test certifi cate.

About 80% of the estimated total of less than 5000 that were 
made between 1953 and 1965 were exported to the US. It 
was an expensive camera in 1958 selling for US$297.50 
- more than double the price of a Minicord at US$139.50.

Top view of GaMi showing
shutter and aperture controls

The GaMi open for use (upper)
and showing the front panel (lower)

The GaMi with the back open
with a 16mm fi lm cassette.

Perforated or unperforated fi lm could be used.
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A little Japanese envelope                                                    Peter Kitchingman

I was helping APCS member, Andrew Korlaki back in 2016 
move some camera gear  to the APCS camera Auction. At 
the same time Andrew gave me some small bits of Canon 
Rangefi nder literature knowing I was a CanonRFaholic. 
Amongst the stuff  was a small empty photo packet, the sort 
of thing in pre-digital days when one was handed a packet 
of your completed photographs by the Camera shop.

The date of this transaction was 10th February 1951 and 
the customer required 4 large prints in size “B” and costing 
a 100 Yen and to be picked up at 5pm.

The name of the shop was proudly displayed at the bot-
tom of the envelope along with the address of the shop 
“3 Chome Hondori Kure Japan”. The customer’s name 
was “CATERSON”. A bit of sleuthing on the camera pic-
tured on the front indicates to me that it is either a RARE 
Canon 1950 (released in a limited number of 50 between 
August 1950 and October 1950) or it was a CANON Model 
IV released between April 1951 and April 1952. Both these 
cameras had side rail fl ash additions which can be seen to 
the right of the camera on the front.

The camera pictured on the front cover of the envelope is 
an identical illustration to that which appears on the front 
cover of the CANON IV instruction book. Peter Dechert 
mentions in his book (CANON RANGEFINDER CAMERA’S 
1933-68) that this camera is a “1950” because it has the 
company name “CANON Camera Company LTD” and not 
“CANON Camera Company INC” which the Model IV car-
ried. I would agree with Peter that the camera is a 1950.

Either CANON supplied photos of the 1950 to their agents 
to be featured on the front cover of the shop packet or 
CANON themselves printed out the packet as PR and dis-
tributed them to all their agents. I would love to fi nd a similar 
packet with a diff erent shop name to back up that theory!

During the era after the end of WWII in 1945, the occupa-
tion forces under the under the guide of General Douglas 
MacArthur who was head of SCAP (Supreme Commander 
of Allied Powers), designated those certain parts of Japan 
which were to be governed by other countries who had 
been involved in the confl ict. The Commonwealth contri-
bution of 40.000 personnel from Australia, New Zealand, 
United Kingdom, and India who were some contingents  
were consigned to the city of KURE which was a former 
Japanese secret naval base in the prefecture of Hiroshima 
on the south coast of Honshu.

I have been in contact with an ex-Canon Inc executive, 
Hayato Ueyama for many years and have been corre-
sponding via snail mail and then emails regarding the 
history of the early days of the Seiki-Kogaku CANON com-
pany. Hayato is an expert on these early years and wrote 
an all-Japanese language book named “CANON”. Not that 
I can read Japanese but the illustrations and charts in the 
book were a valuable source of information!

In one of Hayato’s emails last year he happened to mention 
that his father Kazumitu Ueyama owned a camera shop 
in KURE CITY which was opened in 1947 where many 
Australian soldiers would drop off  fi lm to have it developed 
and printed. The shop’s name was ‘POPEYE”. 

That jogged my memory back to the small envelope I had 
in my collection. So, I dug it out and sure enough it had the 
name of the shop and the city name “KURE” on it. I did a 
quick scan of the envelope and sent it off  too Hayato? He 
replied almost immediately stating that this was his father’s 
shop and asked how had I come by the envelope as he 
had never seen an actual envelope from those days? I told 
him how I acquired it and why it ended up in Australia via 
some Aussie Soldier named “Caterson” who had been part 
of the B.C.O.F. (British Commonwealth Occupation Forces) 
during the occupation of Japan after 1945. As a young 5yr 
old child Hayato can remember these tall-khaki-dressed 
Australian soldiers coming and going from his father’s shop. 

Hayato has since sent me a photograph of his Fathers shop 
from 1950 along with a certifi cate from CANON COMPANY 
LTD stating that his father Kazumitu was now an offi  cial 
agent licenced to sell Canon cameras to the B.C.O.F sol-
diers at duty free prices. Basically, the shop became a 
suburban PX store.

Incidentally, the CANON camera model selling at that time 
was the model IIB (1949-52) with the MIOJ mark (Made 
in Occupied Japan) on its baseplate along with several 
CANON SERENAR marked lenses.

What are the chances after a 70yr gap of linking up two 
people living in diff erent countries 1000s of kms apart and 
one of them has a small unremarkable envelope that was 
from the other person’s father’s shop…million to one?  Mind 
boggling!

I have since posted the original envelope off  to Hayato.

The 1950 photo of the POPEYE shop,
and the offi  cial agent certifi cate.
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The developer was coloured red, so the ortho fi lm could be 
developed without being in the dark, although, as the the 
instruction sheet says, it should be used “in the place as 
gloomy as possible”. The fi lm sheath was immersed face 
down in a fl at dish of developer and the slide removed. 
“Important, not to let the fi lm container fl oat up on the sur-
face of the water. Hold the back of it with fi nger or small 
stick”.  Developing time was one minute, then the sheath 
was placed in another dish containing the green fi xer solu-
tion. After another minute the sheath was pulled away and 
the piece of fi lm left until it did not look milky - about three 
minutes. Then wash and pin up to dry. 

To make your little contact print the negative, together with 
a piece of printing paper “in a dark place” is placed into 
the printing frame. It was then exposed by holding it about 
6 inches from a light bulb for 5 seconds. It could now be 
developed “until the taken appears” (about one minute) and 
fi xed using the same chemicals as before. The entire pro-
cess is helpfully illustrated on this instruction sheet.

Extra items were listed for the Baby Camera (1931 prices): 

•   a dozen fi lm, ¥0.50;  
•   a bottle of developer, ¥0.30;
•   a bottle of fi xer, ¥0.20; 
•   two dozen printing papers, for artifi cial light, ¥0.15;
•   one dozen printing papers, for natural light, ¥0.30.

These inexpensive little cameras with their unique home 
processing feature must have become quite popular, as a 
variety of Yen cameras were marketed in the period 1931-
1941. Most of them were small box cameras, with and 
without a viewfi nder. They were all very alike, some were 
diff erent only in their nameplate. At least three brands were 
made for export: the Baby Camera, the Best Camera and 
the Super Camera all had instructions printed in English.  
McKeown lists almost 40 Yen camera names! 

Later in the 1930s a few manufacturers were off ering cam-
eras with an Instant shutter as well as Bulb with some 
having two viewfi nders for horizontal and vertical use. They 
were mostly priced from ¥3 to ¥7. There were also some 
folding bellows style cameras off ered.  Tougodo made at 
least six diff erent models, some with a larger image size of 
5x7cm and costing around ¥15.  They also made a pseudo 
TLR and an SLR with its mirror acting as a shutter.  

Manufacture must have continued for a while after WWII 
as McKeown states that cameras have occasionally been 
found with the “Made in Occupied Japan” marking that was 
required on products made for export during 1947- 49.

Japanese “Yen” cameras                                                 Geoff  Harrisson

In 1930 the Japanese company Tougodo manufactured a 
small box camera that sold for only one Yen. It was called 
the Tougo (Togo) camera and was named after Admiral 
Togo Heihachiro who defeated the Russian fl eet at the bat-
tle of Tsushima in 1905. The Admiral gave the company 
permission to use his name after they approached him, 
because the Navy did not approve. 

The Tougo’s selling features were the low price, and that 
the user could conveniently develop and print their own 
photographs using the supplied fi lm and processing items. 
Camera distributors were approached, but refused to sell 
the Tougo camera which they considered a mere toy, so 
the company bought various shops in the country for direct 
selling, and used toy, clock and radio shops as authorised 
dealers. As the fi lm could be developed in daylight, sell-
ers of Tougo cameras used to demonstrate the process in 
the street in front of their shops, washing the negative with 
ether and using an electric fan to speed up the washing 
and drying steps. “No-need-darkroom” was a line used in 
several advertisements and instruction sheets, it was also 
printed on the front of one of the later folding cameras. 

Similar little box cameras were soon off ered by other mak-
ers and became known as “Yen cameras”.  A typical one 
is the Katei made by Shashin Bijutsuin in 1931.  It’s quite 
a small camera measuring just 7cm x 8cm x 5cm and is 
made of  wood with a textured paper covering. As well as a 
tiny refl ecting viewfi nder it has a ground glass screen in the 
back for direct viewing. Both ways of viewing give a fairly 
dim image that would be diffi  cult to see even in bright out-
door light. The simple fi xed focus lens had no diaphragm. 

The Yen cameras were mostly sold as a kit with all the nec-
essary items to develop and print the photographs: as well 
as fi lm there was a printing frame, printing paper, devel-
oper, fi xer and an instruction leafl et. 

The fi lm packet was a single piece of fi lm held inside an 
opaque paper sheath with a slide, it made a negative about 
3x4 cm. The sheath was inserted into the slot in the cam-
era and the slide drawn out before making an exposure. 
The instruction sheet for the Baby Camera gives a range 
of recommended shutter speeds outdoors from 1/10th to 1 
second. It would not have been easy to achieve those shut-
ter speeds accurately as the shutter on most Yen cameras 
was just a “Bulb” setting. The instruction sheet for a Tougo 
camera states exposure times are from 1/10s to 7 seconds, 
and advice is given on how to obtain short exposures by 
hand: for example “1/5s should be obtained by pressing 
and immediately releasing the shutter button”.  

Views of the Katei - with a hand for perspective (left)
in its box with a developing kit (centre)

and rear with loaded fi lm (right)

Film sheaths, printing and pro-
cessing items (above). Process 

and exposure guide (right)
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Part 1 from APCS Newsletter No 1, April 1976 
and Newsletter No 2, July 1976
It was only natural that once motion pictures became a real-
ity many amateurs would want to try their hand at this new 
branch of photography.  The 1 3/8” wide fi lm with its 1” by 
¾” image area and rows of perforations along each edge 
(ie 35mm) was quickly adopted as the standard of Edison 
Gauge but it was expensive to use, particularly as the neg-
ative-positive process was the only one known at that time.  
Various methods were devised to cut costs for amateurs, 
mostly by using the fi lm split down the middle (17.5mm), but 
none had more than temporary popularity. Apart from cost, 
the other serious deterrent to home movies was the highly 
infl ammable nature of the nitrate-base fi lm.  The danger 
was quite high with the types of illuminants then commonly 
used as electric lighting was mainly confi ned to the larger 
towns.  Another deterrent was the lack of prints of commer-
cial fi lms in the non-standard fi lm gauges.

Although these factors of cost and safety severely limited 
amateurs, nevertheless many did take up this new medium.  
As well as those who fi lmed and screened their own mov-
ies there were those who projected the commercially made 
fi lms in their homes and some manufacturers produced 
machines of lighter construction for home use.  The market-
ing arrangements in the early days of the cinema resulted 
in the establishment of fi lm exchanges from which the com-
mercial exhibitor could hire programs.  Films that had done 
the rounds of the cinemas were often sold cheaply and 
while the use that they’d had made them no longer suit-
able for pubic screening, such fi lms would still be suitable 
for the smaller screen and lesser illumination of the home 
projectors.

A safety-base acetate fi lm was developed in 1909 but did 
not win favour with the motion picture industry for a number 
of reasons including its poor dimensional stability.  It was 
suitable however for the much less demanding require-
ments of home and educational movies and some use was 
made of it for these purposes on 35mm fi lm.  The element 
of risk still remained though since there was nothing to pre-
vent nitrate-base fi lms also being used.

In France the fi rm of Pathe Freres commenced the design 
of a system that would be safe.  Pathe was well placed to do 
this as it was then the world’s largest maker of motion pic-
ture equipment and fi lms and had a network of subsidiary 
and affi  liated companies throughout the major centres of 
the world.  As well as feature fi lms, the production included 
the newsreel and interest fi lms that formed a part of most 
programs, and a unit had been formed to make scientifi c 
fi lms.

The design criteria followed by Pathe were for a projec-
tor that would not use a standard (infl ammable) fi lm, be as 
mistake-proof and possible, be able to be used anywhere 
safely, and be portable.  The result was the K.O.K. projector.  

Pathe and the home cinema                                                       John Minnis

John Minnis was the original magazine editor of the APCS, and had an interest in 9.5mm cine equipment.  A result 
was extensive articles that focused on the 9.5mm format, and an independent article on a couple of oddities of that 
era – combined camera-projectors.  Inevitably the story of 9.5 is also a story about Pathe, and other features of Pathe’s 
development are included in this republication of John’s work.  New illustrations have been included.  A further part was 
to have been included the post-WW2 era but sadly that did not eventuate.

It introduced a new gauge – 28mm – large enough to give 
a reasonable size image but incompatible with the nitrate 
fi lm gauge.

The nominal image size of the new film image was 
15x20mm at a pitch of 15mm.  The perforations diff ered on 
either edge of the fi lm, one per frame on one side and 3 per 
frame on the other side to prevent incorrect threading of the 
projector - something that occurred commonly with 35mm 
fi lm.  The new format was patented by Pathe throughout 
the world.

Safety considerations had ruled out illuminants other than 
incandescent lamps but electricity supply was by no means 
widespread and the accumulators then available were 
not suitable for unskilled people.  Almost all projectors at 
that time were manually operated so the Pathe designers 
solved their lighting problem by incorporating a magneto 
so that the hand-cranking of the projector to transport the 
fi lm also generated the electricity for the 6 volt 0.7 amp 
“half-watt” lamp.  (The term “half-watt” derives from the 
practice of rating the lamp at higher than designed voltage 
to give increased brightness of one candlepower per half-
watt.  2022 note – that practice was appropriate back then 
but today the light output from the latest solid-state devices 
that might be used is vastly higher – maybe by a factor of 
100 times if engineered properly.)  The magneto contained 
a limiting device to control the voltage to the appropriate 
level.  Construction of the K.O.K. was based on a cast alloy 
central frame to which all of the mechanism was fi xed and 
this frame was mounted on a large wooden baseboard over 
which the cover was clipped.  Extensive use was made 

The K.O.K. 28mm projector 
introduced a fully selfcontained sysetm that addressed most 
of the issues of safety that had plagued earlier systems - and 
remarkably included a generator to light the lamp when the 

transport wsas cranked by hand
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of casting in the K.O.K. and the alloy used was based on 
aluminium to give stability without excessive weight, in 
keeping with the need for portability.  Reel capacity was 
about 240ft of fi lm to give 5 minutes screening – equivalent 
to 300ft of standard fi lm.

The intermittent motion was imparted to the fi lm by a claw 
which rode back on the fi lm on its return stroke and a single 
shutter blade obscured only the fi lm shift.  Although pre-
sent, fl icker was not unacceptable due to the low level of 
the illumination.

With the introduction of the K.O.K., Pathe also printed a 
large number of 28mm fi lms from their extensive stock of 
35mm fi lm.  Reprinting was a straight step-down with no 
image lost.

Houghton’s Ltd were the British agent initially and their 
advertising of 1913 stated “you have the advantage of 
being able to choose your own subjects from the large 
selection of fi lms comprised in the Pathe list.  A moder-
ate subscription enables one to have a complete 2 hours 
entertainment which can be changed twice weekly.”  The 
complete projector with a 31” by 23” screen and cleaning 
outfi t cost £12/12/- and fi lms could be purchased at two-
pence per foot.  Note that the screen size was that of a 
moderate TV screen today – a probable result of the very 
low light level.

For an extra £1/15/- Houghton’s also provided a battery 
attachment to enable stills to be shown – “it thus allows 
any given picture in the series being examined as though it 
were an ordinary lantern slide.”

The list of fi lms contained not only those for home enter-
tainment but also many of educational value and the K.O.K 
was actively promoted to the various education bodies in 
many countries.

The 28mm camera looked much like other movie cameras 
of its era and was designed to be hand-cranked on a tripod 
as were all but one of two of its contemporaries. Like the 
projector, it contained some interesting features including 
a visual indicator to show when the correct turning speed 
had been reached.

The camera body was of wood, leather covered, with a 
hinged front panel for access to the lens and a rear cover 
which opened upwards for full access to the entire film 

compartment.  Supply and take-up reels were in enclosed 
drums to permit daylight loading and these drums were 
clipped onto a column fi xed to the base of the camera.  A 
spring belt from the main mechanism drove the take-up reel 
backwards.

The main mechanism was mounted on a cast aluminium-
alloy centre plate which divided the fi lm compartment from 
the front section.  On the rear of this plate were the fi lm 
gate and the upper and lower fi lm sprockets.  Velvet cov-
ered pads held the fi lm in engagement with the chain-driven 
sprockets which were symmetrical with 3 teeth per frame 
on each edge.  The negative fi lm therefore had perforations 
at 5mm pitch along each edge but the matter of incorrect 
threading didn’t apply with the camera.

The side-by-side reel arrangement required a partly twisted 
lower loop and a velvet covered guide started the fi lm in 
this loop as it left the gate.  Intermittent motion was given 
by a claw pull-down with a single claw on either side of the 
fi lm.  A double cam oscillated the claw frame on its vertical 
guides, extending the claws on the pull-down stroke and 
withdrawing them on the return stroke.  A similar system 
was used in the later 9.5mm Pathe-Baby projector.

In the front section of the camera the driving shaft was 
geared to the claw and shutter mechanism and to the chain 
drive for the sprockets. A supplementary gear train oper-
ated both the footage counter and the centrifugal actuator 
of the speed indicator.  A punch for marking the fi lm could 
be operated by a knob on the side of the front section.  On 
top of the camera the viewfi nder comprised a front diverg-
ing element with cross-lines and a rear peep-sight.  Near 
the front fi nder lens was a pair of bubble levels.

The lens, a 45mm f4.5 Special Cinema Anastigmat in a 
helical mount carried no focusing scale.  Set at its hyperfo-
cal distance for normal use, it could be critically focused 
if a screen was applied to the film gate from the film 
compartment.

The camera dimensions were width 6”, length 12”, height 
9¾“ and the weight just exceeded 15 pounds – defi nitely 
for tripod use!

Minor design changes can be seen in diff erent examples 
of the projector and a motorised version is depicted in 
the Sheffi  eld Photo Company’s advertising of 1915.  The 

The 28mm fi lm was perforated one per frame on one side and 
3 per frame on the other - a guide to correct loading in the 

projector (shown in this detail of the K.O.K.)

The Pathe 28mm camera
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1914-18 war however severely restricted markets and seri-
ously curtailed production in favour of the military needs 
of France thus preventing the K.O.K. from reaching its full 
potential in home and school.

Willard B. Cook introduced the K.O.K. to the United States 
in 1913 and registered the name Pathescope there.  
Following the initial imports of the French projector he then 
began assembly from French-made parts and when sup-
plies dwindled as a result of the war, Cook undertook the 
American manufacture of a 28mm projector based on the 
K.O.K. but incorporating several of his own improvements.  
With strong promotion in the educational fi eld this machine 
sold well and was later named the “Popular”.

Cook introduced the “Premier” 28mm projector in 1918 and 
this was an electrically operated model with provision for 
stills.  An American designed 28mm camera was also made 
and marketed by Cook. This enabled both the taking and 
projecting of safety fi lm on a commercial scale and part of 
his promotion of 28mm was a scheme to supply camera-
men to make fi lms for industrial users.  Toy projectors for 
28mm fi lm had appeared on the market in the USA too, 
from such makers as Cummings.

In 1918 the Society of Motion Picture Engineers in America 
adopted a 28mm gauge as the standard safety fi lm but it 
was based on the Victor symmetrical perforations.  (In 1920 
however the Victor Company marketed a “Home Cinema” 
projector designed for the Pathescope fi lm.)

By the time hat Pathe’s full production capacity was again 
available for peace-time pursuits a new discovery had been 
made about reversal processing.  This method of obtaining 
a positive without the intervening negative had been known 
since 1899 but the important fi nding which was to greatly 
aff ect amateur movies was that the process was capable of 
yielding a signifi cantly improved image quality.  Eff ectively 
home movie defi nition could match standard 35mm cine 
fi lm using only one sixth of the image area.

In 1919 the Pathe designers turned their attention to the 
development of a new small gauge to be based on reversal 
processing and this was the beginning of the end for 28mm. 
No further work was carried out on it as an amateur gauge 
by Pathe although fi lms continued to be printed down to 
28mm for both home and school use.

The appearance of the Pathe 9.5mm gauge in late 1922 
and that of Kodak’s 16mm in early 1923 finally brought 
together the twin requirements of safety and economy in 
the form of narrow-gauge reversal processing for home 
movies.  Pathe, with their new gauge off ered the option 
of user processing or returning fi lms for processing while 
Kodak off ered only the latter method.  Their advertising 
emphasised “your own fi lm returned” marking the end of 
the negative-positive process for the home movie maker.

Kodak established their own 16mm film library in the 
USA and engaged Willard Cook to run it in 1924.  The 
Pathescope 28mm fi lm library survived for only a short time 
afterwards in New York before it was closed.

Education departments in Australia had seen demon-
strations of the K.O.K. given by Pathe representatives in 
1914, and in Victoria at least, authorities accepted it as 
a teaching aid.  The Herschell Film Laboratories became 
Pathe agents and carried out local processing of 28mm 
fi lms.  During the 1920s, the gauge enjoyed a measure 
of popularity such that when Pathe were phasing 28mm 
out as a home movie gauge following the introduction of 
9.5mm, Herschells are reputed to have met the demand for 
entertainment fi lms by making 28mm prints of some of the 
American feature fi lms that they were handling.  A 28mm 
fi lm is reported to have been made in 1922 for the Victorian 
Education Department entitled “Fifty Years of Education 
in Victoria” one scene of which showed the massed chil-
dren’s pageant at the Melbourne Cricket Ground.  Extracts 
from 28mm home movies were copied for inclusion in a 
fi lm made in recent years to show the history of the State 
Electricity Commission and it is likely that somewhere in the 
Government archives are buried fi les detailing the early use 
made in this country of 28mm fi lm as an education medium.

Note: It has not been possible in the research for this article 
to establish priority for the idea of a magneto or dynamo 
to provide the illumination for a projector as it is manually 
cranked but the London fi rms of Gamages and Benerfi nks 
showed in their catalogues of 1912 amongst the juvenile 
lanterns a machine for projecting standard cine film in 
which the light is supplied from an inbuilt dynamo as the 
handle is turned.

Focus on 9.5 amateur cinemaphotographers
The signifi cant step forward for amateur cinematography 
began when it was discovered that reversal processing was 
capable of yielding a suffi  ciently improved image quality to 
make narrow-gauge movies practicable.  The main prob-
lem – high cost – could now be attacked in two ways – a 
smaller image area would allow a narrower fi lm while still 
achieving a satisfactory projected image on home screens 
and the reversal method would eliminate the need for an 
intermediate negative.

The approach by the two fi rms engaged in developing ama-
teur movie system was as diff erent as their background in 
cinematography.  Kodak had the most extensive experience 
in the manufacture and supply of cine fi lms but hadn’t previ-
ously made any taking and projecting equipment.  Pathe 
on the other hand had been the world’s largest maker of 
motion picture apparatus for commercial, educational and 
home use and had also been the world’s largest producer 
of motion pictures for all types.

Knowing that the amateur interest lay not only in taking and 
screening personal movies but also in showing in the home 
fi lms that had appeared in the cinemas, Pathe’s designers 
set out to develop a fi lm gauge and apparatus that would 
be most compatible with these desires.  In selecting a fi lm 
format the concept of reduction printing from 35mm was 
adopted.  This required that the width and height of the 
image should be in proportion to those of the 18x24 of the 

Chart of cine frame sizes for cameras and projectors
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standard cine fi lm, while the reversal process allowed the 
image area to be only one sixth of that of the 35mm fi lm yet 
still give excellent screen defi nition.  By using a 35mm wide 
fi lm with modifi ed sprocket holes it was possible to print 
3 images side by side on it so that, when the sprocketed 
margins were trimmed off  and the remaining triple print slit, 
3 prints were obtained, each being 9.5mm wide and having 
an image area of 8.5x6.5mm.

Successful factory demonstrations were carried out in 1921 
and the design and development of the taking and project-
ing equipment was commenced.  A single centre sprocket 
hole on the frame-line was decided upon despite the fact 
that a projector malfunction could in some cases cause the 
image to be damaged by the fi lm claw.  By contrast the 
Kodak designers merely selected an image area that was 
about one sixth that of the standard cine fi lm, a sprocket 
layout that was patterned on that of the standard fi lm and 
a fi lm width that was not half that of 35mm to avoid the 
likelihood of the infl ammable nitrate fi lm being slit down the 
middle.  This resulted in the 16mm fi lm gauge.

The new 9.5mm fi lm gauge was announced by Pathe in 
Paris late in 1922 with the unveiling of the Pathe Baby 
projector and printed fi lms of a number of subjects.  The 
projector was quite unlike any other and the Pathe design 
team, headed by Louis Didier had incorporated a number 
of unique features.  For a start the 8.5metre lengths of fi lm 
were contained in closed reels, one end of the fi lm being 
secured to the inner core and the other protruding from the 
curved opening of the reel.  Thus there was no threading of 
the projector to be done – the enclosed reel being clipped 
into place in the holder on top of the projector and the free 
end of fi lm placed in the gate of the projector.

Hand cranking (which was usual for home movie projec-
tors and for some still in use at the cinemas at that time) 
then transported the fi lm via a single-claw pulldown into the 
enclosed glass fronted take-up chamber above the base of 
the projector.  However an unusual thing happened when 
the film title appeared on the screen.  The film actually 
stopped in the gate of the projector for about 3 or 4 seconds 
so that the title could be read – for the title only occupied 
one frame of the fi lm!  A notch cut into the edge of the fi lm 
caused the claw to disengage so that the fi lm remained 
stationary in the projector gate for 7 turns of the handle until 
the internal mechanism re-engaged the claw and normal 
projection resumed.  At the end of the fi lm (or at any time 

for that matter) the hinged fi lm gate which carried the lam-
phouse could then be opened and the fi lm quickly wound 
back into its enclosed reel by means of a little rewind han-
dle in the reel holder.

Lighting was provided by a 20 volt 10watt lamp supplied 
from a resistor in the base of the projector.  This resistor cut 
down the 110 volt AC or DC supply for which the machine 
was designed.  Note by RR – 2022 – John Minnis describes 
and additional resistor enclosed in a tubular mesh sleeve 
for use on higher voltages but there were probably several 
alternatives used over the years…  However 20 volt and 18 
volt lamps were available with slightly diff erent bases, and 
examples exist of a small transformer that provided 18 volts 
directly bypassing the resistor in the base.

The projecting lens was a 32mm f3.5 unit focused by a 
lever which protruded near the top of the projector.  Screen 
illumination was not bright, although adequate for a small 
picture by the standards then prevailing.

As with its predecessor, the K.O.K., the Pathe Baby projec-
tor made use of a number of aluminium alloy castings in 
its construction and this resulted in its being as robust as 
it was well made.  The pull-down claw was actuated by a 
double cam giving the claw its vertical travel and withdraw-
ing it from the fi lm on its return stroke.  The fl ywheel shutter 
had two thin “fl icker” blades and a thicker blade to obscure 
the fi lm shift.

The companion 9.5mm camera was fi rst tested in January 
1923 but it didn’t make its public appearance until December 
of that year when it was introduced with Pathe’s Reversal 
Ortho Film.  This was about 12 months after the projector’s 
debut and the delay was due on Pathe’s part to provide for 
user processing in addition to their laboratory service.  New 
formulae and techniques were also required to minimise 
any hazards to home users from certain of the processing 
chemicals.

The Baby Cine Camera – as it was named – was designed 
by Arthur Newman (of N&G fame) and it was a marked 

A few fi lm comparisons - the 17.5mm fi lm was also used with 
several double perforation arrangements

The Pathe Baby 9.5mm projector
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contrast in size to the larger format instruments, although 
still hand cranked.  The slim – almost pocketable camera, 
fi tted with a 20mm f3.5 lens of fi xed focus and the folding 
viewfinder consisted of a front frame and a rear peep-
sight.  The footage counter was calibrated in units of 100 
frames (2.5 feet).  Embossed into the leather around the 
handle was the instruction “2 turns per second”.  With 7 
frames advanced per turn this gave an operating speed 
of 14 frames pers second to match the projection speed 
and gave a compromise between economy and projection 
fl icker.

Film for the camera was contained in a “charger” (now com-
monly called a cassette) the Bakelite body of which had 
light traps mounded in where the fi lm left and re-entered it.  
The couple of inches of fi lm outside the charger formed a 
loop to be placed in the gate when the camera was being 
loaded.  The fi lm gate opened as the camera was opened 
and closed as the camera was closed.  The leader had elon-
gated sprocket holes to ensure engagement of the claw.  As 
with the projector – threading had been eliminated.

For home processing the necessary chemicals were sold 
in measured quantities in small glass tubes and the Pathe 
developing outfi t consisted of two nesting tanks and a fi lm 
rack and its associated fi ttings.  To wind on the 9.5 fi lm the 
rack was pivoted between two supports which clipped one 
side of a tank.  The rack was slowly rotated and the fi lm fed 
onto it until one layer fi lled the width of the rack.  Spacing 
pieces clipped onto the rack then allowed another layer 
to be wound on, after which the procedure was repeated 
for the fi nal layer and the rack could be placed in the tank 
for processing to commence.  Because the fi lm stock was 
orthochromatic the winding operation could be carried 
out under a red safelight.  Home processing proved only 
moderately popular and Pathe found that most users pre-
ferred to return their exposed fi lms to the Pathe processing 
laboratories, where the commercial processing allowed for 
controlled fi rst development time to compensate for over 
and under exposure thus giving the user a fi lm of consider-
able latitude.

It is interesting to note that this method of reversal process-
ing with controlled fi rst development time persisted until 
well into the post-war years when it was felt that the wider 
use of colour fi lm made it preferable for users to become 
used to exposing correctly rather than depend on the pro-
cessing laboratory, since colour fi lms did not allow for any 
processing compensations.

Processed fi lms were returned in 30ft enclosed reels ready 
for projection and the fi lms printed by reduction from 35mm 
were available for sale or hire in the same sized reels.  The 
fi rst 97 of those reduced fi lms were released each com-
plete in one 30ft reel but numbers 98 to 129 were  the 32 
parts of a religious story “La Vie de Jesus”.  The practice 
of allocating consecutive numbers to the parts of multi-reel 
fi lms continued into the 300s, when the policy was adopted 
of allocating 1 number per title and this number was fol-
lowed by the part number in the case of multi-reel fi lms.  
In almost all cases the dramatic and comedy fi lms were 
edited versions (sometimes quite drastically cut) of the 
original releases.  As well as the dramas and comedies 
and the cartoons of the cinema, the Pathe catalogue also 
listed a wide range of travel, documentary, general interest 
and educational fi lms, and many of these early titles were 
also issued in English versions for October 1924 when the 

subsidiary fi rm Pathe of France established an offi  ce and 
processing plant in London and commenced the distribu-
tion of the Baby camera, projector and 9.5 fi lms.

The popularity of the Pathe Baby is clearly shown by the 
fact that by 1925 more than 850 fi lm numbers representing 
over 1,200 of the 30ft reels had been issued since the fi rst 
– “Performing Dogs” in 1922.  Some of these early 9.5 fi lms 
were in Pathecolour, the process Pathe had introduced in 
1907 by which colours were printed onto the fi lm through 
photographically prepared stencils.

Very few of the Pathecolour 9.5 fi lms were issued in English 
prints, most of them having been discontinued before dis-
tribution started in Britain, and others which had fi rst been 
released in Pathecolour were released as English prints in 
black and white.

By 1925 the need for reels of larger capacity than 30ft was 
obvious and a new model of the Baby projector was intro-
duced which would accept 60 ft enclosed reels as well as 
the existing 30 ft ones.  Other changes to the projector were 
the inclusion of a hinged arm in the lower fi lm chamber to 
assist the longer length of fi lm to take-up and the replace-
ment of the round knobs of the fi rst model with fl at knobs on 
the winding handles, The 30ft fi lms continued to be issued 
and longer fi lms were released in both 60ft and 30ft multi-
reel versions.

At this time in France an attempt was made to relate num-
ber groups to subject matter classifi cation but with time, 
lapses to the adherence to this scheme became evident.  
The ensuing years saw the full fl owering of the 9.5 notched 
title fi lms and many of the popular movies of the past dec-
ade were issued for the Pathe Baby.

A motor-drive fi tted to a standard Pathe-Baby
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The yar 1926 saw the motorising of both the Baby camera 
and the projector by means of attachment motors.  In the 
case of the camera the user had the choice of either the 
Pathe Motrix, a 2 pound clockwork motor which exposed 
10ft of fi lm with each winding, or the Swiss-made Camo, 

which could expose a full charger of 30ft with one wind but 
which weighed 11 ounces more.

The type R motor-drive for the Baby projector comprised 
two units – the motor itself on a pressed metal base which 
mounted to the front of the projector base and a variable 
resistor encased in a tubular mesh to plug on at the rear 
and act as a speed control.  The 110 volt 0.3 amp motor 
required an additional resistor for use on mains of higher 
voltage and a double resistance unit met this need, one part 
being for the lamp and other for the motor.  Two versions 
were sold, the more elaborate having an ammeter to check 
the lamp current.

With the motorised projector and the need for a more posi-
tive pull-down of the fi lm came a new model DM projector 
with a double claw.  Conversion of earlier models was advo-
cated by Pathe and they and their agents modifi ed many of 
the existing single claw machines.

By this time 9.5 had become well established in many coun-
tries throughout the world.  As well as Britain and most of 
Europe, the Baby was familiar in some of the North and 
South American countries, where it had been introduced 
in 1924.  A 1927 marketing campaign in the USA promoted 
Pathex “motion pictures for the home” – this name being 
chosen for the Baby because of the earlier registration of 
Pathescope by Willard Cook for 28mm.  Pathex projectors 
were available as hand-cranked or motor-driven models, 
the latter having the motor mounted onto the main body 
of the projector by a bracket.  The Pathex fi lm catalogue 
listed quite an extensive range, the comedies, dramas and 
sporting fi lms being almost entirely American productions 
and most of the fi lms were 60ft single and multi-reel prints.  
Travel and interest subjects were mainly of French origin, 
retitled for the US market, and not always identical with 

releases of the same title for Britain.  The cost advantage 
that 9.5 enjoyed in other countries didn’t apply in the USA 
where 16mm had become established and several manu-
facturers were making equipment there to cater for buyers 
in various price ranges.

There was nothing to compare with 9.5 in France and an 
ever-growing list of fi lms brought users a great number of 
the movies that had only a short time before been screened 
in the commercial cinemas. Many of the epics remained 
feature-length fi lms in their 9.5 versions – albeit in many 
reels.  Among them were “Les Miserables” in four parts, 
each 12x30ft or 6x60ft  reels and Abel Gance’s “Napoleon” 
in 10 parts – each 5x60ft reels.

The original concept of the Baby projector as a simple-
to-load machine was thus outmoded for those users who 
wanted to show the longer-running commercial films, 
although still very popular for the screening of 30ft personal 
films.  To satisfy both demands Pathe devised a Super 
Attachment to enable 300ft reels to be projected on the 
Baby.  This was introduced in 1928 together with their super 
reels of 300ft capacity.  By this time, although 30ft enclosed 
reels were still being released, all multi-reel fi lms were on 
the 60ft reels so that with Super Attachment and Super 
reels all new printed fi lms issued were for a time in two ver-
sions – either as 300ft or 5x60ft reels.  The Super reels had 
an identifying prefi x “S” with their catalogue number.

Because the Baby projector had been able to dispense 
with sprockets and rely simply on the claw pull-down for the 
short fi lms for which it was designed, it was necessary to 
arrange alternate means of controlling the supply and take-
up reels.  The motive power for the lower reel was supplied 
by a belt drive and a slipping pulley in the conventional 
manner and in addition, a brake arm which was controlled 
by the lower “loop” prevented take-up from pulling directly 
onto the fi lm in the gate.  A similar brake arm also controlled 
the rate at which the fi lm was released from the supply reel.  
To permit the take-up reel to be mounted on the front of the 
machine a rear-mounted motor, fi tted with a speed control 
governor was provided.

The camera user had not been overlooked either.  In 1928 
a new model which had its own clockwork motor was 
introduced as the Motocamera and it used a somewhat 

The hand-cranked Pathe Baby camera

Pathe supported the 9.5mm projector for home users with a 
huge library of 30ft, 60ft and multi-part fi lms across many 

subjects - initially for the Baby but eventually on larger reels 
for later projectors.
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larger fi lm charger – the P – giving less resistance to the 
movement of the fi lm than did the Baby charger designed 
for manual camera operation.   A single full wind of the 
Motocamera spring was suffi  cient to transport the full 30ft 
of fi lm and the release could be locked in place in both the 
off  and on positions.  A double claw was fi tted and the gate 
was of an improved design so that the camera handled the 
fi lm well and operated reliably.

In the same year of 1928 the German fi rm of Neizoldi and 
Kramer off ered two models – the F and the H – both for 9,5 
in their range of Cine-Nizo cameras.

The fi rst of the British-made projectors was the Pathescope 
Kid, introduced in 1929.  Although thus named, it was actu-
ally more of a baby than the Baby projector, standing 3” 
shorter at 9½“, and it was a simplifi ed and cheaper piece of 
equipment.  It had an enclosed gate, making cleaning dif-
fi cult, and could take notched fi lms but the fi lm which would 
stop automatically for the title notch needed to be restarted 
manually by depressing a lever.  Its 20 volt 10 watt lamp 
was fed from an external resistor and the lamphouse and 
compact light path were similar in size to those of the Baby.  
The Kid lens however was of a much simpler construction 
and passed less light.  Construction was of metal pressings 
and the external fi nish was black crinkle enamel with nickel 
plated handles.

The Motocamera was off ered with an f2.9 Krauss Collix or 
an f2.7 Zeiss Triotar in 1930 and was named the “de Luxe” 
in Britain and “Lux” in France.  Several models of this cam-
era were made with diff erent features such as a waist-level 
fi nder in addition to the eye-level one, continuously variable 
speeds between 10 and 20 FPS and a fi nder mask for a 
tele-attachment lens.  A f1.8 focusing Krauss lens was also 
available.

The following year a simplifi ed version of the camera was 
introduced in France as the Mondial B and a yar later it 
came to Britain as the Motocamera B.  Its lens was a 20mm 
f3.5 Pathex (although a later and dearer version had a f2.7 
Tessar) and the external fi nish was black crackle enamel in 
contrast to the covering of the previous 9.5 cameras.

APCS Newsletter No 2 Included some additional  
notes on 28mm cine by John Carroll:
The 28mm Pathe camera described in John Minnis’ article 
was a redesign of the 35mm Pathe newsreel camera.  

The American made 28mm camera used daylight loading 
spools of fi lm instead of magazines.

The side-by-side sprocket diff erence was also to identify the 
emulsion and it is believed that after processing the nitrate 
negative was not returned to the user on safety grounds.

The K.O.K projector was sold in the USA in 4 models…  
The “Hand Model” was the original, with the magneto 
for illuminating the lamp.  That illumination was very dim 
indeed and the eff ort require to crank it was considerable.  
The “Popular Model” used a rheostat and a 12 volt 2 amp 
lamp – presumably from external power which could have 
been AC or DC – which produced rather better illumination 
– but the projector was still hand cranked.  Then there was 
the “Motor Model” for alternating current.  It also used the 
12 volt 2 amp lamp and had a primitive form of induction 
motor without starter windings – you had to crank it up to 

speed and then the motor took over.  Finally there was the 
“Motor Model” for direct current which was quite odd.  It 
had a rheostat for the 12 volt lamp connected by way of a 
removable plug.  The motor was merely the magneto from 
the Hand Model working from the 110 volt mains through 
a second rheostat.  If no current was available, you sim-
ply switched a few plugs around and then installed the 6 
volt 0.7 amp lamp and cranked the machine by hand – the 
motor now acting a s a magneto to light the lamp!

The “New Premier Pathescope” had a small rheostat 
attached and used the same 12 volt 2 amp lamp but pro-
vided much more illumination because of the use of a large 
aperture lens.  This machine had no provision for still pro-
jection and there was a large warning on the lamphouse 
“Do not allow light to shine upon stationary fi lm”.  There 
was a demand for even more illumination for school use 
etc, and later versions of this machine up to serial number 
around 2000 had a 25 volt 4 amp lamp working through a 
large rheostat separate from the projector and having an 
ammeter to set the lamp current.  Apparently there was a 
Premier Pathescope with a serial number up around 3500 
which was probably amongst the last made which had a 
tall lamphouse resembling that of the Victor Home Cinema 
which took a much larger 200 watt mains voltage lamp 
(probably 110V).

Toy projectors for 28mm fi lm were made by Keystone as 
well as by Cummings.

Part 2 from APCS Newsletter No 14 – July 1979
The arrival of 9.5 in Australia has been said to be due to Lady 
Denman, wife of a former Governor-General of Australia.  
The story is that she found on her arrival in Sydney in 1927 
that she was unable to buy fi lm for her Pathe Baby outfi t and 
that, as a result, the Sydney fi rm of Heiron and Smith began 
to import fi lms and equipment.  By 1930 9.5 was well estab-
lished as the main gauge for home movie making in France, 
its country of origin, and in Britain and other European 
countries and it was being readily accepted in Australia.  

The Pathe IMP projector - 
one of many variants providing more features, and greater 

illumination as technology improved
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At this time the Motocamera became the Motocamera de 
Luxe and several versions could be obtained.  For projec-
tion of fi lms the simpler Kid was available but the Pathe 
Baby Projector, now renamed the Home Movie, was still 
Pathe’s major 9.5 projector.  Other European manufactur-
ers were now becoming interested in 9.5.  In Germany, 
Niezoldi and Kramer had already marketed 9.5 versions 
of their cine cameras and the hand-cranked Alef Alescope 
projector with 50 volt lighting gave a better light output than 
the Home Movie but without the notched titles.  In Austria, 
the Elektrizitats Und Metallwaren-Industrie Gesellschaft 
ventured into amateur cinematography with their EUMIG 
P1 projector, a more powerful motor driven unit with indirect 
lighting from a mains voltage 125 watt lamp.

The start of the 1930s was however a period of confl icting 
interests for cine equipment manufacturers in the sub-
standard gauges.  Educational needs played an important 
part in overall design policy for the larger companies.  
Pathe had occupied a unique position because of their 
early dominance in the fi elds of entertainment and instruc-
tional fi lm-making and distribution and had, with the decline 
of 28mm during the 1920s, introduced 17.5mm Pathe Rural 
particularly for the needs of the teaching profession and 
for the smaller rural cinemas.  In Germany though, Zeiss-
Ikon had opted for 16mm as did the country’s leading fi lm 
manufacturer Agfa, and the Kinamo and Movex equipment 
had resulted.

For home movies the need was now obvious to Pathe 
for a more powerful projector – a need at variance with 
the notched titling that was such a feature of the 9.5s 

economical operation.  Increased light output meant 
increased heat at the fi lm gate and stopping the fi lm for 
notched titles imposed limits on the lamp wattage that could 
be used if the fi lm wasn’t to burn in the gate.  Oddly enough, 
the development of wider aperture projections lenses for 
sub-standard cine was generally neglected by all makers 
even though screen illumination could have been signifi -
cantly increased.

In 1931 the Pathe Lux projector was introduced and it was 
a better designed machine effecting a compromise by 
allowing for notched titles by means of a safety shutter that 
dropped behind the gate when the fi lm was stationary.  It 
provided for the use of 60ft enclosed reels or 400ft open 
reels, used a 60 volt 40 watt lamp to retain the greater effi  -
ciency of a compact light source and it was available in 
hand-cranked or motorised versions.  The motor, complete 
with a blower for lamp cooling was so designed that it could 
be attached to appear as an integral part of the projector 
rather than look an obvious attachment.  The Lux lens was 
f2.5 and of 32mm focal length.

In France, a simplifi ed version of the Motocamera de Luxe 
was introduced as the Mondial B with black enamelled fi n-
ish instead of leather covering and with f3.5 Pathex lens.  
It was introduced in Britain as the Motocamera B in 1932 
and the same year saw the advent of a Super Attachment 
for the Kid projector to extend its scope to th screening of 
400ft reels.  For camera users the most important event of 
that year was the release of Pathe’s fi rst 9.5 panchromatic 
fi lm which had a speed some four times that of the existing 
ortho stock.

In the commercial cinema, sound had almost completely 
replaced silent film and the BTH Company in England 
had pioneered sound for 16mm fi lm.  In France the Pathe 
Rural did the same for 17.5mm and had the production 
advantage of being ale to be optically reduced directly 
onto specially perforated 35mm stock so as to maintain 
the proportions of the original 35mm frame.  These sound 
systems were sound-on-fi lm but in the USA exhibitors had 
been faced with the problem since the introduction of sound 
of having silent fi lms and sound-on-wax fi lms where the full 
width of the 18x24 frame was used and the sound-on-fi lm 

Part of the publicity that supported the Pathe products.
Each country had its own programs and the fi lm libraries 

were tailored to national identities as well.

The Pathe Lux (France) sold as the de Luxe in the UK was 
one of the later higher powered and motorised units.
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method which gave a reduced frame width because of 
the strip occupied by the optical sound track.  This matter 
had only been resolved in 1932 with the agreement of all  
major fi lm producers to make all fi lms to the reduced frame 
width, regardless of whether they were silent of with the 
disc recordings of sound-on-wax.  Thus a standard pro-
jection aperture was decided on but in Europe a dispute 
began about the international standard to be adopted for 
16mm sound, the American SMPE having decided on the 
placement of the optical sound track on one side of the fi lm 
while Europe generally favoured the German DIN standard 
that placed it on the other side of the fi lm.  It was to be 
several years before international agreement was reached 
on this aspect of 16mm fi lms and in the meantime, Pathe 
continued with their 17.5mm in France as an educational 
fi lm gauge. Perhaps with a view to broadening their claim 
for it , they introduced the Pathe Rural silent apparatus in 
Britain in 1932 as the Rex Motocamera and its companion 
Rex projector.  It was a short-lived venture and it came and 
went so quickly as to be almost unnoticed.

In 1932 an alternative 80 volt 10 watt lamp – the type S 
became available for the Lux projector but its use, although 
giving increased light output prevented the use of notched 
titles without damage to the films.  The following year 
brought a redesigned Lux, the Model YC.  It featured an 80 
volt 160 watt lamp type SS and was no longer suitable for 
notched titles.

The Lux projectors were essentially very similar in operation 
to the other Pathe 9.5 projectors with Super Attachments, 
the fi lm being fed by claw and a brake arm being used to 
regulate the supply reel.  Other makers had used claw and 
sprocket or maltese cross intermittents on even the cheap-
est of their projectors but it was not until the gauge had 
been established for 10 years that Pathescope off ered such 
a better feed system.

Pathescope (England) introduced the 200B projector 
in 1933.  Gone was the provision for notched titles and 
Pathescope had already started to issue their subject fi lms 
with running title with the prefi x SB to the fi lm number to 
diff erentiate from the S series of notched fi lms.

The Pathescope 200B featured 200 Watt illumination from 
either a 110 or a 50 volt lamp supplied via an external 
resistor or transformer and a mains voltage lamp was later 
available.  The 200B had a claw intermittent and sprocket 
feed and the spool arms could accommodate 400ft reels.  
The lens like that of the Lux was 32mm f2.5.  The projec-
tor proved to be very popular and well-behaved and gave 
a bright picture that did get some criticism because of the 
fl icker caused by its two-bladed shutter.  British amateur 
cine magazines of the 1930s right up to the 1960s pub-
lished suggestions from readers of ways to overcome the 
ill.  Having its motor as an integral part made the 200B the 
fi rst 9.5 projector to be released by Pathescope as a self 
-contained instrument needing no attachments and its com-
ing indicated that the era of the original Baby Pathe concept 
had passed with the demise of notched title projectors.

The Kid projector was replaced by the Imp in 1934 but 
at £4/12/6 it was considerably more than the £2/15/- of 
the Kid.  The Lux YC was also discontinued at that time 
because it, at £30, could not compete with the better per-
forming 200B at £15.

The Imp, like the Kid, was of pressed metal construction 
but was fi nished in a smooth black enamel where its pre-
decessor had been in a textured enamel.  Both used the 
same lamp but a slightly bigger lens aperture and a barrel 
shutter gave the Imp a picture that was a little brighter and 
freer from fl icker.

Towards the end of 1934 Pathescope again introduced 
17.5 to Britain but this time with 17.65 sound with a British 
made sound-on-fi lm projector called the Home Talkie.  It 
was portable and sold complete for £60.  At this price it was 
able to compete favourably with 16mm because its perfor-
mance was impressive and it was very well received initially 
because some uncertainty still existed regarding the adop-
tion of a universal standard for 16mm sound-on-fi lm.  When 
that matter was settled in 1935 it acted to the disadvan-
tage of 17.5 sound which held its ground though because 
of the excellent fi lm library that Pathescope had.  The 9.5 
gauge also suff ered a setback in 1935 when Kodachrome 
was introduced for 16mm users and the later availability 
of Kodachrome in 8mm was another blow.  The arrival of 
8mm in Britain and Europe in 1933 hadn’t had much of 
an impact but it had slowly made ground with the Kodak 
backing although it could off er little in the way of printed 
fi lms and fi lm libraries.  Unfortunately for 9.5, there were 
very many low-powered 9.5 projectors in use and it was 
against these that the small 8mm image looked acceptable 
and when colour came to 8mm it looked better than its big-
ger rival.

The Home Movie projector was fi nally discontinued in 1935 
after many good years.  From a cost of £5 when it was fi rst 
marketed in Britain in 1924 its price had risen to £6/15/- in 
its fi nal year.

The Pathescope H camera was a spring wind camera that 
suppored the later more sensitive panchromatic fi lms - modi-

fi ed charger and better light seals
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The cheapest of all the Pathe 9.5 projectors was the British 
made Ace, introduced in 1935 for £1/17/6 complete with 
resistor.  It accepted only 30and 60ft reels and was hand 
cranked.  Construction was almost entirely of pressure die 
castings.  The lamp was 16 volt 8 watt which tends to cast 
doubt on the publicity claiming that it “gives a brilliantly illu-
minated picture 2 ft wide at 8ft”.  A Super Attachment and 
Motor Attachment were accessories later off ered for the 
Ace and several other lamps were fi tted in later models.

The first of the British Pathescope 9.5 cameras was 
marketed in 1936.  It was the H at £6/6/- to replace the 
Motocamera B.  The H had a diecast body, a single speed of 
16 fps and its lens was a fi xe d focus f3.5 non-interchange-
able type of 20mm FL.  A version with interchangeable 
lens came in 1937 with a special Pathe mount of 0.625” 
diameter x 32 tpi and the optical fi nder of the camera was 
engraved with a central rectangle to indicate the fi eld of a 
1.5” tele-lens.  The standard lens of the new model was 
20mm f2.5 and in France the equivalent camera was the 
National H which could be supplied with a Berthiot f1.9 lens.  
The H camera of 1938 also off ered the option of variable 
speeds and it could be had with the f1.9 lens.

The fi lm charger for the H cameras was a redesigned one 
– smaller with improved light trap and easier fi lmways and 
it enabled the H to be a more compact camera than the B.  
Pathe’s fast panchromatic fi lm type SS was introduced in 
1937 and it could be used satisfactorily in the H chargers 
but when supplied in the older P chargers it was necessary 
to insert an additional thin fl anged plate under the cover 
to prevent fogging.  Both the F and H chargers were of 
moulded plastic with a metal lid, as was the Baby charger.

A companion to the H camera was the H projector of 1937 
and it replaced the 200B.  The H projector was of more 
compact styling and within its large moulded plastic base 
was contained a transformer to power its 80 volt 100 watt 

lamp.  The fi lm transport was by claw and sprockets and 
provision was made for 30, 60 and 400ft reels.  Its lens 
was just slightly faster than that of the 200B and its price 
£10/10/- was less.  To cater for the DC supply that still 
existed in some areas a version with a resistor instead of a 
transformer was available.

Quite different from the H was the model S projector 
that also appeared in 1937.  It was a substantially made 
machine, much of it precision die castings, and it was 
driven by a synchronous motor with geared change to per-
mit either 15 or 24 fps.  Lighting was by a 15 volt 200 watt 
lamp from an inbuilt transformer.  It had 900 ft spool arms 
and a 32mm f1.6 lens.  The lamp used in this S projector 
was of a most unusual type with the fi lament quite close to 
the end of the glass bulb and with a broad fl ange of unsym-
metrical profi le fi tted to the base.  It was mounted in an 
upside down position.

Pathescope introduced 9.5 sound-on-film at the end of 
1937 with the Vox projector and a library of printed sound 
films offering an extensive range from cartoons to full 
length dramas and musicals.  The arrival of the Vox and 
9.5 sound explained the reason for some of the features of 
the S because the Vox at £60 was in fact the S with sound 
attachment and the S – selling for £30 – could be converted 
to become a Vox for an additional £30.  The two synchro-
nous speeds permitted the screening of either sound or 
silent fi lms and the lamp bulb with its inverted mounting 
and fi lament placement not only illuminated the fi lm but 
also was used as the exciter lamp for the sound track.  A 
focusing knob enabled its adjustment for this function and 
the volume was controlled by a sleeve rotated about the 
photo-electric cell.  The 5-valbe amplifi er delivered 6 watts.  
900ft spools could be carried on the arms.  The 9.5 optical 
sound track ran down one side of the fi lm giving a some-
what squarer picture but one still more or less proportional 
to the 35mm frame.  Unlike the commercial cinema projec-
tors with their Standard Projection Aperture, the Vox was 
fi tted with a mask to narrow the gate aperture when screen-
ing sound fi lms.

9.5 sound was an immediate success with the Vox giving a 
bright picture and good quality sound and its popularity was 
such that users wanted to show bigger pictures to larger 
audiences.  To cater for this demand Pathescope brought 
out the Super Vox some 15 months later.  It had a 31 volt 
400 watt lamp and a more powerful amplifi er.  The same 
lamp was used in the silent version, the Super S.

One of the later Pathe projectors looking much more like its 
competitors such as Eumig and Bolex

“The Gem” a popular late version of the Pathe projectors
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Although the H and S projectors had replaced the 200B for 
9.5 silents, the entry of Pathe into 16mm in 1938 with the 
Super Talkie provided the opportunity for the 200B to re-
appear as the 200B-Plus, a combined projector for either 
16 or 9.5 silent fi lms.  This was achieved in a relatively sim-
ple manner.  The pitch of the perforations of the two gauges 
was almost the same so that the same claw travel could be 
used for both.  The widths of the two fi lms diff ered consider-
ably, though that of 9.5 being less than the width between 
the perforations of the 16mm fi lm.  The Pathescope  design-
ers gave the 200B Plus a three-part bookform gate with a 
9.5 path between the rear pair of leaves and the 16mm 
fi lm path between the front pair.  The same claw assembly 
advanced both fi lms by means of centrally located teeth 
for the 9.5  and an outer pair of longer teeth for the 16mm.  
In operation the 16mm teeth straddled the 9.5 fi lm and the 
9.5 tooth did not reach the 16mm fi lm.  Conversion from 
one to the other was achieved by changing the position of 
the gate and changing the sprockets and spindle sleeves.  
Extension arms could cater for 900ft spools.

Even though Pathe were now making and marketing 16mm 
equipment, they did not produce 16mm fi lms or support 
16mm libraries.  Their 9.5 silent library had grown to sev-
eral thousand titles…  From 1937 the 17.5 Home Talkie 
library began to be phased out and with the outbreak of 
war Pathescope stopped it altogether and sold it to another 
company in 1940.

Production of amateur equipment stopped during the war 
years and so supplies were not available from France so 
that the main supply of 9.5 fi lm was cut off .  Dufay colour 
had been introduced in 1937 for 9.5 but its additive colour 
lacked the brightness of the subtractive process and it too 
was discontinued for the war years.  Ilford had marketed 
9.5 fi lm for several years but defence requirements left little 
opportunity for them to divert production for amateur use 
after 1939, but Pathescope were able to arrange for a small 
quantity of 9.5 fi lm to be supplied by Kodak at Harrow so that 
a limited amount of fi lm was available during the war years, 
and Pathescope was able to maintain a much reduced pro-
duction of printed fi lms.  Some of the titles refl ect the times 
and it can be assumed that such fi lms as The Release of 
Stalingrad, El Alamein to Tunis, Commandos Raid Norway 
and The Great Russian Off ensive 1943-44 would have had 
the blessing of authorities as morale boosters.  Indeed 
these and other wartime fi lms, derived mostly from news-
reel coverage of the events, now provide a fi ne record of 
many of the important events of the 1939-1945 war.

Where the decision to discontinue with 17.5 sound in Britain 
had been made by Pathescope because it has been eff ec-
tively supplanted by 9.5 sound, the same situation didn’t 
prevail in France.  There, Pathe had 17.5 sound in a strong 
competitive situation with 16mm in the education fi eld and 
had no intention of quitting that.  The decision was made for 
Pathe by the German occupation authorities who decreed 
that 16mm should be the only system and they ordered that 
all 17.5 projectors in the education system be converted to 
16mm.

Note: John Minnis announced that there was to be a future 
part dealing with post-WW2, but it did not eventuate in a 
published form and may never have been written. See the 
note at the end of this article concerning 9.5mm after WW2. 

From APCS Newsletter No 5 – April 1977 
Combined camera-projectors for 9.5 cine
.The 9.5 gauge was fi rmly established as the main ama-
teur sub-standard cine fi lm in the early 1930s and many 
manufacturers had commenced to supply equipment in 
competition with Pathe.  A good range of cameras and 
projectors was available for the amateur from fi rms whose 
names are now well known as well as from fi rms now all but 
forgotten.  Bolex, Nizo, Eumig, Argus and Alef were among 
the names then and others such as Coronet, Dekko, Ditmar 
and Specto competed with 9.5 apparatus in the years that 
followed.

The Midas
Much less well known was the London fi rm of Camera-
Projectors Ltd., that made a brief appearance in 1933 and 
1934 with a novel contribution, the Midas.  This 9.5 camera-
projector was a remarkable instrument in many ways and 
it was both well-made and, at £7/7/- relatively inexpensive.

The Midas was quite self-contained and required no extra 
attachments or external fi ttings for either of its functions 
of taking and showing movies.  It consisted of a hinged 
die-cast body containing the mechanism, optical system 
and projection lamp and a pressed metal battery box which 
attached to the side of the body.  The fi lm containers were 
inserted into an opening at the rear of the body.

For fi lming, the Midas was a single speed electrically driven 
camera with a fi xed focus f2.5 lens and folding frame view-
fi nder.  The 30ft of fi lm was contained in a daylight loading 
charger with supply and take-up compartments side by 
side.  The footage counter showed, in feet, the length of fi lm 
run through by the sprocket transport and claw intermittent 
and a simple reciprocating shutter was behind the lens.  No 
tripod bush was provided.

The drive motor was located in the base of the rear body 
section and its drive gear engaged the “motion head” mech-
anism in the front body when the two halves were latched 
together.  The gear teeth to which the drive gear meshed 
were cut around the periphery of a solid brass fl ywheel 
which also incorporated the cam giving vertical motion to the 
claw.  The cranked top end of the fl ywheel shaft operated 
in the slit of a shuttle to give the claw its in-and-out move-
ment and an arm of the shuttle oscillated with shutter blade 
in a slot behind the lens to give two openings per frame for 
both taking and projection.  Thus, each frame exposed in 
the Midas was a double exposure but any adverse eff ects 
of this would have only been noticeable when the fi lm was 
projected on a much higher-powered projector.

Bevel gearing on the fl ywheel shaft transferred the drive 
to the sprockets in the rear body via external gears which 
were normally protected by the battery box.  The handle 
for hand-cranking during projection was fi tted to the end 
of the lower sprocket shaft and folded into the body when 
the Midas was used as a camera.  A spring belt on the 
same shaft as the handle drove the fi lm take-up by means 
of a dog clutch mounted on a frame at the spool opening.  
Another dog clutch on the other side of the frame engaged 
the supply spool when the frame was held in and rewinding 
after projection was eff ected by winding the crank handle 
anti-clockwise.
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For projecting, the Midas was hand cranked with a self-
contained light source fed by the battery box and had a 30ft 
spook capacity.  It had both focusing and framing adjust-
ments and the low-powered illumination permitted stills of 
any duration to be shown.

Either four standard 1.5 volt cells or two 3 volt Midas bat-
teries powered the motor or the lamp, the latter being rated 
at 4.5 volts so that it was over-run for increased light out-
put.  Condenser lenses, lamp and refl ector were contained 
in a small die-cast housing which slid into position in two 
grooves in the rear body.  The manner of setting the lamp 
in the correct position was the essence of simplicity – each 
side of the housing had a small hole and when the lamp 
fi lament was aligned between these holes it was correctly 
located.

The Midas viewfi nder played a multi-purpose role.  When 
the rear sight was raised and turned through 90 degrees, it 
switched on the light.  A knurled wheel under the front fi nder 
frame controlled the focusing adjustment for projection and, 
when the fi nder frame was raised it automatically reset the 
lens to its fi xed focus position.  This gave the lens its name 
of Cam Anastigmat but there was nothing unconventional 
about the lens, the mechanism for this focusing arrange-
ment being part of the camera.

Two fi lm types were available from Midas in the special 
camera chargers and they an Ortho and a Pan, both 
supplied to Camera-Projectors Ltd by the Belgian fi rm of 
Gevaert.   The processing arrangement was unique for 9.5 
users in that the exposed fi lm returned to the Midas pro-
cessing station in the special charger was processed as a 
negative, printed as a positive, and both the negative and 
positive were returned to the user, the positive print being 
in a single projection spool.  As well, users were off ered 

the facility of being able to have a 3” by 2” print made of 
any Midas frame.  Film cost was 2/9d per 30ft for ortho and 
4/- for pan, both including negative processing.  The cost 
of a positive print of the fi lm was an extra 3/-.  By compari-
son Pathescope’s charge for their fi lm was 2/9d plus 2/- for 
processing.

The introductory publicity for the Midas mentioned the 
intention to shortly place on the market a mains-transformer 
unit and an accumulator unit as well as a Power-Projector 
attachment which was to use the front body of the Midas 
in conjunction with an accessory motor and light source to 
permit the screening of 400ft reels with a much brighter light 
output.  There is no evidence to show that these items ever 
got into production and it is probably that the only Midas 
accessories were the carrying case in two types and the 
projection screen in 4 sizes from 18” by 14” to 30” by 24”.

Another maker did supply a fi tting known as the TRA equip-
ment to allow 400ft reels to be screened with the Midas, but 
it was simply a base to which the camera-projector could 
be fi tted in line with an arm to carry the supply and take-up 
reels, the fi lm passing through the Midas via the opening 
at the back.

There can be no doubt that the Midas was a very ingenious 
attempt to solve the almost incompatible needs of movie 
fi lming and projecting. That it did not success suffi  ciently 
is borne out by the somewhat rapid disappearance of its 
makers from photo trade directories and the Midas survived 
little longer than the eff ects of its initial publicity campaign 
in Britain.  It appeared in Australian too but was not in the 
hands of the photo trade as much as it was in the hands of 
the department stores and specialty shops, selling for just 
under £15 initially.  An interesting variation was off ered by 
the local processing station – the fi lm, costing 3/9d for the 
30ft charger could be processed as a positive by reversal 
for 1/- extra or a positive print made for 4/- per 30ft.

However the Midas did win for itself a signifi cant place in 
amateur cinematography by being the fi rst battery-operated 
narrow- gauge movie camera just half a dozen years after 
spring-powered motors had been introduced to general 
amateur use and a good twenty years before electric motor 
drive began to come into common use.

Note:  These MIDAS camera-projectors commonly turn up 
in collectors sales - usually in virtually unused condition, 
suggesting that they were rarely used!  

The Campro
The Campro 9.5 camera-projector appeared on the market 
in 1935, the product of Home Cine Cameras Ltd of London. 
No doubt it was inspired by the Midas but it tackled the 
matter of combining the camera and projector functions in 
a diff erent way although the name Campro re-introduced 
a name that had been used about 15 years earlier for a 
35mm instrument.

As a camera this 1935 model ws solidly made with a die-
cast body,  It was driven by a conventional spring motor 
giving a single speed, it used standard 9.5camera charg-
ers, had a footage counter and folding frame viewfi nder 
and was provided with a tripod bush and carrying strap.  
Externally there was little indication of the dual role of the 
Campro although the socket for a 2-pin plug could be seen 
at the back of the camera and the lens was calibrated f16 to 

The Midas Camera-Projector
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f3.3 with a gap in the scale to f1.9 which was the aperture 
to be used for projection only – for taking it was a 3.5 lens.  
There was no focusing arrangement for either taking or pro-
jecting and for the latter function the user had to move the 
Campro back and forwards to focus the projected image.  
This was achieved at about 2ft-3in and the image size was 
about 8in by 6in.  Thus for fi lming it diff ered from other fi xed-
focus cameras which had the lens set at the hyperfocal 
distance and which made clos-ups feasible only at smaller 
apertures.  With the Campro the opposite was the case 
and the guide plate on the front of the camera gave f3.5 
as the aperture for close-ups in dull light.  Indeed, in such 
light even middle-distance shots wouldn’t have been sharp.

The Campro was designed to project from the 30ft enclosed 
reels in which Pathe processing stations returned users’ 
fi lm,  A hinged bracket inside the camera was swung up to 
set the reel in the correct position for the fi lm to enter the 
gate and a spring loaded arm pivoted from the top of the 
camera body applied suffi  cient pressure on the reel to hold 
it in place.  A take-up reel fi tted to the take-up spindle of the 
camera, a metal guide leading the fi lm from the gate to this 
reel.  Rewinding was done manually using a little cranked 
rewind handle that fi tted the Pathe reel.

The lighting system comprised a lamp, adjustable verti-
cally in its clamping holder, and a tiny double condenser 
mounted on the rear of the gate.  The 3.5 volt half amp lamp 
was powered by an external battery, the lamp being over-
run for increased light output.

The shutter of the Campro was a simple barrel type with 
an additional very slim “fl icker” blade added which had little 
eff ect on the use as a camera and probably little eff ect on 
its use as a projector.  But the Campro was basically a 9.5 
camera with the additional facility of being able to use it to 
view fi lms on a small scale.  And as a camera it was quite 
satisfactory mechanically but the optical side was found 
wanting both in quality and because of the unconventional 
focus setting.

The Screnus
The Screnus was another 1935 introduction but it is doubt-
ful that it was ever seen on sale in camera stores.  Its simple 
style and pressed metal construction made it more of a toy, 
albeit a nicely made and well presented toy.  It was made by 
Screnus Ltd of Middlesex, England  and the advertising slo-
gan adopted was “from scene to screen with one machine”.

It was hand cranked for both fi lming and projecting and 
used the standard camera chargers and the enclosed pro-
jection reels.  The viewfi nder was a simple refl ecting type 
viewed from above and a tripod bush was fi tted in the base.

The lens consisted of two single meniscus elements, well 
spaced and with a fi xed diaphragm between then to give 
an aperture of about f4.5 .  A brass lens cap was also pro-
vided and it has a central hole to give an aperture of about 
f14.  This cap was intended for use for fi lming and stamped 
around its face were the words: “Remove this cap when 
projecting”.  There was no provision for focusing.

The shutter was a pivoted blade that closed to the top of 
the gate aperture and opened down from it to act as a 
foreground type of shutter and give less exposure to the 
upper parts of the scene.  The simple linkage coupling the 
shutter to the single tooth claw also operated a registration 
pin to engage the sprocket hole 4 frame below the gate as 
the claw retracted.  In this way the fi lm was held steady 
in the gate, there being no loop or snubber to cushion the 
transition from intermittent motion at the gate to continu-
ous motion at the take-up spindle.  A take-up reel wasn’t 
required for projection, the leading end of the fi lm being 
held to the take-up spindle by a spring clip and the fi lm was 
wound onto that spindle.  The same bar on the camera door 
that kept the camera charger in place also acted to keep 
the coil of projected fi lm reasonably tidy.  Rewinding was 
done manually by a knurled rod supplied with the Screnus, 
although twirling the rod between thumb and fi nger was a 
slower method that turning the little crank more commonly 
used with simple machines.

The lighting arrangement for projection was admirably sim-
ple. A tube containing condensers and lamp hooked into 
place behind the gate and was held fi rm by the spring that 
was also the electrical connector to the lamp, th return cir-
cuit being through the frame.  Two single pin sockets at 
the rear of the body accepted the plug from the external 6 
volt battery or transformer.  The illumination of the Screnus 
was suffi  cient to give a viewable picture about 9” by 6,5” at 
a distance of just under 30” – its fi xed projecting distance.

As a movie camera the Screnus was the equivalent of 
the simplest of box cameras for still pictures and suff ered 
the same limitation of being only able to be used in bright 
conditions, when its lens would be able to yield results 
acceptable to the junior user.  And its performance as a 
projector matched that of the camera!

The CAMPRO camera-projector
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None of these three camera-projectors could be described 
as having been very successful commercially.  The very 
diff erent requirements of movie cameras and movie pro-
jectors imposed criteria that the most ingenious designer 
could not meet in apparatus aimed at the lower end of the 
price range.  That the Campro and the Screnus designers 
recognized the restriction of a low-powered light source is 
evidenced by their choice of a fi xed-focus lens for projec-
tion, thereby determining that the screened image, although 
small, could be of an acceptable brightness.  Their use of 
standard chargers and reels increased the usefulness of 
their machines but the Screnus, aimed at the juvenile mar-
ket, required fi lms that were, perhaps, outside the price that 
young users could aff ord.

Although the Campro seems to have lasted longer than the 
Midas, this could have been because of slower sales due 
to the absence of the strong advertising that had launched 
the Midas.  On the other hand, it might have been attrib-
utable to the use of the readily available reversal fi lm in 
standard chargers.  Certainly the Midas could have had 
readier acceptance had it been designed to accept those 
chargers and to use a simpler threading systems than the 
one used – which gave bother to the casual user.  At the 
same projecting distance as the other two the Midas gave 
a slightly bigger picture that was brighter and quite notice-
ably sharper.  The same TTH lens used on the Midas was 

later made in the Pathe screw mount by the TTH subsidiary 
National Optical Co and was fi tted as standard to the 9.5  
Pathe H cameras.

Concluding notes:
The above is a researched story about early cine fi lm pre-
dominantly from the perspective of the Pathe initiatives.  It 
was originally related by the APCS Newsletter editor John 
Minnis in the very early days of the APCS.

It tells the Pathe story around the home user and follows 
the K.O.K 28mm and the Pathe 9.5mm, and to some extent 
the 17.5mm story with only passing reference to the 16mm 
and 8mm worlds that dominated consumer cinefi lm later 
on.  There are references to other makers and some of the 
above is all about oddities.  While 9.5mm was extremely 
popular as a low cost solution, the even lower cost of the 
standard 8mm world particularly in the USA eventually won 
against Pathe with huge manufacturing sources from all 
around the world.  But Pathe did have some real competi-
tion for cameras and projectors and users of the Dekko 
camera, for example, might hold that they got better results 
than the Pathe on value for money.

There can be little doubt too that owners of the magnifi cent 
Bolex G3 triple gauge projector with its high power lam-
phouse and super-fast Kern lenses will look at most of the 
Pathe projectors with disdain.  The G3 (probably the most 
exotic of the 9.5-capable projectors) arrived in the 1930s 
and was still being sold well into the 1950s – but reality is 
that it was only a competitor in performance – its price only 
made it a candidate for users with very deep pockets.  The 
middle road was taken by the likes of Eumig who made 
high power 9.5mm projectors at the same time with reason-
able lenses and acceptable pricing.  All these were geared 
to the 7” 400ft reels and did not accept the 30ft or notched 
loads – almost a diff erent world.

The question arises around where the amateur home user 
fi ts in the overall product sets that also included educa-
tional, Government and commercial operations.  Some of 
that is evident in the overall narative above, and the story 
does tend to merge a bit...

Even if home cinemaphotographers did operate during 
WW2, all processed fi lm (at least in Australia) was subject 
to wartime censoring and fi lms were returned to their users 
blacked out if they did not meet the security requirements 
of the day.

9.5mm continued as a home cine option after WW2 but 
was not well supported and as demand faltered - mostly 
in favour of 8mm and Kodachrome - the Pathe standard 
was relegated to collector status.  Pockets of 9.5 remained 
but by then Kodak, the development of high resolution 
Kodachrome fi lm and support for standard 8mm and 16mm 
technologies became dominant along with the emergence 
of sound systems - in magnetic form integrated in the cam-
eras for many home users .  In the early 1960s standard 8 
and its single 8 variant ended to be replaced by the wide 
screen format super-8.  It was thought that the whole fi lm 
era was gone by about 2010 as video systems became 
dominant.  However the demand remained and in the last 
year or so, Kodak has reintroduced the Ektachrome brand 
in several formats including Super-8 and 16mm reviving 
fi lm most unexpectedly for some, along with hybrid fi lm/
digital cameras.

The SCRENUS Camera/Projector
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10 interesting items                                                                          Keith Forsey

Most photographic collections have themes, but amongst it all there are often items that are not central to the collection  
but are interesting.  Keith Forsey selected the following from his collection as worthy of mention. 

FOCUS Range Finder
This handy pocket sized accessory was useful to users 
of non-rangefinder cameras. It uses a very well known 
trigonometric principle [called stadiametric] used in land 
surveying and one you would have all learnt in your basic 
geometry. You measure the diff erence in angle between 
the top and bottom of a distant object to get either its range 
or the height as appropriate. The FOCUS was made in 
Australia and the instruction sheet says it was available 
from dealers everywhere at 16 shillings and sixpence. The 
fi rm who made it is not recorded and I assume it dates to 
the 1950’s and 60’s.

I could not fi nd any advertisements for the simple ‘Focus’ 
model, but did fi nd an advertisment in both the 1928 and 
1934 editions of the British Journal of Photography for the 
Sinclair ‘Range Finder’. It also weighed 2 pounds [1 Kg]. 
Cost was 7 Pounds 10 Shillings compared to the cost of 
a Sinclair 3½ x 6½ inch ‘Traveller’ camera with lens for 35 
Pounds Sterling.

As well as surveying, the Sinclair could be used by the 
military for land attack or for bombarding forts from the sea 
by the navy. It could also be used for station keeping at sea 
where ships are manoeuvring. This called for a think back 
to my navy days on the bridge of a frigate in the 1950’s, but 
my memory says that by then it was all done with the radar 
screen on the bridge. Stadiametrics was also used in navi-
gation pre-radar. At sea it is useful to know the distance to 
the horizon. This varied according to your height above sea 
level and calculation results included in books of nautical 
tables on  spherical geometry.

Rodenstock Klimsch Apo-Ronar f:9 480mm
This little beauty tops the scale at round 1.5 Kg. It should 
cover 13 x 18 ins at 1:1. To mount it would require an aper-
ture of 2.75 ins [72 mm] but I do not have the mounting ring 
to hold it in place. While it is designed to be used for close-
up operation, I always wondered how it would perform on a 
35mm camera as a telephoto lens? When I was an engineer 
in the Victorian Planning Branch of the telecommunications 

side of the former Postmaster 
General’s Department, we had 
a Drafting section that had a 
horizontal camera of this type 
in its own room for preparing 
and copying large plans. It was 
also used to prepare large aer-
ial photographs of new suburbs 
that were used to help design 
telephone cable extensions.

Windsor & Newton Tinting Outfi t No.3
It comprises two bottles, one of ‘English Distilled Turpentine’ 
and the other of ‘Sizing Fluid for Bromide Enlargement’ plus 
a variety of tubes of ‘PHOTO OIL COLOUR” paints and a 
tray. This is an item common to any photographic studio up 
to the 1960’s. A hand tinted photograph was often the main 
copy provided by the studio, with any additional copies in 
straight black and white.

Kodak SIX-20, UK Model
This art-deco camera was 
the very fi rst camera to use 
620 film. The angles are 
covered in black cow-hide 
and the black enamelled 
side plates have nickel lines. 
It was made both in the UK 
and the USA from 1932-
33. From 1934-37 a folding 
refl ecting fi nder replaced the 
waist level finder. Picture 
size is 2¼ x 3 ¼ in.

I looked at the Kodak Museum website to see if the design 
was attributed to Walter Dorwin Teague. This does not 
seem to be so, but the use of nickel lines on black enamel 
is something Teague fi rst used in his design of the ‘Gift’ 
camera in 1930 and very prominent on the Bantam Special 

The “Focus” stadiametric 
rangefi nder, and a BJA 1934 

advertisement of a similar
optical device describing its

various applications

Repro lenses are common - this Rodenstock Apo-Ronar is an 
example typical of so many used in specialist studios

A photo-tinting set - the standard method of “coloured 
prints” up until the 1960s.  Most were water-based but this 

oil-based set would have been for special orders

The Kodak SIX-20 - the fi rst of the 620 roll-fi lm cameras 
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of 1936. The Australian National Gallery in Canberra has a 
‘Gift’ in its collection.  A ‘Gift’ with matching box was recently 
on sale for round $1000.

A similar styled Six-16 camera using the new slimmer 616 
fi lm with a picture size of 2 ½ x 4 ¼ in. was also made in 
the UK and USA

The provenance is also of interest. The camera belonged 
to the mother of a friend of ours. The mother was presented 
at court in London in the 1930’s and had a lovely studio  
photo made for the occasion. She later used the camera on 
a riverboat trip down the Nile. This piece of history appeals 
to me as an Agatha Christie fan with its shades of ‘Death 
on the Nile’.

Kodak ‘BULLET’
This camera is one for the fans of Bakelite. This moulded 
plastic torpedo shaped camera was made between 1936 
and 1942. The fi lm is 127 for a picture size of 1 5/8 x  2 
1/2in. The Bullet is similar to the Walter Teague’s 1936 

Bantam Special theme 
of horizontal lines on 
the front plate. The lens 
screws out with a fine 
thread, so it takes sev-
eral full turns to get the 
lens set up.  Despite its 
simplicity, the bakelite 
art deco design makes it 
highly collectible.  Thus 
the value range is similar 
to the much more sophis-
ticated Retina Type 126 
of the same era.

The Bullet was the very 
fi rst tradename used by 
Kodak in a range intro-

duced in 1895. The fi rst camera in 1888 was just called the 
‘Kodak Camera’.  Subsequent Kodak models were simply 
known as No’s. 1, 2, 3,  & 4.

In 1895 Kodak took over the Boston Manufacturing Co., 
who made a camera called the  ‘Boston Bulls-eye’. The 
takeover was important to them as this was the fi rst camera 
to use numbered roll fi lm and they consequently acquired 
the rights for use.  Kodak also acquired a new range called 
the ‘Bulls-eye’, including the rights for the name ‘Hawk-eye’.

Kodak SIX-20 Target Brownie
Brian Coe, in his book ‘Kodak Cameras-The fi rst 100 Years’ 
writes:  “In 1898 Eastman asked his camera designer and 
manufacturer, Frank Brownell, to design the least expen-
sive camera possible, consistent with being eff ective and 
reliable. Eastman saw that if the cost could be reduced, 
more people, including children, might take up photogra-
phy. Brownell came up with the Brownie camera launched 
in 1900. It was named after the little characters created 
by the Canadian author and illustrator Palmer Cox. His 
doggerel verse and entertaining drawings had been highly 
popular with children during the 1890’s. By adopting the 
name, and using the drawings in advertising, Eastman, 
shrewd as always, gained a major marketing advantage. 
That in itself would not have ensured the long term success 
of the cameras, if they had not been of good value and 

reliable. For the next 80 years the name Brownie was syn-
onymous with popular photography. Several generations of 
famous photographers acknowledged that their interest in 
photography began through fi rst using a Brownie camera. 
From the fi rst cardboard and wood model in 1900 to the 
last, a compact moulded plastic cartridge loading pocket 
camera made by Kodak Ltd in 1980, almost 100 cameras 
bore the famous name.”

“Not unlike fairies and goblins, Brownies are imaginary lit-
tle sprites, who are supposed to delight in harmless pranks 
and helpful deeds. Never allowing themselves to be seen 
by mortal eyes, they are male, drawn to represent many 
professions and nationalities, all mischievous members 
of the fairy world whose principal attribute is helping with 
chores while a family sleeps” [Wikipedia]

The Target Brownie Six-20 was patented in Canada in 1932 
probably made there in 1933 and continued until 1941. It 
is not listed in ‘McKeown’s Cameras 2005-2006’ or Brian 
Coe’s ‘Kodak Cameras - The fi rst 100 years’. The clos-
est match I can fi nd is the same plain face model of the 
SIX-20 TARGET HAWKEYE but this one is clearly marked 
“BROWNIE” on the handle - made in the USA from 1933-
34. The Target Brownie Six-20 appears again in 1941 as a 
model made in the USA, but with a round wind-on knob. In 
1946 it was renamed the Brownie Target Six-20 and discon-
tinued in the same year.

Polaroid Big Shot c1971-73
Polaroid made a variety of instant specialised camera mod-
els that may also have been designed to be there to test the 
market. The ‘Big Shot’ portrait camera is one that puzzled 
me, as its use seemed so restricted.  It has a one metre 
fi xed focus. It has a rangefi nder fi xed at this range. You 
can take a portrait at this distance that includes head and 
shoulders. Was it designed for prisons and police work? 
Camerapedia Wiki had the answers:

The Kodak “Bullet - popular 
among collectors of Bakelite

Kodak “Brownie” marketing with an image by Cox

“A SIX-20 TARGET BROWNIE” (Left) probably from 1933 
was also sold as a HAWK-EYE, shown with a later

TARGET BROWNIE SIX-20 (Right)
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‘The Big Shot was one of the most unique cameras Polaroid 
ever introduced. It is a rigid-bodied model that dwarfs oth-
ers in the series. Released in 1971 and produced until 
1973, it was designed for portrait use only, and had a fi xed 
focal distance of a few feet. It had a 220mm lens, a single-
speed mechanical shutter, and a fi xed-focus rangefi nder to 
help the photographer keep the subject in focus. Above the 
body is a fl ash diff user; it diff uses the light from the fl ash to 
soften shadows cast when taking the picture.

Because the camera itself is fixed-focus, the photogra-
pher has to move back and forth until the subject appears 
in focus. This technique has been called the “Big Shot 
Shuffl  e.” The Big Shot also requires the use of MagiCube 
type flash cubes to take properly-exposed pictures and 
requires no batteries; the mechanical shutter is timed to 
interact with the fl ash cubes to (theoretically) provide the 
correct amount of light every time though it also includes 
the Polaroid standard lighten/darken exposure controls 
around the lens. It should be loaded with ASA 75-100 
Packfi lms (100-series) to achieve good results. The cam-
era’s spreader bar, whose design frequently fouls (after 
repeated use) with debris, can be easily swapped out for 
the more advanced stainless steel roller assembly found in 
the Polaroid Colorpack series consumer cameras. Both the 
spreader bar assembly and stainless steel roller assembly 
are easily removed for cleaning of chemical residue. This 
same stainless steel roller bar assembly is also used in a 
lot of the commercial Polaroid cameras. 

Famed artist Andy Warhol was purportedly fond of this 
camera in particular, and today it has a cult status among 
Polaroid cameras for its eccentricity. The quality of the por-
traits is striking, and it is possible to do shots of couples, if 
they will squeeze their heads together, ear to ear.’

Man on the Moon
On the 21st of July we celebrated the 50th anniversary of 
man’s fi rst walk in space. To celebrate the feat in 1969, 
NASA released to the world a series of colour photos and 
movie images. In Melbourne where I was then living, they 
were available through the AGE newspaper. I bought myself 
a set of 10 colour slides. They have since been digitized. 

Years later in Canberra I acquired a 16 x 20” print of image 
No. 5. It was in the envelope in which it was bought. This 
was the  ‘United States Printing Offi  ce, Division of Public 
Documents’ and it cost $1US postage paid! The date of the 

fi rst walk is given as 20th July 1969 arising from the time 
zone diff erence. Back in those days I am sure that the cost 
of this print from the AGE was many times my budget. 

Butcher MIDG
Identifying old cameras is not always easy.  McKeown’s 
suggested that my falling plate camera was a ‘Houghton 
Klito No.0 Falling Plate c1905 for 3¼ x 4¼”. Wood body with 
leatherette covering. Divided back door to remove exposed 
plates without interfering with the unexposed ones. Rapid 
Rectilinear lens with iris diaphragm. Patent Klito shutter T, 
1-100. Three close-up lenses for 3, 6 & 9 feet. Automatic 
exposure counter for 12 plates or 24 fi lms in sheaths.’

However my camera’s close-up lenses are for 4, 8 & 12 
feet with a single meniscus lens. There were many vari-
ants being possible due to the wooden construction and 
the restoration done on the exterior, this was as close as I 
could get.

However the identifi cation was revisited and it emerged that 
this was by another maker entirely… W Butcher & Sons 
made cameras in competition with Houghtons but joined 
with them in 1914. There were lots of versions and the best 
match is an early version (about 1904) of “The Midg No 0”.  
My example has lost some of the detail from the front but 
what can be seen matches very well. 

This camera came to me without a handbook, and as can be 
seen from the photograph, was in pretty poor condition. The 
settings for aperture, shutter speed and distance are on the 
front along with a lever that switched from Instantaneous 
to Time exposures.  The sliding shutter in those cameras 
was an “auto-capping” shutter whose speed was controlled 
by a friction damped knob on the front that had the ability 
to change from about 1/100 sec down to around a second. 
(There were several variants and an internal adjustment 
allowed some control over the extreme ends of the “scale”, 
particularly if the slow speeds were wrong.) The shutter 
release also cocked the auto-capping shutter on the return 
stroke, and for time exposures there was a detent that 
allowed the shutter lever to be left in the “open” condition.

The falling plate mechanism is activated by the lever on top 
of the camera, and the number of plates exposed is shown 
in a tiny little window in the top of the camera.

The Polariod BIG-SHOT - one of the oddest of all the 
Polaroids with very restricted applications

“Man on the Moon” a 16” x 20” pubulicity photo produced by 
the US Printing Offi  ce - only $1 (iincluding post) at the time!
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It is such a clunky device you would have to be an advanced 
amateur photographer to want to use it. It gives you an idea 
as to why the introduction of roll fi lm opened up a much 
wider market for photography.  However these falling plate 
cameras were very popular and their construction ensured 
good lens-to-plate distance that was not always achieved 
in the sometimes fl imsy mechanisms of a lot of folding cam-
eras.  The Midg etc with cheap meniscus lenses gave good 
results with orthochromatic plates and those with Rapid 
Rectilinear lenses gave exceptionally good results.  Fixed  
lenses at f8 and f11 plus the inbuilt close-up lenses ensured 
very sharp images with minimal expertise. 

Classic Postcards - Marilyn Monroe
My last item is a book of 30 classic postcards of Marilyn 
Monroe. They are mostly movie stills but also cover her 
early life as the model Norma Jean Dougherty. As you 
might expect, none of them have been taken out of the 
book to be sent through the mail!  This series also included 
sets for Elvis Presley, James Dean and the Beatles. It was 
published in1990.

The Butcher No 0 - a relatively uncommon falling-plate cam-
era for 3¼ x 4¼ plates or cut-fi lms

A book of 30 postcards of Marilyn Monroe

A SYMMAR oddity
While reviewing Paul Ewins’ article on the Schneider 
Symmar in this edition of Back Focus, a reviewer went 
through his collection of lenses and discovered what 
appeared to be an oddity:

It was a “standard” Gen 3 180/315 Symmar serial num-
ber 4632439 in a Linhof/Compur with a modifi ed aperture 
scale.  (The serial on the back element group matched 
the front group.)  It did not have the TECHNIKA mark in 
red on the front ring but did have ‘Linhof’ engraved on the 
shutter face-plate.  The reviewer wondered if he had some 

sort of mockup from 
a non-Linhof  lens 
and a Linhof shutter 
that either was from 
another lens or was 
an engraving mistake 
that was corrected.  
The Linhof name on 
the lens and shutter 
and the lack of any 
p o s t - m a n u f a c t u r e 

marks suggested that this was all in-house...  To add to the 
curiosity, there was some doubt that the lens was coated 
suggesting it was not intended for actual use.  It was found 
on eBay, 5 years ago by accident – it was not well described 
and was purchased cheaply.

Paul Ewins Responded:
“A very interesting puzzle!  The lens serial number dates to 
29 March 1956, part of a regular batch of 105 lenses with 
no specifi c purchaser. This was just three months before 
the fi rst Schneider Technika prototype appeared (a 105/2.8 
Technika-Xenotar). The fi rst Technika Symmars appeared 

in November 1956.  
Comparing this to a 
normal product ion 
180 Technika-Symmar 
from January 1957 
( j u s t  t h e  s e c o n d 
batch of the 180 TS) 
the obvious differ-
ence is the aperture 
scale and the missing 

word TECHNIKA from the lens bezel.  While it is possible 
that this is a Frankenstein job involving a regular 180, a 
Technika 180 front cell and a diff erent Technika shutter (or 
at least the front face of the shutter) the amount of work 
involved in that scenario seems excessive. Given the timing 
it does seems likely that this is a mockup to demonstrate 
what a Technika Symmar might look like.  Since this style 
of shutter faceplate is also used on the Voigtlander and 
Zeiss lenses supplied to Linhof, maybe it waas supplied by 
Compur with the Linhof engraving and lines already on it 
and then Schneider engraved the aperture scale. So either 
the initial set up for the engraving was incorrect and had 
to be milled out and redone or they had used it before for 
one of the other lenses that uses a Compur shutter. If this 
was also a pre-production item, they may have been short 
on components and may have been forced to reuse them 
to fi ll orders.”

For the moment it remains a mystery, or at least a curiosity!

The “odd” Symmar 180

A normal production Symmar 180
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The APCS Photographic Competition 2022
The APCS announces a new photographic competition focusing on “The Art of the Image”

Introduction:
The constitution of the Australian Photographic Collectors’ 
Society includes a statement on the purpose of the Society, 
namely:

The purposes of the association are: “To foster 
the collection, restoration and conservation of 
the apparatus, images and literature of photog-
raphy from its beginning until recent times. And 
to encourage the exchange of information about 
such items.”

A perusal of the list of members of the APCS shows that 
many of them were practicing photographers in amateur 
and professional practice, and there are strong indications 
that a competition to fi nd quality images is long overdue as 
a regular event.

Over the life of the APCS there have been some com-
petitions that were restricted to traditional photographic 
technologies such as plates, large format and commonly 
the use of a “camera from the collection”.

As we view the classical photographs from celebrated pho-
tographers however, it fairly quickly becomes apparent that 
those photos are not simply records of people, places and 
events.  Some of the more notable photographs are stud-
ies in art, and it is those features that inspire us to put them 
on display.

Why not then have a competition that highlights those 
images that the photographer captures, that attract admi-
ration by others, which in many ways is what art is all about.  
Photographers have always used whatever techniques and 
tools that they had to enhance images - be it hand colouring 
in a black and white era, image modifi cation by controlling 
brightness and contrast, masking and other tricks of the 
darkroom.

Today we have more tools...  In a predominantly digital 
world we use computers to manipulate images in ways that 
we may have dreamed about in the darkroom, but are now 
readily available using the imaging software that is now 
available to everyone.  The results may be experimental, 
innovative and in the extreme even considered zany by 
some.  Occasionally “new photograhy” is not accepted ini-
tially but we eventually recognise the genius that is present 
in photographers that take the extreme step - does anyone 
today doubt the work of Andy Warhol and Ansel Adams?

To push the boundaries the APCS is sponsoring an open 
competition that aims to exploit the “Art of the Image”...

A New Competition:
The APCS in conjunction with Magnet Galleries, Docklands, 
Victoria announces a new photographic competition with 
very few restrictions on who can compete and how their 
images are created.

The competition will be open for submissions in August and 
September, and the announcements and display of the win-
ners and fi nalists will be made at a reception at Magnet 
Galleries on 20th November.  There will be two divisions 

- Professionals and Non-professionals and two subject 
classifi cations - Pure photography, and Enhanced Graphic 
Art, which will be a bit diff erent from previous competitions.  
Computer enhancement will be allowed up to specifi ed lev-
els and there will be no restriction on the type of camera 
that can be used.

The competition will be judged by recognised experts in 
each of the classifi cations and there will be a popular prize 
following the November reception.

Signifi cant prizes are on off er, there will be opportunities for 
exhibitors to gain fi nancially from the sale of their work uti-
lising the print and production facilities provided by Magnet 
Galleries. Pages in Back Focus in 2023 will be devoted to 
the winners and runners-up utilising modern printing pro-
cesses that will do justice to the work of the photographers.

An innovative part of this 2022 competition is that the focus 
will be on the “art of the image”, and as computers inside 
cameras as well as the ever-present Photoshop are now 
unavoidable in the generation of the digital image, the 
restrictions that used to be placed on the use of comput-
ers will be largely removed.  To that end, the Enhanced 
Graphic Arts classifi cation will allow a small proportion of 
the submitted images to be enhanced beyond correction of 
exposure, lens correction and framing using computer gen-
erated material, superposition or other techniques to create 
‘Art’.  Specifi c details on this are included in the competition 
rules below.

A major reason for the APCS to embark on this initiative is 
to awaken the art of photography and to promote this as 
a future feature of the activities of the APCS.  It is now 30 
years since digital photography was available to special-
ist photographers - usually with deep pockets - but digital 
photography is now available to everyone and is virtually 
costless, mainly because there is now a highly capable 
camera on everyone’s mobile phone - often more capable 
than all but the most elaborate discrete cameras.

To facilitate the competition platform some basic controls 
have been put in place on how the images are presented 
for judging and to outline most of the support structure 
that will accompany the competition and present the best 
images to the public and collectors alike.  There are a few 
copyright and fi nancial issues to be considered as well and 
they are outlined here so that there are no misconceptions 
about this competition in general.

Some of the Rules and Conditions may be unfamiliar to 
those whose background does not extend to digital pro-
cessing and image presentation.  The APCS will provide 
assistance in those cases on application.

One of the significant rules is that competitors must be 
members of the APCS.  There are limitations on the num-
ber of images that can be submitted, but there is no entry 
fee.  Thus existing members will benefi t from their history 
and those who are not members will need to pay the $30 
annual fee to become members.  One of the major reasons 
for this is the matter of the insurance cover that is aff orded 
by APCS membership.
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Timetable:
• 1 August 2022 – Open for entries.
• 1 October 2022 – Entries close.
• 13 November – Finalists announced in APCS 

Newsletter.
• 20 November 2022 – Winners announced at Magnet 

Galleries reception.
• 20 November 2022 – Public voting opens.
• 15 January 2023 – Public awards notifi ed in APCS 

mailout newsletter.
• June 2023 – Winning entries and runners up pub-

lished in Back Focus No.118.

The Australian Photographic Collectors’ Society Inc 
Photographic Competition 2022 - Rules and Conditions

1 General

a. The competition is conducted by the Australian 
Photographic Collectors’ Society Inc (APCS) within this 
specifi cation under the “Rules of Association” of the 
APCS ABN 55 567 464 974.  This document contains 
Terms and Conditions for the competition.  Further 
details about the APCS can be found from the website 
www.apcsociety.com.au 

b. In the event of any dispute arising out of the competi-
tion, the matter will be dealt with under the terms of the 
Rules of Association.  Such Rules of Association are 
available to all competitors on application to the APCS 
Secretary.

2 Entry

a. All entrants must be members of the APCS at the time 
of entry.

b. Persons may become members by registration and 
payment of an annual fee of A$30 – see the website.

c. Certain classifi cations are open to professionals,  but 
otherwise there are no national or age limitations, or 
restrictions on promoters and their employees etc.

d. Entries will be accepted between 1st August and 1st 
October 2022.  Competitors shall apply by sending 
an email to competition@apcsociety.com.au using 
the form www.apcsociety.com.au/competition.pdf   
Individual instructions will be sent to applicants for 
uploading images.

e. All entrants must declare that submitted entries are 
entirely their own work.  Note that should any entry or 
part thereof by an individual be discovered to be the 
work of another person then all entries by that person 
will be disqualifi ed.

f. Photographers must not plagiarise the work of any 
other person.

g. Entries that breach these standards will be disqualifi ed 
and will cause the forfeit any awarded prize. Finalists 
may be required to sign a statutory declaration regard-
ing the originality of the entry. The right to recover 
damages or other compensation is reserved.

h. Other than the requirements for membership for the 
APCS there are no entry fees.

i. Each individual is limited to 3 entries which may be 
across multiple categories.

3 Technical Requirements and Standards

a. Submitted images should be in a standard JPEG format 
and will be judged on a colour matched screen with at 
least 1,920 x 1,080 resolution so should be formatted 
at the best resolution that the camera or scanner will 
support but should not exceed a major axis defi nition 
of 4,096 pixels.  The JPEG settings should be at “High 
Quality”.  Image fi le sizes may be in the range 1Mb to 
10Mb.

b. Images should contain no watermarks or commercial 
identifi cation in the frame view.

c. There is no restriction on the use of computer post-
processing such as lens correction and subject 
manipulation using in-camera correction or editing 
programs like photoshop, however such manipulation 
must not include the inclusion of any visible compo-
nent or part that is not the work of the photographer.  
However see clause 4.b. below regarding Enhanced 
Graphic Art.

d. The prime image shall be a photograph taken by the 
entrant and shall not have been submitted in a previ-
ous competition of any kind.

e. Images in colour and monotone will be judged in the 
same classifi cations.  The colour palate set eg RGB, 
shall be stated in the entry form.

f. Photographic technique.  Any photographic technique 
may be used but photographs produced by chemical 
means or otherwise in a form that is on paper etc must 
be digitised for submission.  Application to the APCS 
for conversion assistance will be considered.

4 Subject and Group Classifi cations

a. There will be two photographer classifi cations:

 Professional:  Professionals shall be self-proclaimed 
to earn their living from photography in any form and 
shall include those retired people who earned their liv-
ings from photography.  

 Non-professional:  Those who are not self-proclaimed 
to earn their living from photography.

b. There are two subject categories:

 Pure Photography:  Images can be of any natural or 
architectural subjects, posed or otherwise, and include 
people, still life, wild-life etc, but shall not include artifi -
cally created graphics.  Adjustments for exposure and 
contrast using in-camera and computer software is 
permitted.

 Enhanced Graphic Art:  Images may be actual pho-
tographs that have been added to by graphic editing 
as long as no more than 10% of the image by area 
is generated by such artificial means.  Such artifi-
cial imaging shall be performed by the photographer 
and no imported components by other persons are 
permitted.  Images prepared for use as product adver-
tisements are permitted.  Judges reserve the right to 
ask for a digital copy of the original photograph without 
graphical manipulation – such a copy will only the used 
to test compliance and will not otherwise be judged.
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5 Judging

a. If necessary, a preliminary process will select 5 fi nalists 
in each classifi cation.

b. Judges will be selected from established experts who 
will be independent of the APCS and its committees.

c. There will be a single popular prize selected by the 
audience at the November reception, selected across 
all categories.

d. Individual photographers will be identifi ed by a code 
that is known only to the competition organiser until the 
announcement of the winners.

e. Judges decisions are final and reviews will not be 
provided.

6 Prizes

a. The fi rst prize in each category will be $500.

b. The second prize in each category will be $150.

c. The third prize in each category will be $50.

d. In the event that a single photographer is judged to rank  
more than one place in a division then the lower places 
will be awarded to the next unawarded photographer

e. The sole popular prize will be $200 and be in addition 
to another prize if awarded above.

7 Copyright and image use

a. Competitors must assure that they have copyright over 
the submitted images – ie, images produced as part of 
employment that are encumbered by that employer/
employee relationship are not eligible.

b. The fi nalist images will be printed out to A3 nominal 
framing for display at the November reception.

c. A condition and benefit of entry is that the finalists’ 
images will be published in the APCS magazine “Back 
Focus” in June 2023.

d. A condition and benefit of entry is that the winning 
images will be placed on annual display at Magnet 
Galleries for one year.

e. The photographer retains copyright over all images 
submitted.

f. Individual photographers will be credited in any use by 
the APCS or Magnet Galleries.

g. The APCS and Magnet Galleries take no responsibility 
for the misuse of images by another party.

8 Sales

a. Entries that are selected as fi nalists will be available for 
sale to members of the public from Magnet Galleries.  
Approximate details are:

i. Premium quality numbered (and signed if the photog-
rapher is available) copies in A2 format will be available 
for sale in a premium frame at a unit fee of $500.  A fee 
of $200 will be returned to the photographer for each 
frame so sold.

ii. Standard quality copies in A3 format will be available 
for sale in a standard frame at a unit fee of $100.  A fee 
of $35 will be returned to the photographer for each 
frame so sold.

NOTE:  The above rules and conditions are subject to 
change which will be advised via the APCS website and 
in the APCS newsletters.  Any submitted entries at the 
time of the change will not be denied as a result of such 
change.
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The KALART Press Camera     Rod Reynolds
A collectable but not really usable camera

One of the more obscure names in American camera circles 
is Kalart, yet it is a name that is well known from the range-
fi nder on Speed Graphics, and turns up from time to time, 
mostly in the USA, on fl ash guns, amateur movie editing 
equipment and minor oddities.  The fi rm came into being in 
1930 under its founder Morris Schwartz and ceased to exist 
around 1989.  Its chief engineer was Edward Kaprelian 
(1913-1997) who was a prolifi c inventor, and while he came 
up with a lot of bright ideas, when they came together in a 
press camera that Kalart made between 1948 and 1953, 
the result was a very impractical unit that was complicated, 
very hard to use, and worst of all in a commercial sense, it 
was expensive, costing more than twice that of its nearest 
quality competitor, the Linhof Technika.

The Kalart Press Camera was a quarter-plate dark slide 
type camera (3¼ by 4¼ inches) favoured in some press 
environments but in general the less popular size when 
compared with the 5x4 inch competitors.  There was not 
much to like about this camera…  It was heavy, had a view-
ing system requiring the use of both of the photographer’s 
eyes with one seeing a bright outline of the frame (virtu-
ally identical to the Voigtlander Kontur fi nder that was an 
accessory for some of their cameras).  You held the camera 
with one eye on the viewing lens (there were two of those 
allowing for right and left handed use) and your “brain” 
superimposed the frame outline on what you saw with your 
“other eye”.  The Wollensak Rapax shutter had an electric 
release powered from 3 “C-Cell” batteries, and there was 
a coupled rangefi nder that could be switched to either of 
the viewers via a mechanical lever on the body.  But even 
the rangefi nder was not easy to use – it had a very small 
viewing area.  The Lens was a common press standard 
– Wollensak RAPTAR f4.5 127mm focal length, and there 
was a complicated “dark slide error” prevention system that 
involved some electrical contacts on the fi lm holder that 
was dedicated to the Kalart camera.

Once a photographer learned how to use this camera, it 
was probably a good performer, but with time things froze 
up and when they do turn up for sale they are commonly 
not functional.  If a photographer could choose between a 
Kalart and say any of the Linhofs or Speed Graphics, the 
Kalart would be left behind – which also probably helps to 
explain why they are mostly frozen when they do turn up, 
even though they usually look to be in good condition, as 
simply, they were not used.

This writer found one of these cameras about 50 years ago, 
ruined by leaking batteries that had been left in the body.  
But at a recent APCS market another one turned up that 
had not suff ered that way but was still pretty much frozen.  
Like a lot of cameras, this one is unlikely to be used so 
its cosmetic condition was all that was important.  A hand-
book is essential to gain an understanding and fortunately 
a downloadable one is available from a couple of websites.  
Also on the web are a couple of websites that go into ser-
vicing these – and apparently in spite of their complexity 
they are relatively easy to get into – maybe another job for 
some spare time….

Full front movements and double extension provided a lot of 
capability.  Electro-mechanical shutter control from release 

buttons at the rear top might be unique in this type of camera.

The Rapax shutter 
on this example is 
an early model - 

later examples had 
a diff erent front.  
The release sole-
noid is just below 

the shutter.
Below, a picture of 
the top of the rear 

shows the electrical 
and rangefi nder 

controls.
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