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WHETHER your interest is in domestic radio and TV or- in
amateur radio. in military, aeronautical or marine
communications, in radar and radio navigation, in
instruments, in broadcasting, in audio and recording, Orin
professional radio systems fixed or mobile, RADIO BYGONES is
the magazine for you.
ARTICLES on restoration and repair, history, circuit techniques,
personalities, reminiscences and  just plain nostalgia — you’ll
find them all. Plus features on museums and private
collections and a full-colour photo-feature in every issue.
IT'S MOSTLY about valves, of course, but  ‘solidostate’ — whether
of he coherer and spar '-gap variety or early transistors — also
has a place.
FROM rm: DAYS of Maxwell, Hertz, Lodge and Marconi to
what was the state-of-the-art just a few short years ago . .

'l‘H Eur: IS ALSO a selection of free readers' For Sale and Wanted
advertisements in every issue.

Radio Bygones covers it all!
THE meazmn is published six times a year, and is only
available by postal subscription. It is  not available at
newsagents.
To 'I‘AKE our a subscription, or to order a sample copy,
please contact:
RADio BYGONES, Wimborne Publishing Ltd.,
408 Wimborne Road East, Ferndown, Dorset, BH22 9ND.
Tel: 01202 873872. Fax 01202 874562.
Web sites: www.radiobygones.co.uk

www.radiobygones.com

Visit Britain's largest

Vintage Eadie Shon
Without  even leaving your home!

1. Britain’s widest range of Radio. TV and Gramophone
collectables for sale in every issue - 6 issues per year.

II Illustrated with accurate descriptions and prices.
l! Interesting articles on all aspects of vintage technology.
ED Annual subscription fully refundable against purchases.
ID Top prices paid for quality items - collections bought.

Send S.A.E. for details and sample copy

ON THE AID
"’9 Vintage Technology cm

The Highway, Hawarden (m: Chester) CBS SDN
Tel/Fax (+44)  (0) 1244 530300

www.vintageradio.co.uk
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From the chair
We were recently contacted by David Eve, a
member of the Stockport Plaza Trust. The trust
has over the last few years spent a great deal of
time and money rescuing their Art Deco Cinema.

l was lucky enough to visit the Cinema
some time ago. Well he called to say
that they had come upon some old
16mm footage of the insides of a
radio factory. Naturally I was
very interested. He had shown it
to BVWS Member Alan
Merchant of the Wntage
Wireless Company, Sale,
Manchester. Alan after viewing it
suggested David call me at once.
The film was offered to the BVWS
and we gladly accepted. Thanks Alan!

With help from Terry martini, the film
will be copied to a modern format and will be
shown at Harpenden in September. I won’t spoil
the surprise and tell you any more about the film
except that it is not to be missed, Oh and that
the health and safety inspectors would have a
field day in this factory.

We will also be showing another film as part of
the September ‘Talking About Wireless’. This will
be an inside view of the Marconi Osram Valve
Co. Factory showing valve manufacture. I would
like to thank Bob Smallbone for his help in
sourcing this material.

Another call was recently received from the
executor of the Tony Beresford-Cooke OBE
estate. Tony was involved with both the BBC and
IBA television services at studio and transmitter
technical level. Although Tony died some years
ago, many of his library documents had not been
disposed of. A trip down south to collect
everything unearthed some very interesting
photos and documents about the Alexandra
Palace television studios, Emitron Camera
development and a lot of internal company
documents etc. As most of the material was
connected with the television service, this was
passed on to Simon Vaughan of the Alexandra
Palace Television Society for their archive. The
rest of the material relating to Radio was donated
to the Wntage Wireless Museum. My Thanks go
to the Family and Executor of Mr Beresford-

Job opportunities
for BVWS Members
With the BVWS acquiring the prestigious NVCF
event held twice a year at the Birmingham NEC,
a number of paid steward positions have arisen,
on the day. We can offer a competitive rate of
pay. Flexible working arrangement. Various
types of work on offer. The NVCF is a large
event, and experience of this type of work

Cooke for ensuring the preservation of such
important material.

We have, over the past few years been giving
a CD—Rom to members at Christmas with Service

data and other publications on them. This
will continue for many years to come.

We have embarked on a massive
scanning project that will keep
Paul Stenning busy for a long
time. Over the coming years the
BVWS will be scanning every
piece of service data that we

_ --.» can find, and we already have
' several libraries full to get

’1 working on, to build as complete
_ '. a database of manufacturers data

as possible. We will then make this
available to members. From time to time

you will see requests for service data from
specific manufacturers that we are unable to
source and as the BVWS gains 00pyright
permission to use it. We are also looking forward
to being able to distribute some of the number of
manufacturers internal training and sales films in
the same way. If you have anything like this that
you think will be of interest to the membership, I
would like to hear from you. Conversion from old
film formats will not be any problem as we will be
able to arrange for this and you’ll get a copy
back that you can use as well as the original. I
like to get to as many of the Vintage Radio
events as possible, so we took a trip up to the
latest new event at the Holiday Inn at Haydock
Park. Andy Wilcox who organised the event
picked a good location just of the M6 with plenty
of parking. The event saw all the regulars turning
up and a very good selection of items. There
were no less than five bakelite Bush TV’s on the
day, plenty of radio and gramophone items as
well. Unusually I found some nice 78’s that I had
been looking for and some Murphy memorabilia.
Well Done Andy for another well organised
meeting, though l must warn you to take a flask
as the Hotel were not too keen with their prices.
At three pounds a cup of coffee that’s far more
than the NEC! This, of course was not under
Andy’s control.
Now it’s time to get back to the soldering iron...

would be useful but not essential, as training
and lots of tea will be provided on the day.

I would particularly like to hear from our
many stewards already helping out at the
BVWS members only events. Please Contact,
Terry Martini: Event Manager on 07947 460161
in the first instance for further information.



The Fada Bullet eeeeeeee
The Fada Bullet is one of those small colourful radios that you cannot help falling in love with. Today
this little radio is recognised as a design classic. Not because of any special features, nor due to
any specially interesting circuitry. In fact I would say that the internals are cheap and very standard
for its time being a super regenerative with the usual tendency, in our English opinion, to use too
many valves. No, its simply down to the very pleasing, cabinet design. Born out of a need for
cheap radios for the mass market which would brighten the homes and lives of those emerging
from the world depression, It just looks right!

The cabinet is a statement of streamlined design,
influenced by the art deco movement and the clean,
simple minimalist fashions of the time. What makes
this design even more appealing is the Catalin cabinet.
Catalin, originally manufactured by the American
Catalin Corporation, is a Thermo set Phenolic resin.
The resin in its cold liquid form is mixed with dyes to
create the vivid colours. The mixing by hand creates
the finished marbling patterns making every cabinet
slightly different from any other. Once the resin is
poured into the moulds it is then baked until hard. This
must be the closest you can get to making a radio
cabinet out of toffee. The material was so popular that
a number of radio manufacturers ventured to use it for
their cabinets. As with Bakelite, Catalin was also used
for many other household items. Unfortunately Catalin
is not so hard wearing as bakelite and suffers from
stresses caused by shrinkage. Over a period of many

years this shrinkage causes cracks to appear in the
cabinets especially in areas where holes have been
drilled for knobs and fixings. You should bear this in
mind when dealing with any Catalin radios, never do
up the chassis fixing screws more than finger tight.
Another less damaging feature of Catalin is its reaction
with the ultra violet in ordinary day light. This causes
the cabinet colours to change, so that Alabasta (white)
cabinets and fittings turn a dark yellow colour, blues
turn a dull shade of green/brown etc. The original
colours can be returned using a chemical process that
strips a little of the Catalin away to reveal the most
wonderful vivid colours.

The first Fada Bullets models 115, basic medium
wave band only and 116 with short wave appeared in
1940 and were later replaced by the 1945 model 1000.
A slightly different set in the same cabinet. Easily told
apart by the knobs and dial. The 115/116 having

Left: An example of the rare
wartime ‘200 series’ model of
the Fade bullet.

Below: photographs illustrating
the simple. uncomplicated
chassis.



Fh'grt A '1000 series” model of
the fade bullet restored back to
its origiial white and red finish.

Far right: The Fada 845 of
1947. ilustrating the evolution
of the bdlet design into later
models.
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Left: Photographs of the UK's Dulci radio showing a much more
tightly-packed chassis than that of the Fada Bullet.

Above and above left: Trade advertisements extolling, the virtues
of the Fada Bullet.

smooth “gum drop” knobs and dial with centre vertical
lined pattern, and the 1000 with fluted knobs and
centre gold dial.

I can’t say that the audio performance of the Fada
Bullet is up to much, but then it never could be with
such a small insensitive speaker, but when restored
and aligned well, it does seem to be pretty sensitive.
Well, what do you expect from such a cheap set?
If you compare it to the small UK Bakelite radios of
the 1940’s, we had the Alba C112, an even smaller set
than the Fada, internally packed to the roof tops.
again a design classic. Alba ventured into
miniaturisation and amazingly gave the set three
wavebands. The C112 was originally produced in a
white cabinet with fluted flower petal knobs. The set
was so popular with post war Britain that they
continued the range with cabinets in baby pink, pale
blue, bright green, brown and cream. Later followed
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the C114 using smaller valves and different knobs in a
cream cabinet. The Dulci radio company also followed
the trend and produced small coloured sets starting
with the MSU4. Again tightly packed with octal valves
and in bright colours. You have to admit, for all out
showiness and glamour the Fada Bullet has to rank
1st place with today’s radio collectors.
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1: Frenzied activity at a packed-out audioiumble.

2: John Elgar-Whlnney’s box of early transistors

3: Not everything on sale was considered “"hi-fi’

4: A Stellavox reel-to-reel

5: A beautiful Nagra reel-to-reel

6: A demonstration of the latest valve technology and
some very impressive electrostatic loudspeakers.

7: An engineering marvel — a miniature Negra reel—to~reel
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Brighten up a ‘T—Bird’ from 1954. mm
This radio is called a ‘T-Bird’, by American collectors, as it is said to resemble
the rear of a Ford Thunderbird car of the same period.
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The radio is the Motorola 53 H and l have it in four
colours. Black is the Plaskon mould colour and the
others are spray-painted upon this. There is a dark
green, an off-white and probably the most popular, the
bright red. This always seems to fetch a higher price
on eBay, the Internet auction site. I got this one at
quite a lot  less than they normally go for. I can only
put this down to one of the knob ‘brights’ being
missing and the other damaged. ‘Brights’ is the
American term for what we call inserts, and to me it is
far more descriptive. All models have gold coloured
inserts apart from the black. That has chrome, which
suits it well. Having got the radios, I wondered what
the car looked like and would I see the similarity that
gave them their nickname?

.I  got to see it on a tour of the west coast of the
USA, last autumn. This was in a fabulous car
showroom in Las Vegas. If like me, before I went there,
you only associate the place with gambling then this is
just not so. My wife and I took in art exhibitions and an
international display of Fabergé jewellery, old
motorcycles in a Guggenheim museum and the cars.
These are all in ‘theme hotels', which are worth seeing
in themselves for the no expense spared architecture.
The cars are in the Imperial Palace Hotel, along the
‘strip’. Although the cars are arranged with facts and
figures, as in  a museum, each is for sale with prices
ranging from 30,000 to 3 million dollars. My favourite
period, as for radios, was the mid-thirties. Gorgeous
art-deco pieces, which were no doubt owned by the
very rich, who could afford the house and the Scott
Philharmonic to go with it. All the cars were
wonderfully restored with unblemished chrome and
flawless paint. Amongst them was a Thunderbird (of
the correct year) with tail lights and bumper that the
radio knobs and slide rule dial bore a resemblance to.

I reckon that bidders for my red 53 H could not
imagine how they could create new knob ‘brights' for
it. I had decided to take a chance that I could if the
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price was right.
I knew that my local art shop sold highly-polished

brass sheet in various thicknesses. After I had removed
the one damaged insert, by drilling a small hole
through the back of the knob, and pushing it out with
the blunt end of the drill, 30 ‘thou’ (30/1000 inch)
seemed about right. The knobs by the way are
moulded in solid colour plastic and the inserts go in as
a snap fit in an inner recess. My initial thought was that
I would only be able to make flat discs. But then I
posed the problem to the Antique Radio Forum (A.R.F.)
on the Internet. I got little response, which leads me to
believe that not many have tried to make these items
before. However, I did get an idea from member Don
Black down in Australia. He recommended me to
investigate web-sites devoted to metal spinning.
Basically soft metal is spun and then shaped by using
blunt wooden dollies. I did not bother to look for sites
asoncelhadtheidealwasofftotheworkshop.

Thefirststepwastocutsomewoodendiscsso
mm in diameter, from 10 mm plywood, using a hole
saw. I needed to beabletospintheseinmysmafl
column drillsolrecessedtheheadofalargeboltinto
one face and secured it with a nut on the other side. I
actually ground down the thickness of the head so as
not to over weaken the ply. To make the recess I used
a Forstner drill bit. If you have never come across
these then I can recommend them. I bought a five
piece set, from the mail order company Screw FIX, for
£6.99. They cut flat-bottomed holes and will drill thin
material, such as plywood and hardboard with no
splintering on the underside.

Once I had the discs, with the bolts through the
centre, I wound several turns of masking tape around
the periphery. I put this on so that it stood proud of
the top surface by 5 or 6mm. It gave me a recess to
fill with David’s lsopon smooth paste, normally used
for repairing dents in car bodies. Once I had the paste
in place, I used a straight edge to draw off the surface

I wondered
what the car
looked like and
would I see the
similarity that
gave the radio
its nickname.



The chassis is
mounted vertically
and wraps around
the loudspeaker.
This is of an
inverse design
with the
permanent
magnet being
within the cone. It
does make for a
slimmer unit,
although that is
actually not
necessary on this
particular radio.
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so it was level and reasonably parallel. Now the one
good ‘bright’, with a smear of grease on it, was
pushed into the paste to a depth of around 3 mm, as
near centred as my eyes could tell. Once the paste
had set the ‘bright’ was levered out and then this
surface flattened and squared off. I did this by putting
the bolt in the column drill and pulling the disc down
onto a piece of medium grit sandpaper, on a flat piece
of wood, on the drill table. Next step was to mount a
square of brass sheet. This i did by drilling four holes
in the corners and using small wood screws. Now I
was ready for spinning and.shaping. The column drill
did the spinning and an old wooden file handle,
bearing on the drill table, did the shaping.

l easily achieved the 2 mm depression I needed. It
is more of a softer bowl shape than the original, which
was no doubt pressed. However, unless you see them
side by side you would not be aware of this. With the
assembly spinning, the bowl was polished using fine
abrasive paper and metal polish. Once back to a high
polish I needed to cut out the discs. I did make an
attempt to do this with the column drill, using ground
up tools, in a make shift tool holder. It didn’t work as
there was just too much lateral movement and
consequent chatter. What was needed was a lathe
and fortunately I know someone who has a couple.
Using the damaged insert and a knob for
measurement he made a fine cut into the surface at
just slightly larger than the required diameter. I
stressed on him not to go through the metal as it was
bound to tear and buckle. It was a simple matter to
remove the brass squares and using tin-snips make
radial cuts almost to the lathe line. The individual
pieces were then broken away. Once l had new inserts
| dressed up the periphery with a fine file until they
would snap into the knobs. All that was left to do was
a final polish, then degrease and lacquer. This is best
done on a warm day, with the outside of the knob
masked and horizontal. | flooded the inside with a

heavier than normal spray which pooled and dried to a
completely clear finish.

It occurs to me that if a convex knob insert were
needed then it would be only necessary to polish the
reverse surface. The best way to do this would be to
drill the fixing holes, for the brass sheet, on a grid, so
that it could be simply flipped over once the metal
spinning was complete.

What of the rest of the radio? It is a straightforward
five valve superhet with a few manufacturing
differences.

The chassis is mounted vertically and wraps around
the loudspeaker. This is of an inverse design with the
permanent magnet being within the cone. lt does
make for a slimmer unit, although that is actually not
necessary on this particular radio.

I took the LE transformers apart, as l was hunting
an intermittent crackle. The windings were tiny and
encompassed completely by a ferrite pot. This was
like those Mullard pot cores, except that it was not
split at the centre line. The outside of the pot had a
screw thread, which engaged in threads moulded in
the plastic side pieces supporting the assembly. When
the coils are tuned the whole pot turns, running up
and down in its thread. I actually took one pot right
out and there is a ferrite core which goes down inside
the coil as well. A very efficient magnetic design.
There was no sign of the associated capacitors, which
are inside the plastic base plate. Coincidentally the
A.R.F. had a thread running on this very topic.
Apparently these lF transformers are very common
and are called “K-TRANS”. To get at the mica
capacitors you need to drill out the centre rivet in the
plastic base (after detaching the coil wires). This
sounds quite hazardous, as the plastic is likely to be
brittle now. But having done it, it allows the two halves
of the base to separate so that the mica stack can be
removed. It was said that this can be a cause of
problems due to silver migration and poor



connections. These connections are only by pressure
and effectively that applied by the rivet. The way
around it is to throw the stack away, re-rivet the base
and put discrete items inside the cans. Fortunately, I
have not had to do this yet on any radios of this era.
The radio was up-to-date for its time in that it has a
thick film circuit. This has five capacitors in it, used
around the detector and for audio coupling. All these
measured fine and had leakages in excess of
20 G Ohms (20 x 1000 M Ohms). Almost certainly it
uses ceramic technology and this accounts for the still
excellent performance
The dial cord looks incredibly complicated at first
sight. However, it is actually two cords and two
springs. One is used to turn the tuning capacitor and
the other to move the pointer along the dial. Having
another chassis to look at, it was not too difficult to

replace one of the cords which broke whilst I was
working on the radio.

The source of my intermittent crackle was cured, by
the way, by tightening up all valve base sockets in the
RF and IF stages. I had cleaned them with switch
cleaner and scraped the valve pins but tightening up
the sockets was the eventual cure.

It is not often that we know any history of the radio
that we work on. A shame really. This one did have
some history with it, as it was bought by the lady's
mother who had put it up for auction. She did not know
whether it was bought new or second-hand but could
remember it blaring out rock’n’roll during the Sixties .
Her mother hated this ,and I can well understand it as
the audio quality is pretty awful even at modest
volume. From1968 the radio was put in a box and
stored away, not to be played until I restored it.
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a: Knob Mandrel
b: Making the ‘brights’
0: Finished knobs
d: IF transformer
92 How the dial cord was
connected
1‘: The speaker



Golden slumbers
Dicky Howett answers a few vital tv questions.

For those of us with a slight obsession with broadcast
tv, the history of the medium is never very far away.
Recently- via the internet- a media student asked me to
define 'the golden age of television'. Well, assuming that
there ever was such a period (let's face it, some of us
tend to experience 'Golden Ages' all the time), I
endeavoured to answer this recurring topic. My
opinionated reply was as follows:

The 'Golden Age of Television' is a general term and it
all depends from which vantage-point or country (I'm .
not including any pre-war or mechanical experimental tv
systems which don’t count because statistically, the
number of viewers was very small).

Thus, there were three distinct television ‘golden
ages' which encompassed the themes of Commercial,
Artistic and Audience. I'll deal here only with the USA
and Great Britain. In the US it was during the period of
the 1950/603 that there came about the first ‘golden'
expansion of 'tv markets' ie commercial opportunities.
American tv was never about 'public service'
broadcasting inasmuch as the only ‘service' uppermost
was flogging the largest amount of beef jerky, or Fizzy
Cola. To that end, each state or large town (or even
small town) had its own tv station, with local ads and
talent. Also all the familiar tv themes and formats were
devised in the USA during that time; ie the game show;
the cop show: the comedy sitcom; the series or mini-
series drama.

In the UK the Golden Age was located in the mid to
- late 19605 with a creative/artistic expansion due to
improved equipment and studios. Also UK writers were
encouraged to explore new themes with regard to race,
sex, social issues and class. In the late 19603/early
19703, colour tv had a great impact. Again, this was due
mainly to improved equipment, ie, camera pickup tubes
needed much less light which meant an easier, more
flexible working practice and in turn more adventurous
programmes. Also cheaper and more reliable colour tv
sets appeared with the favourite plan being rental.

Vast audiences for individual tv programmes in the
19703 can be characterised as a viewer 'Golden Age'.
Favourite shows and programmes, (each with over
twelve million viewers) were discussed at work the
following day. (This may still hold true for some types of
programmes, bad news, funerals, ‘fame' pop contests, '
but how many 'top rated‘ programmes today can get
even six million viewers, let alone twelve?)

In the 19705 a narrower range of programme outlets
meant that most watched something each evening on
just three or four channels. It was a shared experience: A
‘Golden Age' which will probably never be repeated.
These days there is an enormous availability of
programme material (off-air, cable, satellite, VCR, DVD),
delivered as and when the consumer requires, although
the actual choice of subject matter is quite limited and
repetitive. Today, tv is strictly viewer-lead. (In the US it
was and still is, advertiser-led). Elsewhere, the difference
between public and commercial broadcasters is that the
public broadcaster delivers programmes to the audience
and the commercial broadcaster delivers an audience to
the advertiser. However, both types of broadcast delivery
system continue to produce worthwhile tv material.

Pay-per—view: It's a truism that the only thing the
viewer will pay for is sport, first-run movies and
pornography. Mainstream broadcasters today
endeavour to accommodate viewers’ tastes. Their
schedules now have examples of all three of the
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aforementioned subjects. Plenty to choose from but not
a lot of choice.

What does the future hold? More tv? Yes,
unfortunately (adding up all delivery systems and
anticipating some that have yet to be envisaged). Free
tv? Nothing is free. Cheap tv? Not possible. All
broadcast tv is very expensive. It has to make a return
of some kind. Either large audiences or sales. If it
doesn't pay it doesn't play, which is an axiom I've just
invented. As you can appreciate, the 'Golden Age' of
television ended years ago.

Lots of simplifications admittedly. The student then
asked a supplementary about audience fragmentation
and modernisation of the tv systems. My reply:

I don't think audience fragmentation is much of a
concern to the broadcaster. The big tv programmes
will always get an audience. Notice also that all the
major outlets are owned by relatively few operators.
(If you own the ice-cream factory your customer base
is always there however many flavours you sell). .
Modernisation: The big thing now is digitisation of the
transmitted broadcast signal. In the US all receivers
must eventually be equipped to get the digi—signal with
all channels broadcast in a digital format. This would
certainly improve the existing US NTSC analogue colour
system which is prone to shifts in hue. In the UK,
nation-wide digitisation must happen by 2010; (it was
supposed to be 2006 but this has slipped because the
take-up of digital set-top box converters (at £100 each)
is quite slow. Each tv set must have its own converter
of course. (In the present writer’s home that would
mean four or five boxes). Digital tv delivers more
channels or theoretically a better image (not both- the
BBC actually reduced the number of channels on its
digital 'Freeserve' tv service in order to improve the
received signal which at the moment is only available in
certain areas). Also high definition. As screens get larger,
then a better line rate (1025?) would be advantageous.
However it's up to the customer to decide what he
wants. Recently, in the US, ABCtv abandoned their wide
screen high definition sports coverage because there
were not enough viewers willing to buy the expensive
widescreen hi-def tv sets in order to receive the
broadcasts! That's the trick really. No amount of second
guessing will be of any use unless the viewer is able
and willing to 'buy into‘ tv technology. One has only to
look at all those technology 'predictions‘ made over the
years. For example, by the year 1990 we should all have
had videophones, personal helicopters, wall-sized tv
screens, solar-heated homes. All possible and available
today of course, but hardly any of us have any of the
aforementioned. However, we ALL have colour tv sets,
VCRs, deep freezers, microwave ovens, something
we were all willing to 'buy into‘. It‘s a safe bet that
there will continue to be lots of people making lots of
money posing as 'media mandarins' and good luck to
them. However as the screen-writer William Goldman
once remarked, " Nobody knows anything". All guess-
work chaps. .



Images from
Spring
Harpenden
photography by Carl glover

1: Early Pye set seen before auction.
2: Don Mc Clean gets the Duncan Neale award for
Excellence in Preservation for his epic work on
restoring Baird’s image. handed over by Chairman,
Mike Barker.
3: Gem Wells gets an award for writing the best
article of 2002 also handed over by Mike.
4: Gerry’s thankyou speech.
5.: Lot No. 182, a Marconi V2A.
6: A matching amplifier for the V2A.
7: Concentrated bidding at the Harpenden auction.
8: A spread of some items for sale in front of the
Harpenden stage.
9: A fine example of an AVO valve tester.
10: Gerry signing copies of his autobiography.
11: An unusual (and very large!) valve tester.
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The early history of
the Decca Record
COm pany  by Walter Blanchard FRIN

In 1956 Sir Edward Lewis, then chairman of the Decca Group, wrote a booklet with the title “No
C.|.C.” The “C.l.C.” he referred to was the Capital Issues Committee, a Government organisation
set up post-war to control the financing of new companies, a particular bugbear of Sir Edward’s.
Sir Edward’s booklet was effectively a history of the Decca company but it was privately published
and never saw wide circulation. A copy was sent to all Decca managers of the day, including me,
and some months ago, I discovered my old copy amongst other papers and thought it might be
of interest to BVWS members. What follow are extracts describing the more important historical
happenings, as Sir Edward wrote them. I have omitted the numerous paragraphs dealing with
purely financial affairs as probably not of interest to BVWS members but should anyone like to
read the full document I have it available i n  electronic format.

Sir Edward’s book began:
I first became aware of the gramophone in the early
part of the century when at the age of about six I was
presented by my Uncle George with an Edison Bell
cylinder phonograph, which had superseded the old
music-box. I cannot now call to mind any of the tunes.
From then until the first world war, when we had an
H.M.V. table machine, the gramophone passed out of
my world. Between 1914 and 1918 the gramophone
was a constant source of pleasure; amongst our
favourite records were those of Melba singing “On
Wings of Song”, John Harrison “The Holy City”, Kreisler
playing “Caprice Viennois”, Cohen “On the Telephone”,
and all the Hany Lauder discs. The popular war hits,
“Tipperary”, “Keep the Home Fires Burning”, “Pack up
your Troubles”, “The Long Long Trail”, we sang at the
piano, with such sentimental ditties as “The Perfect
Day” and “Rose in the Bud”.

A few years later, as a member of the Stock
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Exchange, I met Colonel Basden, a partner in the well- Left: Sir Edward Lewis
known firm of Mellors, Basden & Co., chartered _
accountants. Basden mentioned that he might have an Above A m 0' was
interesting flotation, the business of Barnett Samuel & mm]

Wwfimy
Sons, manufacturers of musical instruments and of the ‘ ‘ ' ' ' ' "
famous Decca portable gramophone. I took little notice
at the time but remember remarking that a company
manufacturing gramophones but not records was rather
like one making razors but not the consumable blades.

By the summer of 1928, having started my own
Stock Exchange firm, I was touring France. At Tours I
received a telegram from Basden giving the news that
he was discussing with Frank Samuel the flotation of
his Barnett Samuel business. I was not particularly
excited at the prospect, for having seen the tremendous
activity and great rise in the shares of Columbia
Graphophones and The Gramophone Company, based
on the boom in records, I felt that whilst the
gramophone was a dull affair marketwise, records were
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Not long after
the issue, Conrad
Samuel came to
my office extolling
the virtues of the
new “Salon-
Decca” Console
gramophone
advertised by
George Royds as
‘The Gramophone
you cannot hear —
you only hear the
music.’ Samuel
forecast that
Decca would sell
at least 40,000
machines. He
added a nought
too many. The
company had
also just launched
a new portable -
the ‘66’, the last
of the long series
with the horn in
the lid.

like magic on the Stock Exchange. On returning home,
however, I was impressed by the excellent profit record
of the Samuel business and what then appeared to be
its good prospects. Before the end of September my
firm acted as brokers to the offer for sale by Adamant
Investment Corporation of 370,000 shares of 105. each
at 243. 9d. in The Decca Gramophone Company, the
name having been changed from Barnett Samuel.
(Nobody seems to know the origin of the word ‘Decca’ .)
The Samuels sold out completely, the three cousins
retiring from the Board, which was reconstructed under
the chairmanship of Colonel E. D. Basden, the other
Directors being Sir James Hawkey, Ernest Terry, W.F.
Lloyd, S. J. Avidon (the Works Manager) and A. W. Hoy
(Sales Manager).

Not long after the issue, Conrad Samuel came to my
office extolling the virtues of the new “Salon~Decca”
Console gramophone advertised by George Royds as
‘The Gramophone you cannot hear ~ you only hear the
music.’ Samuel forecast that Decca would sell at least
40,000 machines. He added a nought too many. The
company had also just launched a new portable - the
“66’, the last of the long series with the horn in the lid.
Those were the days of Gene Austin’s record of “My
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Blue Heaven” that sold on a world basis some four
million copies, Al Jolson’s “Sonny Boy”, Jack Smith the
whispering baritone, and Layton and Johnstone. The
Brunswick Record Company under the chairmanship of
Sir George Roberts had been running a big advertising
campaign for their All-American label and for the
Brunswick Panatrope, the first electrically amplified
gramophone. Classical records, too, had received a
tremendous impetus from the introduction of electrical
recording in 1925. The Columbia Graphophone
Company, under the inspired leadership of Louis
Sterling, had become a major factor in the business, the
shares rising from eleven shillings in 1923 to near £20
at the peak in 1929; the shares of The Gramophone
Company (H.M.V.) likewise rising to almost as high a
price. There were dozens of other companies, mostly
new flotations, and among them Edison Bell, Vocalion,
Crystalate, Metropole, Dominion, producing between
them millions of records. There was The Duophone
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Unbreakable Record Company, started by Pemberton
Billing, the shares rising from 103. to a peak of 90s.,
The Filmophone Company, and many others. Some of
the new companies lasted a few years, many not more
than months. Not one exists today (1956 - ed.) as an
independent unit. The expectation of life in the record
business is short. Those were the days of the gadget
share boom - the anti-dazzle wind screen attachment,
non-sag mattresses, automatic vending machines,
apparatus for dealing with waste food products and
multiple photographs. Many normal people temporarily
lost their sense of perspective and believed the most
fantastic and far-fetched estimates. Dukes, Barons,
Knights, Generals, were at a premium as directors.
Some of the craziest ventures scarcely survived their
statutory meetings. A new Companies Act was passed.
The 1919-1921 vintage champagne era was rapidly
drawing to its close.

Meantime, at the Kit-Kat in the Haymarket - the site
of the present Gaumont Cinema, a galaxy of American
singers and dance bands was appearing, amongst the
best known being Sophie Tucker, Ted Lewis, Abe
Lyman and Ben Bernie. That era has also unfortunately
passed, for the Musicians Unions on both sides of the
Atlantic have banned the interchange of any but feature
solo artists. This is a pity, for if we cannot even have a
free exchange in music and musicians, how can we
ever expect to have any real freedom in trade? Music is
international and in its own way can do something to
bring people of different languages closer together. The
wild attempt to recapture the carefree days of the pre-
1914 era was soon to collapse like a pack of cards.
Towards the end of 1928 at least one company, The
Duophone Company, was known to be running into
difficulties; it could, in fact, hardly be said that it had
ever got itself on to a proper commercial footing. lts
factory, the former Rapson Tyre Works, at Shannon
Corner on the Kingston By-Pass, covering 75,000
square feet, was operating at only partial capacity,
chiefly in the manufacture of Al Jolson’s records, then in
great demand. It occurred to me that there might be a
chance of the Decca Company picking up the factory
on a going concern basis and virtually overnight
entering the record industry, which had always seemed
the most profitable end of the gramophone business.
With the well-known Decca trademark and a
distributing organisation covering not only Great Britain
but most parts of the world, it seemed that a Decca
record would surely succeed where others were failing.
I put the idea to the directors, who went so far as to
inspect the plant. I remember Avidon’s story about how,
when they went from one department to another, he
kept seeing the same faces. Apparently, to impress the
visitors with the size of the organisation, various
employees were quickly shifted from one section to
another. Anyhow the stunt was of no avail, for the
Decca directors turned down the proposals. So I
decided to go ahead in my own way.

On the same day in January 1929 that I received the
answer from the Decca Gramophone board I decided
to form a syndicate to buy the factory with a view to the
flotation of a new record company. The next day the
Malden Holding Company Limited, with a paid-up
capital of two pounds, was registered. A few days later
the Duophone directors came to my office in Austin
Friars and the purchase of the buildings and plant for
about £145,000 by the Malden Holding Company was
agreed, payable as to £50,000 forthwith and the
balance by 31 st March following. The next immediate
problem was to find a name for the company, and it
had to be a household word. After listening to various
suggestions, we came to the conclusion that only the
name ‘Decca’ would do, and that if we purchased the
Decca Gramophone business we would secure the all-
important sales organisation. I approached Basden,
who was opposed to a sale of the Decca Company.
However, an offer was put forward by the Malden
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Holding Company which was so attractive that the
Decca board agreed to pass it on to its shareholders,
without however, so far as I can remember, any
recommendation of acceptance. By then the shares
had settled down in the market at around 273. 6d. The
offer was to purchase the shares for 403., payable as
27s. 6d. in cash and 12s. 6d. in Preference shares
carrying a cumulative dividend of seven per cent per
annum in the new record company to be formed. The
sum of £660,000 had to be found to take over the
Duophone agreement and provide the cash
consideration of £515,000 for the purchase of the
Decca Gramophone shares. It was estimated by J. A.
Balfour, who was being appointed Managing Director,
that £240,000 would suffice as working capital, making
a total of £900,000. For safety’s sake and also because
it seemed easier to raise a million than nine hundred
thousand, we decided to make the issue the larger
figure. If it' had not been for that decision there would
perhaps have been no Decca Company today.
Acceptance of the purchase offer was received from
holders of over 95 per cent. of the Decca Gramophone
shares, and there was no time to be lost in forming the
new company and in making the issue. Meantime the
Maiden Holding Company was running the factory.

By now I was convinced that the million pound issue
would be over—subscribed. The meeting of Directors to
sign the prospectus was held at the First Avenue Hotel
in Holborn, later destroyed in the Second World War.
The same day the Guinea Gramophone Company was
floated. i remember Avidon, who knew all about
portable manufacture, telling me that that company had
no chance. He was right, for its existence was of the
briefest, even in those days of high company mortality.

The Decca issue was made on 28th February, 1929,
and was nearly twice over-subscribed. There was
magic in the name Decca even in those days, though
the tabulation of past profits earned by the Decca
Gramophone Company was probably as much
responsible for the success of the issue as the glamour
of the record business with its big potential. Those who
had loaned money to the Malden Holding Company
were content, as were the underwriters. I could not then
know that this one venture would alter the course of my
life. Dealings in Decca Record shares opened at a few
pence premium but before long a deluge of selling soon
drove the price to a discount. It was not until 1945 that
the original subscribers could obtain a profit on their
holding, but this is more than can be said for the
holders of shares in any other company engaged in the
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record business which survived the slump then just
around the corner. The shares of the Gramophone and
Columbia companies, that were soon to be merged into
Electric & Musical Industries, never recovered to more
than a fraction of their 1929 market values. .

The first list of records was issued in June, including
half a dozen titles by Ambrose, two by Billy Cotton,
quite an imposing list on paper. The retail price of the
popular series was 33., in line with H.M.V. and
Columbia. The first record in the supplement was very
appropriately a recording of God Save the King. It was
a tough proposition to break into the market at such a
price level and plans were immediately made to release
a popular series at 25, but against a general falling
demand for records Decca found it impossible to make
any real headway. Every attempt was made to conserve
resources, but as the turnover was totally inadequate
the end seemed inevitable unless drastic changes took
place resulting in a big increase in volume. In the early
months of 1931 I did my utmost to persuade the
directors to reduce the price of popular records from
25. to 15. 6d., in the belief that only at the lower price
could the turnover be increased sufficiently to enable
the company to earn profits. At that time H.M.V. and
Columbia records were retailing at 33., their second
string records, Zonophone and Regal, at 23. 6d., with
Broadcast, Imperial and others at 13. 6d. I argued that a
record at 15. 6d. with the Deccamark would not only
eat into the turnover of higher priced records but would
surely take a great deal of business away from the
lower priced ones. England and Newton argued that the
drop in gross profit per record would be disastrous. I
stuck to my guns and finally they offered to agree to a
reduction to 13. 9d. I pointed out that such a price was
neither fish, flesh, nor fowl, and that if Zonophone and
Regal records were reduced to 15. 6d., as well they
might be, we would inevitably be forced to the same
price and would have lost the golden opportunity,
perhaps for ever, of giving the sales of Decca records
the stimulus so urgently required. By a stroke of good
fortune, before a move had been made, there came an
announcement of major importance.

I happened to be at the Decca office at seven o’clock
one March evening when I had a call from the City with
the exciting information that The Gramophone
Company and The Columbia Graphophone Company
were amalgamating. I realised that this move gave
Decca its opportunity; that competition with a combine
would be very different from competition with two
active independent companies, either one of which
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Right: (Clockwise from top left)
The Decca Decola. the DM4C
Television, the DM001 7
Television. the Model 444
combined television, radio
and gramcphcne, the Deccalian
portable gramophcne, Model 66
d—wave radio receiver.

We started a big
sales promotion
drive and an
extensive
advertising
campaign was
undertaken,
based on the
slogan “Leading
Artists-Lower
Price.’ Displays
appeared in
dealers’ shops,
particularly in the
heart of London.
Enthusiasm
began to
permeate the
whole
organisation, and
sales to mount.
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might at any time have been forced to cut prices in the
then rapidly deteriorating state of world trade. I
immediately pressed my point for a reduction in price to
i s .  6d. on the grounds that a new situation existed, and
at the very last moment got my way. The effect was
quite striking, sales showing some real signs of
buoyancy, and new hope swelled up. I decided to make
a tour of the country and find out at first hand how
Decca records were faring with the dealers. We went as
far north as Dundee, calling on many dealers on the
way. Often we were told that Decca records could be
found at the cycle shop round the corner, though there
were of course exceptions. The worse the distribution
the more our hopes rose, for the greater were the
potentialities. There was little money in the kitty and not
a moment to be lost. Soon we had new artists signed
up, including some well-known, particularly in West End
circles, such as Gertrude Lawrence and Edythe Baker.
We started a big sales promotion drive and an
extensive advertising campaign was undertaken, based
on the slogan ‘Leading Artists-Lower Price.’ Displays
appeared in dealers’ shops, particularly in the heart of
London. Enthusiasm began to permeate the whole
organisation, and sales to mount. Roy Fox and his
Band, then at the Monseigneur Restaurant and a
regular broadcaster, was the spearhead of the attack,
culminating in the unheard of expense of that magical
Daily Mail front page, Decca records were now building
up a new importance and the anticipated reduction in ‘
price of Regal-Zonophone (now one label) to t s .  6d.
took place, with H.M.V. and Columbia dropping to 23.
6d. But by then Decca was established, if precariously.
In November we had our first real coup in the signing
up of an exclusive contract with Jack Hylton, a
tremendous draw on the halls of Europe and a
consistent seller on records. We paid a high price,
including the allotment of 40,000 Ordinary Shares, but
the stimulus was immediately apparent for one of the
very first Hylton records was “Rhymes”, sales of which
exceeded 300,000 copies, a total for one record not
again to be reached for some thirteen years.
Furthermore, on the strength of the contract, we
increased the wholesale price of all Decca records by a
halfpenny, resulting in a substantial increase in revenue
over the next six years.

Then we signed a contract with the Polyphonwerke
Company, one of the largest record companies in
Germany, for the rights to the famous Polydor
recordings. We were mainly interested in their classical
recordings, a field in which the Decca Company was
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very weak by comparison with its big competitors.
Although the deal gave Decca added prestige and
some additional volume, the sales never justified our
early optimism. The ‘Dog and Trumpet’ was still all-
powerful in this field.

As a background it should be borne in mind that
practically every industrial enterprise in the country was
experiencing the effects of the financial blizzard, with its
trail of unemployment. Radio exceptionally had
progressed through the introduction of the moving coil
speaker. This had had an additional adverse effect on
the record industry. Smaller companies went down like
ninepins, or were absorbed. Even the old established
Edison Bell company was shortly to disappear from the
scene. To add to the difficulties the world depression
caused many debts to become uncollectable and the
Decca Gramophone Company ran into a loss in the
hundredth year since the founding of the original
musical instrument business of Barnett Samuel. From
then on, the Record company despite all its problems
had to support its previously profitable subsidiary and
trouble was indeed in store.

In April, 1932, an opportunity was presented that was
in the long run to have perhaps a decisive effect on the
Decca enterprise. The American movie company,
Warner Brothers, through a subsidiary, had formed
Warner-Brunswick to take over the defunct British
Brunswick company and to market in Britain the
recordings of their new subsidiary in the U.S.A.
ME. Ricketts, formerly of H.M.V., was in charge of the
English subsidiary and Chappells had the exclusive
distribution rights. By 1932, Warner Brothers were
severely hit by the slump and had disposed in the
U.S.A. of the record division of Brunswick Radio
Corporation to the American Record Corporation, a
subsidiary of Consolidated Films headed by Herbert
Yates. The latter formed the Brunswick Record
Corporation with Jack Kapp as recording manager, and
amongst whose artists was Bing Crosby. In England,
the Crystalate Company under Danyl Warnford-Davis
held the distribution rights to other recordings of the
American Record Corporation. Louis Sterling, managing
director of E.M.I., was a large shareholder and a
director of Chappells. Brunswick records were retailed
at 38., a higher price than either H.M.V. or Columbia,
and had at that time probably the best catalogue of
American popular recordings. Joe Bishop of the
Brunswick Radio Corporation came in one day and
asked whether we were interested in buying the
Brunswick business. The answer was, of course, ‘Yes.’
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For the next ten days i could hardly sleep. After
negotiations with Joe Hazen, a Warner Brothers
attorney, and Denton Hall & Burgin their London
lawyers, we signed an agreement for the purchase of
the business for some 215,000. During all the
negotiations I was on tenterhooks lest Louis Sterling or
Darryl Warnford-Davis should compete for the
business. However, all was well except that we did not
have 215,000, for by then we had an overdraft at the
National Provincial Bank of some £50,000. I went to see
H. G. Whitehurst, a general manager of the bank, and
asked him to allow us to increase the overdraft to
provide for the purchase. I remember him telling me
that we should have asked for the additional facilities
before making the deal. After a short lecture, delivered
with all his usual courtesy, Whitehurst lent us the money
and l breathed again. That Brunswick deal, though of
great significance, strained still further our already tight
finances and from then on for some five years we had a
day-today struggle to keep the business afloat.

With the Brunswick deal came two young men who
were destined to play important roles in the years to
come. H. F. Schwarz from St. Louis, Missouri, had
come to England for three months to design a radio set
suitable for the English market. Those three months
have extended already to twenty-four years.
(Harvey Schwarz eventually championed the case for
the Decca Navigator system, designed by his friend Bill
O’Brien, which Decca financed and became the major
radio-navigation system for ships of all sizes. It was
closed down on March 3lst,  2000 - Ed.)

H. G. Sarton, only twenty-six years of age, though
with ten years’ experience in the trade, was in charge of
the selection of American records for release, and took
over a similar job at Decca. Later he was put in charge
of all the recording activities of the company, a position
he held with great distinction. He died with tragic
suddenness on April 1st, 1951, leaving a gap at Decca,
and in fact in the record industry, that will never quite
be filled. As a result of the deal I met for the first time
M. E. (Bill) Ricketts, then back at Chappells, where he
has been a tower of strength. We came to an amicable
arrangement to cancel Chappell’s exclusive wholesale
selling rights for Brunswick and Panachord records, and
have been good friends ever since. Ricketts’
encouragement in those tough years was to be a
constant source of inspiration.

As a sidelight on the record business, the story of the
American singer Arthur Tracy, ‘The Street Singer,’ is not
perhaps without interest. Shortly after the Brunswick
deal I ran into Edgar Jackson, record critic, at Henry’s
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Snack Bar in Regent Street. He mentioned that there
was a good Tracy record of Marta on the Panachord
label. After listening to the record we took the same
view and decided to do our utmost to promote it by
every means possible, including our Sunday broadcast
hour from Radio Paris. It took six months hard work
before the record reached its peak, but total sales were
close on 200,000. We had, through this promotion, built
up a new artist whose disc sales during the following
years ran into big figures, and had paved the way for
his appearances here on the halls and films that were
to last some seven years. Tracy made a fortune in this
country and has never failed to attribute the opportunity
to the efforts of our sales force over the promotion
of Marta.

Despite our troubles, which couldn’t help but be
known, we were extended generous credit by suppliers.
Amongst many both Standard Telephones and
Mullards, who supplied the Decca Gramophone
Company with valves, helped to keep our business
afloat. I well remember the chief accountant of Mullards
asking one day to have a look at the subsidiary
company’s balance sheet. He commented that on what
he saw he wouldn’t be justified in extending any credit
whatsoever. However, before leaving he had agreed to
extend our limit to £10,000. Many of our other suppliers
also showed great consideration. This was perhaps
because we never ran away, answering ‘phone calls
and letters even though we were unable to settle our
accounts on time. Our own confidence in the final
outcome was unshakeable. One day the ‘phones were
cut off, for the Post Office is not long-suffering. On
another day a bailiff stepped in but he was soon shot
out. At one time Jules Thorn, whose business was
substantial but only a fraction of its present size, let us
have £10,000 against promissory notes, one of the
many acts of kindness received.

At Decca every possible economy was made. The
German branch, which had been operating at a loss,
had been closed down. The French branch was taken
over by Edison Bell of France, operated by Maurice
Rosengarten, who held our Swiss agency and who in
the years since the end of the war has become '
intimately associated with certain aspects of our record
business. Salary cuts were accepted by the loyal and
enthusiastic staff at Decca, for a fine spirit of
confidence and determination prevailed throughout the
organisation. It is impossible to praise too highly all
those who worked with such selfless devotion and
except for whose great efforts the Decca enterprise
could never have survived those momentous years.
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Left: Montage showing
properties owned by Decca.
At this point they employed over
6,000 people.
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Outside, the story was different. In the City and
elsewhere the possibilities of Decca success were
regarded as nil. Darryl Warnford-Davis proposed a deal
under which Crystalate would take over the business. It
was promptly turned down, but reports came back that
it was considered at Crystalate only a matter of time — a
short time - before Decca would fall into their lap. Louis
Sterling is said to have remarked that Decca was such
an unconscionable time in dying that by the time the
end came E.M.l. themselves would be so weak they’d
probably fall into the same grave.

The record industry was in the doldrums, the
Company’s finances were stretched almost to breaking
point, yet by the end of the year (1933) sales had
shown great resilience and once more we believed that
we were almost out of the wood. A reprieve had been
granted but it was by no means easy sailing, for
another loss, this time of £67,000, had to be faced for
the year ended March, 1934, and we still owed a
substantial sum to the bank. We were, however,
consolidating our position in the industry and our
American contracts were showing the promise of great
things in the future. Already we were achieving bigger
sales than our American friends. Whereas in the USA.
a sale of 25,000 copies of any one record was regarded
as exceptional, in Britain Bing Crosby’s record of
“Please” went over 60,000 and of “The Last Roundup”
80,000 copies. Our sales staff under tireless A. W. Hoy
were constantly on their toes. Our next financial year
started on April 1st, and we had surely confounded the
critics and the host of armchair undertakers.

The year commencing 1st April, 1934, was to be a
momentous one in Decca history. It marked the
Company’s entry into the United States market, and
the first year in which the Record Company was able
to show a profit. Early in April we were approached by
our American friends as to whether we would be
interested in purchasing jointly with them the share
capital of American Columbia for the astonishingly low
price of $75,000. Whilst Columbia sales had dwindled
to small dimensions, the Company possessed a
freehold factory covering some 300,000 square feet at
Bridgeport, Connecticut, and a handful of old time
record men headed by E. F. Stevens, Jnr. Our reply was
favourable and immediate, even though we would have
to scratch around to find our half of the purchase
consideration, only some 27,500, yet a big sum for
Decca in those days.

I left for New York, my first trip, on the Majestic.
Amongst the handful of passengers were Sir Waldron
Sinclair; Derek Blyth, who was in charge of Gilbey’s

American interests, and William Dubilier, founder of
Dubilier Condenser Company and an avid collector of
patents which it has been suggested he bought at so
much per pound weight. I was met at quarantine,
outside New York Harbour, by attorney Milton Diamond.
I had met Milton Diamond some four years previously.
Coming to my City office with an introduction from my
old friend Charles F. Spencer, he had an amusing story
to tell. He had asked Spencer whether he knew Oyens
8| Zohnen private bankers of Amsterdam, to which
Spencer had replied that he did not know ‘Oyens’ but
he knew ‘Zohnen’ quite well. There had been an
abortive effort to form a combine of Kuchenmeister
lntemational Acoustic of Amsterdam, Polyphonwerke of
Berlin headed by Bruno Borchardt, the Triergon and
Klangfilm companies holding important patents in the
talking film field. Amongst others in the negotiations
were Sobenheim of the Commertz Privet Bank, Meir of
the A.E.G., Percy Deutsch of the American Sonora
Company, and F. R. Rickett. The first meeting at the
Savoy had lasted almost the whole night. The Decca
Record Company was to be included in the deal which
would have meant total capitalisation of some seven
million pounds. Fortunately, after negotiations in
London, Amsterdam, Paris and Germany the deal fell
through, for assuredly in the light of subsequent events
the merger could not have become a successful
commercial enterprise. So difficult were Decca affairs at '
the time that we were prepared to listen to any scheme
that would have enabled the shareholders to recoup
their losses, and large amounts of cash had been talked
of. It was a time when “everybody had no money’.

I was met at New York by an old friend, George (Zulu)
Lloyd. Hailing from South Africa he had joined my uncle
Hugh Lewis' Liverpool and London and Globe
Insurance Company after the first war. In a minute office
in 1 Cornhill he had insured my first motor cycle in 1919
and lent me the premium amounting to two pounds.
That same evening Edgar Kingston McCloughry from
Australia, with a wonderful record in the RFC, crashed
the cycle and Sidecar into the ditch a few hundred
yards from my father’s house on the edge of Walton
Heath Golf Course. Zulu had subsequently settled in
New York and was in charge of a large aviation
underwriting company, controlled by leading British
insurance companies operating in the USA,  amongst
them being the Royal, managed by Harold Warner, and
the Phoenix by J. M. Haines.

We approached William Paley, head of Columbia
Broadcasting Corporation, with a view to his co-
operation in the Columbia deal. Paley turned the
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proposal down, only some years later to buy the
business from Consolidated Films for a sum, I believe,
in the region of $800,000. Now the company is doing a
turnover of over $25,000,000 per annum. After a few
weeks in New York I returned to England in the Europa,
imagining that the deal was going through according to
the original plan. The chief gimmick on the Europa (now
La Liberte) was the catapulting of an aeroplane with the
malls some distance from land. Arrival at Southampton
was an anti-climax for we were dumped into a tender
some miles out at sea.

On the evening of 29th June, on arriving home from
the Brixton Road office, I received a telephone call from
Milton Diamond to the effect that a new situation had
arisen in connection with the Columbia deal. I told him
that I would leave for New York immediately provided
we had an assurance that there would be no change in
the status quo ante whilst I was on the Atlantic. June
30th, 1934, the day we sailed, will be noted in history
for the Hitler purge, with the murder of Roehm and his
associates. Curiously enough, only sixteen months
previously, Bruno Borchardt had been explaining to me
in Berlin how Hitler had saved Germany from
Communism. The following year Borchardt had packed
up and left for Switzerland, whilst the going was good,
with all the money he could get out of the country,
which I believe amounted to a considerable sum. He
was able to move the control of the French and Danish
subsidiaries of Polyphonwerke to a Swiss holding
company, and was well placed financially until his death
in Paris at the end of 1939.

We steamed into New York harbour early on the
morning of July 6th. There was no magic skyline, for
New York was shrouded in mist and the atmosphere
was as humid as I’ve ever experienced. Inside, the
Mauretania was literally dripping with moisture. It was,
however, a stimulating day in other respects, for on
arrival l was greeted with the news that the American
Record Corporation had taken over Columbia lock,
stock and barrel and that we were out of the deal. That
evening Jack Kapp and, I believe, Zulu Lloyd joined me
at Diamond’s house, where I was staying as his guest.
We decided there and then to form a new record
company. Jack Kapp was certain that he could bring
over Bing Crosby and there was, I believe, a clause in
his contract under which if Kapp ceased to be
associated with the Brunswick Company the contract
would become null and void. Obviously the new
company must be a Decca company, with the Decca
label, which we believed would become quickly known
provided Bing Crosby’s recordings appeared on it, to

say nothing of other leading popular artists, including
Guy Lombardo, The Boswell Sisters, The Mills Brothers,
and The Casa Loma Orchestra. Jack Kapp explained
that there was a possibility of making a deal with
Warners to take over their record plant on West 54th
Street, with about 35 presses and ancillary equipment,
recording studios and offices at 799 Seventh Avenue.
Onlya small production was being carried out at the
plant in transcriptions for radio stations on 16-inch
discs. The problem of personnel could be readily
solved, with E. F. Stevens, Jnr., who he believed was
ready to leave Columbia and join as sales manager, and
Milton Rackmil from Brunswick as treasurer and
production supervisor. Other experienced men were
available for key posts, including those of branch
managers in Chicago, Los Angeles and New Orleans.
Never had the possibility occurred before of starting a
record company with so many pieces in the jigsaw
fitting so perfectly into position. The question then
arose as to the price or prices at which the new Decca
records would be marketed. Jack Kapp wanted to
follow the existing pattern with 75, 35 and 25 cent
records and argued vehemently for this set-up. I could
see no hope of success for such a policy. The total
sales of records in America were then no greater than
ten million and for us to succeed we had not only to
capture some of those sales but also to increase the
total volume. I insisted that only on the basis of a one
price 35 cent record could we agree to go ahead; and
as we were to supply the trademark and the finance it
could never have been formed without us. I argued that
at 35 cents not only would we take business from
competitors but would almost inevitably increase the
overall turnover of the industry at the very moment
when it seemed that it might well have touched bottom.
There was in those days a small, gross profit on a 35
cent record, and whilst it was unlikely that Victor,
Columbia or Brunswick would cut their first line records
to 35 cents, even if they did we would be fighting them
on equal terms, with top line artists. The possibility of
our being undercut was out of the question, for the 25
cent record was only a commercial proposition through
chain stores with non-royalty artists. Eventually Kapp
suggested that we should ‘phone Stevens, saying that
‘whatever Steve says goes’. Steve, of course, after
putting up various arguments, had to agree, and by the
end of my first day in New York we were well on the
way to the formation of the new company. Although
most people thought that radio had killed the record
industry, which in the USA. had slumped from a total
of over 100,000,000 records in 1928 to some
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The year 1934
had witnessed
the introduction
of the first
portable radio-
gramophone
manufactured
in England.

10,000,000 by 1933, i doubt whether any company
started at such a propitious moment. Most new
companies are formed in the last stage of a boom.
American Decca was started at the end of an
unparallelied slump. i cannot refrain from quoting a few
lines from an interview in Printers’ Ink, 8th November,
1934, with reference to the birth of the new Decca
company, headed ‘Rebuilding a market: Record
business slumps because of radio, but Deccawfights to
restore it’:

“Some months ago I came to the conclusion that
now was the time to enter the phonograph record
business enthusiastically. To those who have watched
the decline in the sales of phonograph records in
America during the last few years, this invasion of the
record market must have seemed based on a
tremendous amount of optimism. it was my firm
conviction, however, that there was a terrific latent
demand for records in this country and now that we
have started the marketing of records, I am more than
ever firmly convinced that there are great possibilities
for record sales.”

This forecast was fully justified in the event, for at the
peak in 1946 total sales in the US. had soared to an
all-time height of some 330,000,000 records a year.
Optimistic though we were, I must admit that we never
visualised a boom of such phenomenal dimensions.
The new Decca Company was pushed ahead with
great spirit and enterprise. Records were being
produced in two shifts. Rejects were high, particularly
due to extraneous bits of metal in the record biscuit. So
many stampers went down from this cause that even
sabotage was suspected. Nevertheless, Decca records
were finding their way from coast to coast.

Arriving back in London on a foggy day just before
Christmas, i found the usual seasonal rush, our big hit
“Who’s afraid of the big bad wolf” engendering the
perennial Christmas optimism. The year 1934 had
witnessed the introduction of the first portable radio-
gramophone manufactured in England. The idea
originated with Avidon, who was naturally portable
minded. Although radio had never been a profitable line
for us, prospects were considered so good that more
than once it was suggested to me by those who should
have known better that we should drop records and
stick to the radio business. incidentally, I was told by
someone who should have known, though I cannot
vouch for the accuracy of the statement, that RCA.
Victor had considered giving up records in 1933, but
had decided against taking such a course owing to the
fact that they had sold so many phonographs and were
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morally obliged to continue the supply of records. It is
difficult to realise it now, but in 1934 RCA. was
amongst the very few American radio manufacturers
who produced a radio phonograph.

it was in October, 1935, that we made a deal with
E.M.l. under which they secured the rights to press and
distribute our records and those of Decca Records inc.
in lndia, Australia, and certain territories in the Far East
and South America, American Decca at the same time
securing the rights to Parlophone and Odeon records
for the U.S.A. and Canada. Louis Sterling had been for
some time interested in some such deal, to which I had
been opposed. The financial situation had become so
acute by October that we had no alternative but to sign
the contract and collect the five thousand pounds down
payment. The money, or the bulk of it, was that day
cabled to America. We were doing little business in the
territories concerned and there was no reason why the
deal should not have worked out to the mutual benefit
of all concerned. Jack Kapp had always wanted to
have some association with Louis Sterling, for he had
worked for him in American Columbia at the beginning
of his career. As it turned out it proved an unhappy
arrangement, particularly for the English company, and
was a continual bone of contention with Kapp. Yet,
once more it was the odd few pounds that may have
tipped the scales in our favour.

An interesting and perhaps decisive incident took
place that summer. Jack Kapp had been disturbed by
the fact that some retailers, such as the Liberty Music
Shop in the New York ‘West End,’ did not display
Decca records, keeping only a few under the counter.
With heavy overheads they had no interest in selling a
record at 35 cents when their customers were quite
prepared to pay the 75 cents for competing labels.
Finally the suggestion came from New York that we
should agree to the increase in the retail price to 50
cents. It was superficially an attractive proposal, for the
extra margin of gross profit would have greatly helped,
always provided the turnover was maintained. We were,
however, strongly opposed to the move for we had had
a similar experience in England when in November,
1932, we had increased the price of records to 25. to
obtain the extra gross margin, only to drop back to 13.
6d. eleven months later, having in the meantime lost a
good deal of momentum. We felt that history might well
be repeated in the States with possibly fatal results. The
pressure to make the change was kept up and we were
told that everyone consulted in New York was in favour.
Then one day, I walked into the Decca office in London
and saw John Hammond, whom I'd met in New York.
As far as i can remember John was an independent
record critic at that time. He told me he’d come to see
Harry Sarton, our Artists’ Manager. I took him upstairs
to my tiny office and asked him what he thought of the
suggested increase in price of Decca records in
America. He told me that not only did he feel that it
would be a disastrous move but that his views were
shared by his close friend, Harry Kruse, in charge of
the New York distribution branch. This put the
proposition in a new light. Perhaps Kruse hadn’t been
consulted. I “phoned Harry Kruse at his home and he.
told me that he was not alone in his fears. Next day
we stopped the projected price change.

In those early days it was fortunate that the ultimate
control of the American operations was in far off
England, for we were able to maintain a better
perspective and if necessary to take decisions without
being involved in local emotional situations. it was not
long before American Decca had its first 100,000 selling
record, surprisingly not made by Crosby. Two unknown
artists, Riley and Farley, turned out a freak disc of their
own composition “The Music goes Around and
Around," and it hit an astonishing sale for those days.
it was the forerunner of many and proved a powerful
stimulus. The record business was climbing once
more, if slowly.



Back at home the Crystalate Company had found the
going rougher and tougher. The Woolworth sixpenny
record had been increased in size to nine inches, and
with their Rex record at 13. and trade declining,
manufacture for sale at these prices had become
unprofitable. Decca, H.M.V. and Columbia records were
retailing at 13. 6d., and an increase in the price of Rex
records would have been highly speculative. At the
same time the cheap Crystalate records were absorbing
a large part of the declining market for popular hits to
the detriment of the industry. Early in 1937 the situation
had become quite serious for Crystalate, for
Woolworths were requesting ten inch records to retail at
sixpence, an impossible proposition. It seemed that
whilst the long term future of Crystalate as an
independent record unit was hazardous (they also
manufactured plastics), the Rex business would prove
of immediate value to Decca, for the Malden factory
was quite capable of handling the increased
production. The Woolworth cheap record seemed in
any case doomed. In March, 1937, Decca entered into
an agreement to purchase the Crystalate goodwill,
trademarks and plant in so far as they applied to
records and freehold recording studios for £200,000,
payable as £150,000 in cash and £50,000 by the
allotment of 400,000 Decca shares of 23. 6d. each.

The Rex business proved of immediate value to
Decca and there were prospects of a more economic
level for record prices. In twenty-five years’ experience
I have yet to discover, on either side of the Atlantic, any
company that has achieved sustained success through
the manufacture of ultra cheap records. Either costs
have risen or volume has dropped to an extent
sufficient to wipe out the slender margins. I never
doubted that Decca had been assisted on the long term
view by the drop in prices of H.M.V. and Columbia to
their level of 1s. 6d. Though low in price, Decca had
ceased to be ‘cheap’ records. In September, 1937, all
13. 6d. records were increased to 23. and at the same
time Rex records went to 13. 6d. There can be no
doubt that the Crystalate deal had a marked effect on
the record industry as a whole and on Decca in
particular. Incidentally, the purchase in due course led
indirectly to the introduction of Full Frequency
Recording, ‘ffrr,’ for Arthur Haddy, the Crystalate
recording engineer, joined Decca and in after years
it was as a result of his research work that ‘ffrr’ was
developed.

in May, 1937, Decca and E.M.l. jointly purchased the
record business of British Zonophone Company for
£22,500. Zonophone was one of the older established
concerns whose business though badly hit by the
slump had struggled on. During its last year of
independence it had, I believe, sold around 1,250,000
records, of which about 1,000,000 had been by one
artist, Charlie Kunz. Homophone continued to
manufacture commercial transcriptions for radio
broadcasting.
The fight for survival had thus left only two contestants
in the British record manufacturing field, Decca and
E.M.l. The American pattern had been closely followed
though the timing here was some three years later.
Whilst sales of records in the USA. touched bottom in
1934, the lowest level in Britain was not reached until
1937/8, and when the swing of the pendulum came
Britain was once more at war. _

During a daylight raid of the summer of 1940 our
New Malden record factory was showered with bombs,
few of which exploded. Many of our employees were in
an underground shelter and a bomb fell alongside.
Fortunately it failed to explode. Damage to the factory
was small, but production was crippled for some days
owing to the water mains being cut.

Concentration of industry was very much the order of
the day, many factories being closed down. Fortunately,
as a result of the Crystalate deal there were only two
record manufacturers and concentration of them was

ruled out by the Board of Trade. Nevertheless, we were
asked to give up space. We were asked at first for
25,000 square feet, one third of our record plant.
Admittedly shellac was rationed at that time and our
record output severely restricted. But we had to explain
that it would be impossible to operate in such a
reduced area. After considerable negotiations it was
finally agreed that we should give up one bay of 4,000
odd square feet. Another firm was just about to move in
when we came to an arrangement with Rolls-Royce to
set up a plant to hard chrome Merlin engine cylinder
liners and other parts. The move in was called off. An
extensive hard chrome plant was installed and before
the end of the war nearly 300,000 liners had been
satisfactorily processed. We owed a lot to the help of
Aspley of Rolls-Royce whose advice we greatly valued.

The accidents of war brought its opportunities. In the
middle of December, 1940, I called on Harry Bryan at
his Putney flat. He was controlling shareholder and
managing director of Selecta Gramophones, a leading
wholesale record distributor. I explained that we were
much concerned that the Johnson Talking Machine
Company, a subsidiary of the Columbia company, was
our principal distributor, accounting for something like
40 per cent. of our home sales. We were not happy
about this situation, visualising the possibility that the
percentage might even get larger. I told Harry Bryan
that he would have to decide whether he stood with
E.M.l. or with us. However, Goering really decided the
issue, for on the last day of December, 1940, the
Selecta building in Southwark Street was completely
burned out. Selecta set up a temporary office in the
centre of the fur trade near Cannon Street Station.
Both E.M.l. and ourselves did our best to help them
by shipping records direct from our factories to their
dealers. I then put a proposition to Harry Bryan that
we should purchase the Selecta goodwill, form a new
Selecta company with the same management, Harry
himself, the same staff, and so on. Selecta shares had
been quoted at about 13. on the Stock Exchange. The
assets of the company were entirely liquid, composed
of cash, accounts receivable, and a claim on the
Government for loss of almost the entire stock. On this
basis the shares had a value of 2s. 9d. to 33. To restart
the business meant finding new premises, always with
the chance of a further similar disaster. It was not long
before we had purchased the goodwill and restarted
the business at Brixton Road. It was one of those deals
that suited both parties, and i am sure neither has
since regretted it. The association has been of the
happiest. Our previous fear had been dissipated, for
we were now an important distributor of Columbia
records and were able to control a much greater
proportion of the distribution of our own records. The
position was soon to be further‘improved through the
purchase of Duwe’s of Manchester, a leading
wholesaler in the North of England.

Thanks to the untiring work of our Chief Recording
Engineer, Arthur Haddy, we developed a new recording
technique under which the whole range of frequencies
audible to the normal human ear were for the first time
put on record. Deciding to call this Full Frequency
Range Recording, it was F. E. Attwood, our Advertising
and Publicity Manager, who had the brainwave of
describing it by the letters ffrr emerging from an ear.
The trademark was soon to become of immense value.
Side by side with the development of this new
recording technique new machines for reproducing the
full range of frequencies were developed and after the
war the now famous 'Decola' was launched on the
market. We had already decided to do everything
possible after the end of the war to exploit our records
on the American market, and so successful have the
efforts in the long run proved that the trademark ‘ffrr’ is
now as well known there as in this country.

Whilst we had many narrow escapes, the end of the
war found us with our personnel intact and no further
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serious damage to our plants. The financial position
of the company showed a great improvement over
that of six years earlier. This was largely due to the
success of the record business and to the sale of
stock in American Decca, for the deveIOpment of the
Decca Navigator, in spite of its vital contribution to
the war effort, had of necessity been a financial liability
and it was to be some years before the first profits
were earned.

In the States E. F. Stevens died in 1944 and Jack
Kapp in 1949, both suddenly and at an early age.
Both had played a major part in building the American
Decca company. Milton Fiackmil became President of
the Company and at a later date also President of
Universal Pictures now controlled by US. Decca. His
achievements in the record field have been outstanding
and the Universal deal has proved a fine investment.
Side by side with these developments our second
entry into the North American continent was being
made possible and by late 1947 the first ‘London’
records were being shipped to the United States, and
a few months later to Canada. In the following years

we once again battled our way to success in those
highly competitive markets. Never before had popular
records been shipped from England in competition
with American companies, nor even a complete
catalogue of classical recordings. The building up of
Decca’s large array of the great classical artists of
Europe has been due largely to Maurice Rosengarten,
to whom great credit should be given for his foresight
and sound judgement.

Pioneer work in England and in many other countries
on long-playing 33 1/3 r.p.m. microgroove records, an
original development of the American Columbia
Company, was carried out by the Company and largely
resulting from this and the electronic developments
already mentioned, exports have shown a tremendous
increase reaching a figure some fifty times as great as
that for any pre-war year, exports to dollar areas
accounting for by far the biggest slice for any trading
area. Since the end of the war Decca turnover has
expanded by more than eight times the figure for the
year ended 31 st March, 1946.

Edward Lewis, 15th December. 1956.

Coke and Coal
Wireless receivers
by Brian Slade

Wind-up clockwork radios, solar panel powered radios,
battery powered radios, mains-electric powered radibs, the
modern-day public is familiar with all of these. But how
many people, including vintage wireless enthusiasts know
about coke and coal wireless receivers?

Most people during the pioneering days of wireless
broadcasting listened in on a crystal set. The beauty
of them is that they are powered only by the incoming
signal as they do not need batteries for power, just
connect a good aerial and a good earth. A crystal set
costs nothing to run. If you couldn’t afford a proper
crystal, a bit of shiny coke would work sometimes,
or the yellow bits (pynite) you find in coal. Second
World War POWs were kept up—to-date with news using
coke or coal crystal sets made from POW camp junk
and scrap.

The movable vanes of the tuning capacitor in the
junk-box crystal sets were made from tinfoil and
cardboard, readily available in cigarette packets.
Reasonably thin insulated wire became a hand-wound
tuning coil. A razorblade served as a cats whisker.

Radio-signals energised electromagnets, consisting
of nails, bolts or screws with insulated wire wound on
them, transformed the thin metal bottom of a
cardboard-sided cocoa container into a sound
producing diaphragm. Clothes pegs with cigarette-
packet tin foil glued inside their jaws made crocodile-
clip-type connectors.The set could be fitted into a
cigarette packet with the packet itself acting as a tuning
capacitor; just pull and push the sliding drawer part
of the packet in and out to tune the desired station.
A few cigarettes left inside the set helped to
camouflage it. The cocoa tin headphone could be
camouflaged by leaving it filled with cocoa powder and
its lid put on until needed.

An aerial could be made from a length of wire or a
bedspring. An earthplate could be made by connecting
to a can buried in the ground or a connection to a
waterpipe.

A World War Two prisoner of war once explained a
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novel approach: he cut through a copper lightning-
conductor that was running up a disused factory
chimney that was in the middle of his prison camp.
The lower section of the conductor became the earth
and the upper became the aerial.

Some BWVS members may enjoy the challenge of
constructing a POW-type crystal set. Some may have
already done so. Some may even have been POWs and
made good use of such a receiver.

I enjoy the challenge of making electronic objects
out of nothing; real junk—box construction, especially
crystal sets! To that end I have permanently on my
workshop bench an experimental test-board crystal
detector. Crocodile clips throughout the circuit enable -
all types of crystals, catswhiskers, coils and tuning
capacitors to be used.

If somebody says that something will not work or
that it cannot be done, to me that is like a red rag to a
bull; I have to try and make it work. Where crystal-set
technology is concerned, it is amazing what odds and
ends can be made to work.

Crystal sets from basic materials
The great difficulty is finding a suitable headphone or
earphone, although it is possible to make one. You
need a magnet, which need not be very powerful; just
enough to induce an opposing field into the diaphragm,
and thus increase the sensitivity. You can make'a
magnet by aligning a piece of carbon iron or steel to
the north magnetic pole and hammering it - this is why
ships have to be degaussed against magnetic mines.
The winding needs to be of as high an impedance as
can be achieved, which suggests a lot of turns of very
fine wire, hard to obtain in a prison camp, but a
‘headphone’ does not have to be ear-lobe sized; the
whole thing could be scaled up, using thicker wire and
a large hammered-out diaphragm.

I’ve already suggested a source of crystals. Another
is a piece of carborundum (or corundum) grinding
wheel, but to work well, this needs a voltage across the
point of contact, which was usually a flat steel blade -
perhaps a razor blade.

Tuning could be either by making several tapping
points, or a sliding contact along the tuning coil, but
enamel or silk covered wire would be at a premium, and
so possibly two coils of any available wire which were
connected in opposition, and moveable in respect of
each other, would be more practical. This variometer
arrangement, one coil cancelling or adding to the field
of the other (“bucking or boosting' is the American
term), was common in early receivers and transmitters.



Ekoos
are Cheap
today. . .
By R.J.Grant

Early one evening just after tea, my pal Andy rang and
said that a girl in his office had found a radio in her loft
and asked if I was interested. It was a round one on
a little stand and an Eoko. Thinking this sounds like
an A065 on its stand I said “yes please, and when can
I see it”. He said he would get her to ring me directly
one evening as he had no details and there was no
need for him to be involved.
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Right: Left side of the round
chassis the component tag
strip

Far right: Right side of the
round chassis the loom and
access hole to the front panel
retaining screw.

On removing the
back it looked as
if the set had
been stored in
a damp place
that had caused
some rust; the
wiring had the
rubber falling
off, exposing
the bare wires.
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A long week passed and beginning to think that
another one had got away, I received the phone call I
had been waiting for; the young girl said she didn‘t
know the model or what kind it was and I would have
to come and see i t ,  but not to bother unless I was
prepared to pay a good price as she had seen one
just like it in Lyle’s Antique guide for 2400, I explained
that for that kind of money it would have to be
complete and in excellent condition with no cracks or
scratches; she said it was very dirty and had one of its
knobs missing and she had not fitted a plug and tried
it out yet. After convincing her not to fit a plug or
apply any power and provided it was what I thought it
was I would be prepared to offer £200 without seeing
it and if this was acceptable I would be happy to
come and have a look. My offer accepted, I was given
an address in west London and a visit was arranged.

I arrived at the address, a large run down Victorian
house that had been converted into bed-sits,
occupied by students and young people who all
seemed to have an interest in this radio. It then
appeared and turned out to be a brown A22; on
inspection it was found to be in reasonable condition
as described over the phone. On removing the back it
looked as if the set had been stored in a damp place
that had caused some rust; the wiring had the rubber
falling off exposing the bare wires-just as well it wasn't
plugged in and tried out. Othenrvise the innards were
complete and in a reasonable state for restoration.
“Where's the stand”? I asked, "That’s it on the
bottom” they said pointing to the shape in the
moulding. By now a small crowd of six or seven had
gathered, and “Who actually owns it?” I asked. We all
do,” they said “we found it in the loft”. “Who owns the
loft?" was my next question.

Apparently one of the residents who lived in one of
the upstairs rooms had a damp problem, the landlord
was informed who said it was their problem and he
wasn't interested, so they then mounted their own
investigation and found that up in the loft which was
piled high with junk there was a water storage tank
that was seeping. All the residents agreed to pay for a
plumber collectively, the plumber told them they
needed a new tank but they would have to shift all the
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junk so he could get at the old one to change it. The
landlord was once again approached as to what to do
with the junk and he once again said it was their
problem and he didn't care how they disposed of it.
“Any more radios or electrical items?” I asked. “No"
they said, the double bass and several old toys had
been sold already and there's a chap coming to look
at some pictures at the weekend. This had paid for the
plumbing and they were well in profit. I then added to
their new found wealth and went home with my prize.

The A22 was the last of the round Ekcos and the
only one made post war, the Trader sheet (768) release
date is November 1945, the circuit is what was and
what stayed the industry standard using octal valves
and the very common IF frequency of 465 kc/s, even
the transistor radios ten years later and long after
continued to use this standard superhet format and
even the same IF frequency. Only its shape makes it
different from any of the other sets of this time, and
having a short wave band wasn't unusual as most of
the manufacture catered for ex-military personnel
leaving the forces after WW2.

Up on the bench I started the assessment to see
how much restoration was going to be required. Off
came the back and two remaining knobs then the four
chassis retaining screws and the whole chassis came
out in one lump leaving an empty cabinet, put on one
side for a good cleaning later. Removing the front
panel assembly was a bit of a puzzle. I removed the
scale lamp inspection cover as suggested in the
Trader sheet but this didn't reveal much, then l
loosened the three speaker retaining clamps and
removed the speaker, then all came clear-the whole
front panel is held in place by a single collar on a shaft
that is mounted in the middle of three spokes in the
speaker aperture in the chassis; the retaining screw in
the collar is accessible through a hole at about two
o'clock on the outside of round part of the chassis.
The front panel consists of the tuning scale disc which
is attached to a cast alloy frame to which the speaker
cloth and bezel are mounted. With the front panel
removed the inner parts of the round chassis are
accessible, this revealed quite a lot of rust, it appeared
that the set had been stored on its back as there was



evidence that some water had collected in the round
chassis and speaker cone. The speaker was corroded
solid and the cone distorted beyond repair and would
have to be replaced.

The chassis rust was quite extensive and bad
enough to warrant a complete strip-down and. re-
spray. The rubber wiring insulation was crumbling
so all the wires would need replacing, the wires were
removed one by one, the colour noted before all the
insulation fell off, then measured, removed and
recorded on a large drawing. The loom was treated
like a single large component and remade separately.
All of the components in this set are bolted together
using BA nuts and bolts which makes restoration
a lot easier, all were in reasonably good health and
just needed cleaning; the EBL31 output valve had
been replaced with an 6P25 and two OA91
germanium diodes, these will be removed and
an original valve fitted.

With all the components removed the chassis rust
was removed with a rotary wire brush in an electric
drill, the rust treated then primed and sprayed with
grey paint the nearest I could get to the colour of the
original plating. The area immediately behind the
tuning scale on the inside of the round chassis was
painted matt black to reduce the back reflection from
the lamp i n  the tuning wand as original; all of the
components were refitted without any problems. i had
some multi-cored rubber cable which was about the
right size and colours, very similar to the originals (red,
black, green. white, yellow, brown and blue), this
stripped of its outer covering gave me plenty of wire
to re-make the loom and connecting wires, l even
managed to remove and replace the centre of the
screened leads retaining the original outer braiding.

Most of the passive components are soldered to a
shaped paxolin tag strip mounted round the outer left
side of the chassis, this is held in place with 68A nuts
and bolts making removal, cleaning and component
replacement very easy. Most of these components
checked OK and only the smoothing block needed its
innards replacing, this was achieved in the time
honoured way by cutting through the can where the
mounting clamp will cover the cut and new
electrolytics fitted with ease.

On re-assembly the output' valve base wiring was
put back to suit an EBL31, (only two wires different)
and removal of the germanium diodes floating in
space. A suitable top cap of this period was found in
stock and fitted with new rubber covered wire. The

mechanical components all fitted back together with
the ease of Meccano, the drive cord was
straightfonlvard with the tuning wand not causing any
difficulty.

I thought the speaker replacement might be a
problem but as luck would have it I found a brand new
Radio Spares 61/2" 3 ohm speaker in stock, this even
had a very nice Radio Spares "little man" logo on the
side stating its size and impedance, typical early 60's
vintage. I felt that this was most appropriate and it
fitted like a direct replacement, all the chassis nuts
and bolts were originally sealed with red paint so a
drop of Humbrol matt red modelling paint was applied
to finish it off.

A new mains lead was fitted from stock, twin red
and black rubber covered wire with purple cotton
braiding. l was lucky enough to find a radio shop (an
old family business) that had some in stock so i
bought the whole drum; he was glad to be rid of it and
I couldn’t believe my luck at 45p per metre.

The valves and dial lamp were cleaned and re-fitted
and a second-hand EBL31 found in stock, a final
check, of the wiring, HT and LT circuits for shorts and
it's time to switch on.

The power up was uneventful and the set warmed
up and tuned through all the usual stations . A run
through a full alignment procedure according to the
Trader sheet just to get best performance went ok; a
play around with the short wave band which was very
lively for a domestic set and then back to medium
wave and ‘Capital Gold', my preferred soak-test
station (I like 50's and 60’s Rock ‘n’ Roll; the music of
my youth) while l clean up the cabinet and front panel.
There was football on ‘Capital Gold', so I tuned to a
news programme on short wave that seemed quite
interesting, after about half an hour it announced that
it was radio Jerusalem, quite a surprise as it was as
loud and clear as any of the local stations and hadn't
drifted or faded at all.

All of the front panel components were in good
health, the speaker cloth was cleaned using a
photographic developing tray and warm water with a
drop of Fairy liquid, the tuning scale just needed a
squirt of foam cleaner, the paint was completely
missing from the cast alloy bezel so it was cleaned
and re-sprayed with Ford Roman bronze, (left over
from a Pye sunburst restoration) a metallic brown that
matched the brown Bakelite very well,

The cabinet was cleaned with foam cleaner
(Servisol) followed with a touch of silicon furniture
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polish that was all that was required, it didn‘t even
have any scratches to polish out.

The set fitted back together easily without the usual
struggle of aligning chassis and cabinet that nearly fit,
then the final problem of the missing knob, I 've been
hunting dragons’s teeth before and not had much luck
getting collectors to part with knobs for classic sets,
so I decided to make one as it’s probably going to be
a long time before an original turns up.

I started by making a rubber mould of the other
knob, (the wave change and volume knobs are the
same and it’s one of these that's missing). This is done
using latex rubber obtained from an arts and crafts
shop; when dry the mould is removed and filled with
resin from the same arts and craft shop (usually used
for casting chess pieces), the only problem using this
method is that the new knob is slightly smaller than

Images from Leeds
photographed by Terry Martini
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the original but doesn’t show unless you look really
closely. When set the new knob is removed from the
mould and the back sanded flat on a flat piece of
sand paper on the bench, a hole is then drilled and
tapped to take a 4BA grub screw, I mixed some brown
paint to match the colour of the other knob but this
has a black fleck in it so just before painting I put a
couple of drops of black paint in the brown and stirred
for about half a dozen revolutions not enough to fully
mix the two colours, then tried on a test piece before
painting the knob, this took several goes before I got it
right but the end result was very good.

This restoration was done about six years ago and
this set still works ok, it’s run up more frequently than
most of the radios in my collection as it’s on display in
our lounge, and I'm still looking for an original knob.



Telerecorded for Posterity?
Andrew Henderson presents a '405 Alive' special. A varied collection of articles and comment on the subject of lost Television programmes.

When you think of an archive - what images are conjured up? A giant, dark vault filled with cobwebs? Behind the dust
and grime scanned by torchlight, you might see the tarnished edges belonging to hundreds of ancient film cans? This
is the public image created and maintained by the media. It always suggests a place which might be unpleasant to
visit. Almost as if that was reason enough not to re-broadcast old material.

To many of the public who even give archives a fleeting thought; the popular concept is to regard them as places
akin to ancient libraries. Consequently, in the expected decayed muddle, this is why old television programmes might
be lost. A very dramatic idea, but largely untrue. There have been some identified examples of neglected recordings,
but for the most part, the television archives are cold antiseptic rooms, akin more to a hospital than a media
organisation. There was a time when old fashioned film racks ruled, but these are long gone.

The treasures of television past now sit stacked in methodical array. Each can or tape labelled as with any
conventional library. What was once documented on paper is now held on a computer database. Tapes once held
on the old 2 ”  format, now exist as sleek black, digital cassettes. Yet even in this ordered world there are gaps; whole
areas of  early television seemingly gone. Yet these gaps are not the product of accidental destruction, but come from
a time in which television was regarded as largely ephemeral. Few had the vision to think of the past, whilst also
creating the present.

This issue, we take a look at one of the most perplexing areas of television history. Once a subject of little
importance, the story of  lost television is one of the tragedies of  modern consumer culture. It is a uniquely British
problem. No other country has so many large gaps of important television output junked in seemingly random
fashion. The majority of  this lost material may never be recovered, but in the following pages we will celebrate that
which has. Not everything old is of value, but reading through this collection of  material you will find encouraging
glimpses, both of  a passion to re-discover a lost past and of  a story which in many ways affects everyone interested
in television.
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We begin with a survey of the annual Missing, into a vertical line and then spell out ‘Arthur’s
Believed Wiped screenings at the National Film Treasured Volumes’. Another annual feast of archive
Theatre (NFI'). These took place last year on ‘ Television is underway. The ‘Arthur’ of the title is, of
Saturday 30th November. course, the famous Mr Askey. The diminutive, cheeky

Liverpudlian was usually featured in stand—up roles.
After a brief intro about “Missing, Believed Wiped” (or Yet, here we see him on the unfamiliar territory of the
M.B.W. for the sake of brevity) both Steve Bryant, the early ITV Sitcom. Each of these programmes originally
NFA’s Keeper of Television and Dick Fiddy, the had an intro by Askey and his daughter Anthea. In
programme organiser, stood back from the podium each, Askey is featured ‘at home’, with a large
and the house lights dimmed. Suddenly we heard the collection of books. After pulling one out of a
hiss and crackle of an old optical soundtrack. The bookcase to satisfy Anthea’s curiosity, this serves as a
familiar ATV logo appeared on the screen (circa 1960) device to relate a story. Each week, a different story
with the accompanying music chiming out. But wait! A unfolds and in this edition we have the curious sight of
novelty in that the ATV letters re-arrange themselves Askey as a Newsagent. The paper boy can't make the
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of the Windmill Road BBC
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‘At Last The
1948’ Show’ has
become
something of a
comedy legend.
No doubt the
most prominent
programme which
directly influenced
the creation of
‘Monty Python’.lt
isn’t often realised
that the show
was originally
broadcast to a fa r
smaller audience
than usual. Some
of the ITV regional
stations didn’t
even bother to
screen it.

Top left: Frame blow-up from
a previously lost edition of
the 608 W series ‘Seven
Deadly Sins.’

1: NFT2 before the screening
of Missing, Believed Wiped
2002 (reproduced with thanks
to the BFI)

2: Outside NFT2 following a
screening of MBW 2002

3: The National Film Theatre
on the South Bank, London -
home of Missing, Believed
Wiped and screening of
archive Television

round and so ‘big hearted’ Arthur does it himself. First
up is Arthur Mullard. Mr Askey looks into his sack and
quips that Mr Mullard would want a couple of
sophisticated papers (‘The Financial Times’?) and in
reply and to Askey’s amusement, our Arfur would
rather have the ‘Beano’ or ‘Dandy’. After the entrance
of Arfur’s wife and a wobbly set for Askey to comment
on, the clip finished and we were left in darkness
again. This edition opened the series (02.05.60), which
originally consisted of six editions. This print was
donated by Paul Stroud.

Quickly following this was a long extract from the
1965 ‘Scott On’ series (scripted by Marty Feldman
and Barry Took). These were originally shown on the
fledgling BBC—2. Not much remains of the 31 editions.
To modern viewers accustomed to the latter day Terry
Scott, these come as a bit of a surprise. No longer the
bumbling husband of June Whitfield, we see Terry in a
wide variety of comic roles and disguises all tempered
with a surprisingly risque script. The production even
extends to a style of dance number later perfected by
Morecambe and Wise. in this we have Terry Scott with
Rita Webb, who give us their rendition of Fred Astaire
and Ginger Rodgers dancing to ‘Top Hat’. Despite
some deliberately painful dance moves, Terry Scott
triumphs with a very lengthy and slick burst of tap
dancing, which bought more than a smile to the faces
of the NFT audience. Also on the agenda were
parodies of contemporary Television programmes. We
were treated to a ‘Man Alive’ interview confessional in
which a double entendre runs smoothly through the
proceedings. in typical confidential presentation style,
we only see Scott and the ‘confessor’ who is shaded
in darkness. Although the theme for this edition was
‘Money’ (15.05.65), the questions were crafted to give
the impression that the confessional concerns
something rather more risque. This sequence was
particularly savage and reminded me of similar
sketches in the earlier ‘That Was The Week That Was’
series. This print was donated by Steven Sigel.

The next item on the programme was a direct
recording of a complete ‘Goon Show’. Unlike the more
famous ‘Last Goon Show Of All’ (BBC 26.12.72), this
1966 version was a far more primitive affair, though
fortunately for posterity this edition is a re-recording of
an original Radio show ‘The Whistling Spy Enigma’. It
opens without preface or titles, the camera work is
fairly primitive and the recording quality isn’t
particularly good. It does manage to achieve for the
21 st Century viewer rather more of the atmosphere of
the 503 ‘Goon Show’ than the later (and rather self
congratulatory) 1972 BBC anniversary recording. One
odd retention is that of Ray Ellington, who atypically
does the opening announcement as well as the
musical interlude. These musical breaks seem archaic



today, but it must be remembered that their retention
was more to do with the option of providing the
performers with a natural break than providing the
audience with some extra music. The prospect of a
complete ‘Goon Show’ without these musical
segments might have been be a little too concentrated
for 503 tastes (of course, it was possible to achieve
this as the shows were recorded on tape). The
circumstances of this existing film recording are
interesting in that it was part of the Peter Sellers film
collection. It had been recorded for insertion (possibly
on videotape, rather than the surviving film) in the
upcoming Harry Secombe show (‘Secombe and
Friends’: ATV 16.10.66). This Sunday night show was
60 minutes long and sections of the recording were
used rather than the complete production. Devotees
of the ‘Goon Show’ had to wait a bit longer until a full
blooded version of the ‘Goon Show’ was mounted.
This was broadcast by Thames in 1968 (8.08.68), and
still survives (another original Radio show script was
used; ‘Tales of Men’s Shirts’). Rather like the 1966
attempt it didn’t work as well as expected and the
original intention to develop a series was dropped.

‘At Last The 1948’ show has become something of
a comedy legend. No doubt the most prominent
programme which directly influenced the creation of
‘Monty Python’. It isn’t often realised that the show
was originally broadcast to a far smaller audience than
usual. Some of the ITV regional stations didn’t even
bother to screen it. Those that did confined the show
to a Sunday night graveyard slot. For that reason, for
a nostalgic point of view, the programme remains fairly
unknown. It might just be possible that the humour
was thought too wacky for general nationwide
consumption. Rather sad that the shows could have
been exported to America at the height of interest in
Monty Python. However, by that time Rediffusion had
ceased broadcasting and the surviving editions
lingered in the remains of the Rediffusion archive or
with Paradine Productions. Certainly, even the first
Python series was broadcast in an obscure slot before
slowly picking up a dedicated audience through word
of mouth. Hailing from 1967, this edition at the very
least provided the audience with the biggest laughs

yet heard in the NFT screenings. The highlight sketch
(as far as the audience were concerned) was the ‘Ant’
sketch featuring a maniacal John Cleese. By the sheer
force of concentrated performance, Cleese lifted this
rather wobbly sketch to great heights. In the 19803 a
single edition of this show was re-broadcast. Many at
that time didn’t realise that this particular edition was
only one of a surviving pair from the original 13
episodes (broadcast over two series). Happily, through
the efforts of the BFI much more is available. There
are now four complete editions plus 5 compilation
shows. This basically means that a representative
selection of the shows now exists for future study and
enjoyment. Donated by Kevin Marsland.

By a rather cruel irony, Marty Feldman’s later 1968
BBC series (‘lt’s Marty’) exists more or less complete
(with all but one edition surviving on the original 625
colour video recordings — the single odd edition
survives on film). it was this edition (23.12.68) which
featured as the closing item on the first M.B.W.
screening. It opened with a carefully contrived
audience participation sketch. Perhaps the highlight of
what followed was a parody obituary item about David
Frost which was very much in the style of a ‘That Was
The Week, That Was’ item on Norrie Paramour
(ironically read by Frost in the earlier show). Although
in 1968, the 21st century must have seemed far away,-
the final predictions end up rather too close to the
present day for comfort! In typical Feldman style, a
rather small and unpromising idea was expanded as
the 603 contemporary version of Mr Frost’s career
climbed through his predicted ‘life‘ with a great deal of
fantasy (‘Marriage to Princes Anne’ etc) and fun. in
addition to this there was a partly filmed and partly
studio based ‘Sportsview’ parody (complete with
cardboard interviewee who literally falls flat on his
face) which featured the heady lifestyle of wealthy
football players.

After a longer break than usual (and all the better for
it!), the second session of programmes started with a
one reel excerpt from ‘MuSes with Milligan’ (dating
from the early 605). This featured a surprisingly
restrained, if not embarrassed Spike Milligan. Rather
than the typical Milligan brand of humour, here we had
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Very few early BBC Benny Hill
Shows survive. This is the first
show of the. second series of
BBC 1961 specials

some rather pretentious and dreadfully dated poetry
and songs. It was an interesting clip for showing
another side to Milligan’s interests, effectively showing
that creativity in his case was not just confined to
comedy. To the Milligan fan, it must have seemed out
of place, but as a piece of archive Television it told
more truth about the early 603 than anything else
shown at M.B.W. Donated by Ash Stewart.

The musical theme continued with the controlled
yodeling and uncontrolled Skiffle of the late Lonnie
Donegan. This was an excerpt from ‘Putting on the
Donegan’ (which if memory serves me correctly turned
up on a 903 VHS ITC compilation release!) An
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interesting feature of this clip (a single number) was
the unashamed enjoyment of the instrumental players.
l’d hazard a guess that this was the least appreciated
item screened, largely due to the now dated music
style popularised by the ‘King of Skiffle’. However as a
piece of ‘forgotten Television’, it still entertained, if
perhaps in a different manner from that originally
intended.

The following clip was part of the opening sequence
of a very early lTV drama recording. Your author had a
hand in this and had offered itn for inclusion in the
M.B.W. screenings. In retrospect, it should have been
included in the comedy screenings! I was pleased that
it gained the biggest laughs of the day, no doubt
entirely due to being a relatively rare example of the
sort of style mocked in the 19908 Harry Enfield ‘Mr
Cholmondely-Warner’ archive film parodies. The
leading actor (John Arnatt was playing an extremely
serious part with the ferocity of a tiger) whilst the
leading lady (Olive Sloan) had lines and poses which
often suggested infidelities unconnected with the
script (or the imaginations of the 19505 audiences!) As
Mr Arnatt became more sinister, more tetchy and more
angry (in cardboard 18805 melodrama fashion), the
NFT audience laughed louder and louder. The
dénouement that all these high dramatics were leading
up to a murder was eventually lost to the audience
laughing.

Errol Flynn was physically in a bad state by the mid
1950s and perhaps surprisingly lent his talents to an
early example of a filmed anthology series. This was
naturally called ‘The Errol Flynn Theatre’ and was the
only complete item screened that day which was
originally shot on film. Of course as far as picture
quality was concerned, it was a big improvement over
some of the ropey film recordings, but to me, the pre-
filming robbed it of the vitality of some of the other
programmes shown. This episode was a ghost story
was called ‘The Transfer’. The only time we saw Mr.
Flynn was in a maritime setting in which he introduced
and then concluded the teleplay. Despite the glossy
production and deft acting, there wasn’t much to
commend to a modern audience, though to my
surprise the NFT audience seemed to thoroughly
enjoy this item, so perhaps I’m in a minority. My own
opinion about these early lTV dramas are that they are
slick productions, but most often interchangeable with
regard to script and predictable in execution. This was
the same sort of situation which would later affect 60$
ITC releases. ln-fact these came to the point in which
the lead character ‘The Saint’, ‘The Baron’ or ‘Danger
Man’ became (character wise) a weak frame for
stories which were all too often about secret ‘foreign’
machine parts or a woman who has mysteriously
disappeared.

Anyone attending the second screening would have
noticed it was a sell out show. The reason was due to
the eagerly awaited and newly discovered episode of
‘The Avengers’. For fans this was a much enjoyed
experience, though without the cache value of the title
it would have been very much the same as any other
early studio based adventure series. This edition
resided in the University of California Film and
Television archive. How it got there seems to remain a
mystery, but the item was listed as a single reel 16mm
Kinescope (film recording) of a Videotaped show. At
the present moment, it is worth mentioning that the
U.C.L.A archive has declared that it has a single
opening reel of the very first Avengers episode ‘Hot
Snow’. The reason the edition was found was down to
fan Dave Wood, who deserves much credit for typing
in a search for the Avengers through the U.C.L.A.
online database (only recently available on the
internet. I had found the U.C.L.A. database at roughly
the same time but completely missed this item! The
list I had compiled for the BFI, included a few missing
BBC shows such as ‘Benny Hill’, plus an early colour



videotape version of ‘Dial M for Murder’.
There was no question that the edition didn’t have

the ‘feel’ of what we now know as ‘The Avengers’.
This was partly due to the omission of Patrick MacNee
as ‘Steed’. Unfortunately his character was not a
regular in the first series. Originally this was performed
possibly live on 11/02/61. It is a circus story (hardly
surprising given the title). Although written by Dennis
Spooner, we don’t get much of a feel for the usual
good humour running through Spooner’s TV work.
Hendry seems tense (perhaps because of the strain of
carrying the 50 min performance under pressure). The
story is rather clumsy and contrived, with some quite
bizarre mixing between studio and film which are
obvious but forgiveable. In fact, given the budget,
confines of the studios sets, we have a brave attempt
to shoot an action adventure in extremely limited
circumstances. The end result may be an ersatz
Armchair Theatre rather than the Avengers as we later
knew and loved. Expect a DVD to follow soon.

The final item which crept into the showing was a
series of mostly filmed extracts from the forgotten
19605 adventure series ‘The Rat Catchers’. These
were found by Dick Fiddy in the Rediffusion collection.
The general effect of the series is similar to
contemporary ITC series, but done on a far cheaper
budget and with some rather jarring mixes between
studio and location film. These location shoots are
interesting and the way they were handled reminded
me of the BBC series ‘The Troubleshooters'. Some of
the antics had however the audience at the NFT
laughing profusely. It seems that the rather poor
efforts of a paid hit man to shoot his prey were too
false to be believed. All in all an interesting relic and a
pleasant way to end a perfect day of archive
television.

One question that might be asked by anyone
interested in the recovery of old programmes is
simply — how is it done? Where do these lost
programmes come from? There are many answers
and the majority exist on film, but before entering a
general area of discussion, it would be appropriate to
give an example of individual effort in unusual
circumstances which resulted in a near miracle. In an
almost genius like devotion to early video recorders,
Martin Loach found gold in the surprising recovery of
two editions of ‘Till Death Us Do Part'. Both had been
lost since 1969. Martin will tell his extraordinary story
in his own words:

My fascination with video recorders started in 1974,
but maybe one really has to go back to the mid
sixties, when l was seven and started to wield a
soldering iron. Soon after that I received my first
Philips electronic engineer's kit.

As a boy, during the mid to late sixties, I clearly
remember watching ‘Till Death Us Do Part”. My
parents were not very happy with me watching it, but
perhaps I was at the age where it was easier to give in
than to argue with me.

I was always rather more interested in what went on
in the back of a television rather than what one could
see at the front. By the time I started work at 18, I
could afford to try and seek out a cheap second hand
video machine. At that time only reel to reel video.
really existed, although the Philips cassette was
looming on the horizon. In 1974 I managed to get a
brand new Philips half inch machine through an ad in
Exchange and Mart (although I had to travel to
Preston to fetch it).

From that moment, I began to accumulate a
collection of all the various machines which used
different formats to record onto tape. Often boxes of
tape came with these second-hand machines, which
was usually pre-recorded with off air or more boringly,
video camera recordings. I became fascinated with
finding old tapes, always hoping something interesting
might turn up. But I never found anything which I

knew to be missing Television.
One never could take much notice of what is written

on the tape box. These tapes often got re-used by
someone who later played around with the machine.
Thus one often finds tantalising bits of the start or
end of valuable programmes which have mostly been
recorded over with modern material. In fact, at radio
boot sales, I would trawl through boxes of tapes
wondering what was on them. Sometimes the vendor
would happily re-assure me- “they are all brand new,
never used”. At that I would walk away having lost
interest!

Some years ago I had a call from someone who had
a large old Philips VTFi recovered from his late father’s
loft, along with a number of reels of tape and monitor,
camera etc. There were about 30 huge 1 inch tapes
with this machine, all recorded by the chap’s father
many years ago. However, due to other commitments
the whole lot stayed in a corner in the workshop for a
year or two.

The Philips EL3400 (also badged and marketed by
Peto Scott) is a one inch helical machine dating from
the mid sixties. it is a hybrid, containing both
transistors and valves. It also requires a total of eight
electric motors to make it work. The head is so large it
is intended to be taken out and stored in a little jewel
box for transport. In addition, the machine depends on
three torch bulbs for the operation of the servo. These
are critical, and have to be of the correct design and
brightness, or the servo doesn‘t work.

During the Christmas break in 2000, I suddenly got
my interest back and eventually I was able to play
tapes. Surprisingly many of them played very well. I
worked my way through the pile, taking first those
which were marked with intriguing titles. Seekers last
concert, Till Death Us Do Part, Dad’s Army, Black and
White Minstrel Show, Morecambe and Wise. All of
these were intact (unlike so many reels of tape which I
had found re-used). There were also musical concerts
by James Last, Herb Alpert, Louis Armstrong. Golf at
Wentworth, Country music festival, Children’s
television with Bernard Cribbins, Lamb Chop and
Topo Gigio. A Benny Hill Show. Even some Royalty,
such as the original broadcast of the 1969 film; Royal
Family and also the lnvestiture of the Prince of Wales.

As I played these recordings through, i also dubbed
straight to U-Matic tapes (one never knew when the
machine might breathe its last). Some tapes had .
problems with head clogging (the age—old problem of
oxide) or other materials shedding from the tape. One
sometimes had to keep stopping the tape, rewinding a
little, cleaning the head, and then carrying on for
another few minutes. An extra bonus was the usual
clutch of bits and pieces from previous recordings on
the end of the tapes. There was the end of Holiday
'69, a BBC globe with the long forgotten jingle. A
trailer for Dixon of Dock Green, an episode which is
apparently lost. The last minute or so of an episode of
the Newcomers. There were adverts and logos. Bits of
the Olympic Games from 1968, part of the Queen’s
Christmas broadcast 1969. All long forgotten material
mostly from the years from 1968 to 1972.

All of these recordings were of course in
monochrome, but many were in the 405 line standard.
Nevertheless, the quality of resolution from the
machine was really remarkable for its age, far better
than that achievable with VHS. But something was on
the back of my mind- ‘Till Death’. Somewhere there
must be a list of the missing episodes? A quick
browse on the Internet and l soon discovered the
missing television shows list on Mark Brown’s
Website. Unbelievable! Most of the episodes from this
period were listed as lost and two of them appeared
to be the ones i had found!

During January, a few emails were exchanged
amongst those I knew had contacts in Television.
Through the help and encouragement of my good

Although the negative of the
1965 BBC ‘Wayne and Shuster
Show’ exists, a private print
recently revealed a Dalek guest
appearance, which generated
interest in this long forgotten
broadcast.

Below: frames from ‘Till Death
us Do part‘



Only one episode of this
forgotten series featuring
Robert Urquart now survives.

friend Andy Emmerson I made contact with a number
of very helpful people, not least of which was Ralph
Montagu and Paul Venezsis. During the spring, Paul
and Ralph visited me at home to try and see if they
could do some kind of standards conversion from my
405 line tapes. The best quality episode was Aunt
Maud, which had been played off and dubbed to U-
Matic with no trouble (although the opening and part
of the end was missing). However the standards
converter they had hoped to use didn't work. I had
already discovered that I could not transfer the U-
Matic dubs to VHS, although I had some success
transferring to Betamax. Paul took the U-Matic tape
away to TV Centre and tried another standards
converter, but still could not get any success. I think it
is true to say we still do not know exactly what is
wrong with the video signal produced from the
EL3400 that causes the problem, although we are
suspicious that the rather large head gap band which
appears rather obtrusively at the bottom of the
picture, is probably confusing the digital converters.
Meanwhile, I had another problem to attend to.

The other episode, The Phone, was on a tape which
seemed to be shedding material. This clogged the
heads after only a few seconds. Arrangements were
made with Charles Fairall at the BFI to try cleaning the
tape. First we tried the reel of Farewell The Seekers to
test what happened. There seemed to be some
improvement, but much. So we then cleaned ‘The
Phone’. Unfortunately this didn't seem to help much
either: We were stuck. Different heads were tried and
we played around with various things but to no avail.
We could not play more than a few seconds at a time.
The best play I had achieved was the first run through
when l was viewing the tapes. I had this dubbed, but
with a rewind every few minutes and not all With
sufficient overlap to make a full version. I was toying
with the idea of having to assemble the best I could
from this, but we still had the problem of being unable
to convert it to 625 lines.

Then I had a breakthrough. I think it was getting on
for August by then and with the intention of showing
the results at ‘Missing, Believed Wiped 2001’.  l was
tinkering with trying to playback the Phone, and in
desperation I tried cleaning the tape on the fly, by
holding a rag against the tape at it ran through the
machine. Miraculously I found I could play up to five
minutes at a time without head clogging! This action
also increased the tape tension, so I am not sure
whether that or the cleaning was having the main
effect. Who cares, it worked!

I was able to get the whole thing transferred into
dozens of bits onto around 3 different tapes. The next
problem was to assemble this from all the bits I had.
The only way i could sort this out was to obtain a
copy of the original script and use this to mark the
clips i had and pick those to re-sequence together.
After two attempts the BBC eventually got me the
right script! Lo and behold, at last I was able to
confirm I had dubbed everything required.

Time was now running out. There had been no
success with the standards conversions at the BBC.
Time to roll out the contingency plan. Optical
conversion. I found that by pointing a 625 line camera
at my monitor, I was able to make quite acceptable
viewing copies onto VHS, thus performing a standards
conversion and time base correction in one process!
This is  far from perfect, as i n  fact, I was unable to get
the camera to synchronise properly, but the results are
quite viewable. In August, Paul came over and was
able to view everything I had, on our domestic TV.

Ultimately, we decided that the best results for
today could be obtained by Paul bringing a Betacam
SP machine down to me and dubbing my 12 good
sections of the Phone in the correct order. All of these
were downloaded straight from my video camera. He
then was able to take this material away and do the
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required assembly in a professional fashion. More
could be done to improve the sound and to take titles
from another source. However, time had run out.
Under better circumstances this could have been
done and even a proper standards conversion may yet
be achieved. What was seen at the National Film
Theatre is nevertheless the result of a lot of hard work.
I hope those who manage to see the recordings in the
future will enjoy them!

I think anyone who saw the results would
congratulate Malcolm on this very impressive and
expert effort. The chances against these episodes
being returned in any condition seemed remote, yet
they exist as a tribute to his insight and determination.

As mentioned earlier, we now move away from this
specific example and into the wider issues associated
with missing Television This takes the form of some
common questions and hopefully instructive answers:

I’ve heard that some old Television programmes no
longer exist in any form- is this true?
In short - yes, this is true. Most of the Public have a
vague idea that everything ‘must be kept’, but due to
age perhaps some programmes are somehow ‘lost’.
To be more accurate — thousands of hours of recorded
Television are simply gone, lost forever. The remainder
were live and never recorded. Unlike most film
production companies who held on to material (which
we still enjoy to this day) most British Television
companies destroyed a large portion of their output.
There were various reasons for this and these will be
explored in detail below.

How many old programmes survive?
As a general rule, after 1978, most British Television
programmes survive. Prior to this, a representative
sample of programmes exist from both the BBC and
lTV companies. The first decade to fully benefit from
the introduction of recording techniques was the
1960s and the survival rate for programmes from that
decade is probably not much more than 8 to 10% of
the total programme output. The reasons for this are
varied and there is no simple, single answer. The
expanding use of video tape recording is certainly a
major factor.

I know VHS isn’t more than 25 years old, so how
were these old programmes recorded?
In autumn 1958, 405 line video-tape recording was

made available to the BBC or lTV. Programmes were
mostly broadcast live. Prior to 1958 (excluding the
BBC's VERA experiments) the only way a programme
could be recorded was by using film. It was known
that only 35mm-cinema film had the required
resolution and quality to record the British 405-line
standard. Unfortunately the cost of recording
Television pictures on 35mm film was prohibitive and
only the BBC and two of the early lTV companies
used this recording method. 16mm film was eventually
used as an acceptable standard, but mostly for
making copies of programmes for overseas sales or
internal use.

Wdeo-tape created a revolution in the mid 1950s by
introducing the concept of a vision recording which
could be re-used. By the early 1960s, the cost of
making a 35mm film recording negative and one print
was roughly the same price as a single spool of video-
tape. Simple economics meant that there was no
impetus to keep programmes recorded on tape. If a
programme was kept for posterity, it was thought that
the film recording was superior to videotape. In
practice, this meant that film was more durable. For
this reason, the majority of deliberately archived
programmes exist as film recordings. 35mm film prints
were therefore a common standard for archival
storage. 35mm film was far better known as a
‘handling medium’ than the relatively new magnetic



tape. This was an extra bonus in that many of the
early film technicians had worked for the film industry
and they could supply a service which included years
of experience. Unlike the delicate splicing of magnetic
tape, film was very easy to splice, was extremely
precise and if there was problem with a splice or
frame, it could be edited out or re-printed. Editing out
a frame in the sense of a Television picture simply
wasn’t a possible option with early tape.

The actual film recording process as used in the
UK. (describing other efforts in the USA. would
involve another separate article) had been refined and
perfected since the resumption of Television in 1947.
Experiments conducted by team led by the BBC’s
Philip Dorte proved that acceptable results could be
achieved. These early recordings were made by
adapting a pre-war German cinema projector (a
‘Mechau’) to act as a camera. Pre-war experiments by
Marconi-EMI had proved that synchronised film
recording was a viable method of preserving 405 line
interlaced pictures. The layman might ask why it
wasn’t possible to simply ‘film off the tube’. It would
be true to state that this would work, however the
appearance of ‘dark bands’ and flicker would be
recorded on the film and consequently ruin the image.
These defects occur because the mechanical
mechanism of a film camera is completely out of step
with the electronic image displayed on a Television
tube. Clearly synchronism is essential. However,
another huge and fundamental problem is obvious to
anyone who attempted to solve this problem. This can
be simply stated that there was not enough time to
record one frame of film and pull the film down for the
next exposure. No existing mechanical camera could
pull film down fast enough between the very short
period between each of the 50 electronic frames that
make up one second of a 405 line picture. The
solution was elegantly simple. The ‘Mechau’ projector.
This machine was unusual in that it did not use an
intermittent mechanism. Even today, a shutter is used
in cinema projectors to black out the split second
needed to advance the film by one frame. However,
the Mechau allowed film to run at a constant speed
whilst angled mirrors faded and re-introduced
successive frames of film. The BBC developed two
cameras adapted from projectors. In these, negative
b/w 35mm film travelled continuously, leaving a rather
complex mirror array to ‘grab’ the Television image.
This image came from a high quality picture monitor.
The carefully controlled image was then thrown
optically and indirectly on to the recording film,
producing a perfect series of full frame interlaced
images. Although the system worked well, the mirrors,
the complex mechanism and the slightly Heath
Robinson approach proved to be problematic. In
short, the system was difficult to maintain and
therefore to produce consistently high quality
recordings.

At that time these films were called ‘Telefilms' and
were mostly used to present sport and outside
broadcasts. The BBC developed an alternative and
simpler system in time for the 1953 Coronation. In this
method, only 25 of the 50 frames were recorded. By
skipping every other frame, a gain could be made in
time, which allowed a normal 35mm camera to be
used for photography. Initially it was thought that this
‘suppressed frame’ method would prove to be of poor
quality. This was true, but with less optical
compensation, better Camera mechanism and a newly
designed electronic feed, the result was almost as
good as the Mechau equipment. A ‘spot wobble’ was
used to fill in the gaps left by the missing frames.
Effectively there were only 188 lines recorded and so
naturally there was still a need to develop a system
which could record all the picture information, but with
the stability of the new system.

Eventually, after five years effort, the ‘suppressed’

equipment was modified to ‘store’ the missing frames
using a clever time decay method. This was put into
service just as the AMPEX video tape system was
introduced. By the end of the 19605 a 35mm film
recording made on the 625 line system would usually
be of quite stunning quality. Using modern equipment
these recordings can be used to create high quality
masters. By that time, electronic tape editing had
begun. In that climate, the need for film recording
dropped. lt  declined to a standby service in case a
video recording channel wasn’t available or to produce
b/w films of the new 625 line colour programmes (for
export to Commonwealth countries still using b/w). By
the early 19803 the practice ceased with the BBC
probably being the last to record 625 line pictures on
b/w 16mm film. Somewhat surprisingly live
programmes such as ‘Blue Peter’ had editions
recorded well into the 19803 in this now obsolete
format. The process has survived as a method of
copying Television commercials for 35mm cinema
screening and in a far more refined form as the laser
recording to film of digitally conceived electronic
imaging.

Unlike the somewhat archival status of film, the
introduction of video-tape immediately meant that the
cost of a recording a programme could be
dramatically reduced. Thus a single tape (which in the
early 19605 was approximately £200) could be
subdivided by being re~used. It was estimated that a
typical tape could last up to ten re-recordings (in
practice this was often much less). The life of a tape
was further reduced by the practice of editing (splices
could weaken the tape and also cause re-recording
synchronization problems). The first video-tape
recordings were therefore made with no post
production edits. This meant that the whole
programme was staged just as in a live broadcast with
no option for re-takes. Very quickly the benefits of
editing videotape began to make their mark on the
fledgling Television industry. It was possible to fill a
studio with expensive sets one day and then tape only
part of a complete play. In the following days, entirely
new sets could be struck for the same play in the
same studio. With this method elaborate productions
could be constructed piece by piece.

The weak link in this process was the lack of a good
method of editing. The only feasible method was done
by physically splicing the tape. Contrary to popular
belief, this was rather more complex than attacking
the tape with a pair of sharp de-magnetised scissors!
AMPEX provided editing equipment. This consisted of
a video tape splicer, which was a combination of
microscope, chemistry set and film splicer. The editor
had to mark the two tapes to be out together with a
plastic marker pen. The marks were placed at exactly
the correct points. This was originally done physically
by hand and later by a cue dot system for better
accuracy. To cut a tape, the exact edge of the out had
to lie between the electronic recording tracks. These
were of course, magnetic and completely invisible to
the human eye. Therefore, a liquid ‘developing’
formula (in fact an iron solution) was lightly spread
over the tape surface. This exposed the recorded
tracks which became visible as a series of
microscopic parallel lines which could be examined
under the microscope. A cut could then be made
between a set of ‘lines’. Once two tapes were
examined and trimmed in this manner, both were
brought together and a splice of clear plastic adhesive
tape applied to join both parts. If the join was perfect,
the transition from one shot to the next was seamless.
If the splice was less than perfect, the picture could
‘jump’ for a fraction of a second. Sometimes this is
seen in surviving recordings.

Of course, cutting any tape produced other
problems. The most troublesome of these is re-
recording. When a new recording is then made, the

Below: BBC Television
Pantomine 1966 with Arthur
Askey and Roy Castle: Once
thought lost, this was an
important find in 1998.
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Above: The famous 'break
bumper’ an ephemeral, but
important part of early lTV

Above right: Only one of a very
few Bllly Cotton Band Shows
survive.

original ‘cut’ vanishes and the original splice now lies
over an area in which a completely different ‘picture’ is
recorded. In this case, if the original tape is less than
perfectly spliced, picture disruption wil l  result and this
will probably not occur at the transition from one shot
to the next. Another problem is the introduction of
dust or dirt whilst splicing. This can cause scratching,
most often seen after or before physical splices. This
created diagonal ‘tearing’ on the transmitted picture. If
this happened in the days of 2” tape, little could be
done to rectify the picture problem. Even today, it can
be difficult to repair, even with digital restoration
technology. Splicing can weaken tapes. Effectively this
reduces the tape life. As a matter of course, splicing
wasn’t to be encouraged in the early years. Some
organizations even placed a code of conduct as to the
maximum number of splices to be made in a tape.
With the tape being far more delicate than film and
with the possible damage caused even on playback
(the vacuum heads of the early AMPEX recorder
pulled the tape to the head path in a tight friction
contact), it was necessary for a quality record chart to
be kept with each recording. This would log any
foreseen problems, the recording picture quality and
also written notes on anything requiring comment.

Before the introduction of VHS, did the 3.3.0. or
other U.K. companies foresee a market for the
public purchase of Television programmes?
In the 19603, the BBC’s Research and Development
department were unsure as to possible public interest
in buying programmes. The attitude seemed to be that
Television recordings were not like music and the only
interest the public may have in video recording would
be of their own footage recorded using a video camera.
This attitude stems from the poor sales of pre-recorded
sound magnetic tape. The 19603 public were far more
interested in recording their own family and friends than
in commercial recordings (however superior these were
to contemporary long playing records).

Are there any differences between the different
U.K. companies with respect of the way they
archive old Television?
Each Television company has had different attitudes to
preserving material. The BBC has the largest U.K.
archive, which covers a very wide range of material.
Although recently berated for junking b/w
programmes, the BBC were unique in keeping
representative examples of a good many programmes
which may have been overlooked by a commercial
company. Therefore, very early outside broadcasts,
panel games and sitcoms survive in small numbers.
These were kept for posterity and will provide an
important resource for historians of the future. The
commercial companies each had different
approaches. Some of these will be discussed under
the next question.

Which companies have the best track record of
preserving material?
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Granada and Anglia were very proud of their own
heritage and kept a large number of b/w videotape
recordings going back to the late 19503. For example,
it is still possible (if you had the willpower) to watch
almost every episode of ‘Coronation Street’). In
contrast ATV and STV have fragmented archives with
many gaps (though in both cases there are
commercial reasons for this and in STV’s case, a fire
(in 1968) destroyed much of the early output). There is
also the problem of what happens to an archive if a
company ceases to exist (as Production Company).
This has happened in the past and we can regard
TWW and Rediffusion as examples. Sadly little
survives of TWW (though the final broadcast does
exist in audio only) however, items were kept as
examples. These were held by the National Film
Archive (NFA) which also saved what was left of the
Rediffusion archive, though very few videotapes were
included i n  th is  collection. Without indirect
intervention, the Rediffusion material could have been
destroyed and consequently lost forever. One of the
gems which did exist purely by chance was the first
Rediffusion programme pre-recorded on tape (‘Women
in Love’ — 1958). This tape, despite all the odds
against, has survived to relate (in both vision and
sound) the experience of viewing 19508 U.K.
Television drama.

Which programmes are the worst affected in terms
of ‘missing’ status?
This is a deep and wide ranging question. Essentially
we should first mention long running series. There are
a few complete write offs, for example the 8803
19605 Football soap ‘United’ or the early Science
Fiction series ‘R3’. From these, nothing has survived. A
step up from this would include long running
programmes which have only a few editions extant.
Here we would find ‘Dixon of Dock Green’, ‘The Grove
Family’, ‘Starr and Company', The Worker’, ‘Six—Five
Special’, ‘Oh Boy’, ‘Thank Your Lucky Stars’, ‘What’s
My Line’, b/w ‘Top of the Pops’, ‘No Hiding Place’,
‘Emergency Ward Ten’, ‘Crossroads’, ‘Crane’, ‘Billy
Cotton Band Show’, ‘Harry Worth’, ‘Hugh and l’, b/w
‘Till Death Do Us Part’, ‘Tempo’ and ‘The Newcomers’.
There is also the sub-category of series which have
(literally) fragments left (perhaps the odd reel or clip).
This would mean series such as ‘A for Andromeda’, the
b/w ‘Liver Birds’, ’The Rat Catchers’ and ‘Murder Bag’.

Which sorts of programmes have survived virtually
complete and intact?
The best preserved vintage BBC example is ‘The
Forsyte Saga’ with all 26 x 50min editions surviving on
video tape. Also the 19605 ‘Maigret’, ‘Coronation
Street’, ‘The Avengers’, ‘An Age of Kings’, ‘Adventures
of Robin Hood’, ‘Market in Honey Lane’, ‘Steptoe and
Son’ (only justl), ‘The Third Man’, ‘Blue Peter’ (1963
onwards), ‘Quatermass II’ and ‘Quatermass and the
Pit’. It should also be remembered that a large number
of documentaries such as ‘The Great War’, ‘Great
Captains’, ‘Men of Vision’ and ‘War in the Air’ exist. A



representative number of one-off dramas and outside
broadcasts are still with us.

What are the most sought after missing
programmes?
In short, ‘Science Fiction’ is the most requested from
the general Public. This includes the well worn ‘Doctor
Who’ and also ‘A for Andromeda’. In historical and
sociological terms we are still missing the BBC
coverage of the 1969 Moon Landing, most of the
19503 ‘Sunday Night Theatre’, ‘Sunday Night at the
London Palladium’, three b/w episodes of ‘Dad’s
Army’, master copies of ‘Steptoe and Son’, over a
dozen ‘Till Death Us Do Part’, 1960s ‘Top of the
Pops’, ‘Hancock’s Half Hour’ (First three series),
Armchair Theatre’, ‘The Morcambe and Wise Show’
(BBC 1968), plus a large number of ‘one off’ plays,
retrospective programmes and some documentaries.

I’ve got an old T.V. film in our attic — what’s it
worth?
A wise observer would tell you ‘as much as someone
is willing to pay for it’.

This is partly true. Much depends on the rarity,
condition and marketplace. If you own a unique print
of a much sought after programme this is obviously
worth more than a grainy dupe of a well worn
‘classic’. Not surprisingly, ‘unique’ prints are rather
hard to find. Regardless of the interest in the print
there are two possible markets: Television companies
who might want to use the footage and the collector’s
market. There has been a fluctuating interest in old TV
films. In the early 903, there was a great deal of
material exchanging hands and turning up quite
frequently. This has dried up. The Internet now offers
another opportunity to own TV films. It is probably true
to say that a good copy of a half hour programme
could cost anywhere from £40 to £90. Paying over
these odds might be considered foolish. As a rough
rule of thumb, you should expect (on average) to pay
or sell at a rate of £3 a minute for an important title.
This roughly equates with the figure paid by the
collector of 16mm Feature films. If the print is worn,
damaged or imperfect, the price can be instantly
halved and in a bad case (missing titles etc) can drop

’ to roughly 75p a minute. These prices are based on
my observation of the market over the past ten years.
There are exceptions to this rule and I could place
missing ‘Dr. Who’ easily in the £40 a minute range.

Who wants to see old T.V. programmes anyway?
Aren’t these boring beyond belief and worthless?
Why bother?
Given the choice between a screening of a typical
1960s play and the latest box office commercial film,
the public will naturally choose the latter. Old
programmes are of interest to four main groups:
Media Researchers/Historians, Archivists, Television
Sales Representatives and enthusiasts (covering
Amateur historians and the Nostalgic). Television offers
us a glimpse of life as it happened. Many programmes
which were live or shot ‘as live’ offer an opportunity
for us to sample the feeling of an era with far greater
fidelity that the more antiseptic motion picture film. In
many ways there is a general rule that the earlier the
material, the greater the interest in the ephemeral. In
other words, ephemeral items give important social
clues to the attitudes and environment of the 19503
and 19603. Sadly most of these items were thought
unimportant at that time. This means that although we
may have a pedestrian interpretation of say ‘The
Tempest’, we do not have a recording of an outside
broadcast of a summer’s evening at a typical South
Coast resort. The latter was probably enjoyed by more
viewers at that time, but the programme planners
were more interested in defining their interpretation of
the classics.

This attitude stems from that ‘Fieithian’ styled ethic
which can be interpreted as stating that important
programmes require thought and depth. Consequently
any programme which requires an ‘effort’ to enjoy
properly must be more worthy than the most low-brow
rubbish. This is of no comfort to the historian seeking
the real atmosphere of the 19503 or the general
nostalgia seeker. By expanding this concept we can
see how at least the BBC treated an archive. Many of
the programmes which were thought worthy of
recording have lost all impact as social history or as
pure entertainment. We should not blame those who
made the choices as they were undoubtedly guided
by the provenance and security of the material’s
origin. This means that we could regard dramatic
versions of Shakespeare and Shaw as worthy of
preservation, whilst some early original Television
dramatists as inferior. Time and hindsight separates
the wheat from the chaff. With no foresight,
programmes which could be placed in some sort of
crude historical reference by virtue of being of
relevance to posterity would be recorded. This led to
recordings of important Shakespeare plays, outside
broadcasts (often recorded more for time delay than
any other reason) and that last elusive quality, the
ground-breaking programme. Today we can thank the
BBC staff of the 19503 for having the foresight in
preserving Quatermass, Nineteen Eighty-Four,
Saturday Night Out and the 1953 Coronation. Four
examples of programmes which were definitive,
repeatable and effectively milestones. Just these four
are far more important that most of the surviving
Sunday Night Plays. More tellingly they still arouse
interest today. There are few who watch the recording
of ‘Nineteen Eighty-Four’ and not come away with a
feeling of admiration. Yet this is a far too well known
example. There are still plays, programmes and one-
off items which can still (despite primitive recording)
make the jaded viewing public stir from their
armchairs.

What of the future? There will always be people
interested in vintage material for various reasons and
the 25 years of 405 line Television production still hold
pleasures and secrets but also vital history for those
who take time to seek it out.

Do people who worked on old programmes keep
material?
The short answer is — yes. Unfortunately over the last
twenty years much of what did exist has been ‘
uncovered/used/returned. No one can be certain if
there are still treasures awaiting discovery, but many
important programmes have come from this route of
inquiry. A good example would be the first few
episodes of ‘Z CAFiS’ returned‘in the 19803.

Does missing U.K. material exist abroad?
It does and many examples have been successfully
recovered. This mostly applies to English speaking
countries, with emphasis on the Commonwealth and
Americas. Most of the programmes exist in the form of
16mm transcriptions made for export, distribution or
identified for use as consideration for purchase of a
series (syndication). To a lesser extent NTSC tapes
(The American and Canadian Color Broadcast
standard) also exist of programmes now either
completely lost (e.g. ‘Theatre 625’, ‘Up Pompeii’,
‘Vanity Fair’) or only existing as b/w film prints (e.g.
‘Doomwatch’ or ‘Dr. Who'). Sometimes these
programmes are recovered as re-spliced for use on
commercial Television. Although not status ‘missing’,
programmes such as ‘Maigret’ have been found in
versions intended for commercial use. There is also
the sub category area of programmes which were
used abroad perhaps only as clips in other
programmes. This covers a wide range. A typical and
important example would be the 1967 Satellite ‘Our
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Above: Frames from a
previously thought missing
edition of the early 19608 IN
series: ”The Cheaters”.

Below: Frames from a long
thought lost spectacular ITV
mid 60‘s Dick Whittington
Xmas Pantomime.

Today we can
thank the BBC
staff of the 19503
for having the
foresight in
preserving
Quatermass,
Nineteen Eighty-
Four, Saturday
Night Out and
the 1953
Coronation.



The earliest U.K.
colour recording
dates from 1954
and shows a
great deal of
interference and
other distortions.
The techniques
which eventually
brought b/w
recording to
a peak of
perfection did
not apply well to
colour recording.

GRANADA
PRODUCTION

PRESENTS

World’ broadcast which has the Beatle’s ‘premiere’ of
‘All You Need ls Love’. The BBC version of this was
recorded on film. However a German 625 line b/w
recording exists. The difference between the two
versions spotlights the visual distinction between tape
and film as an archive medium.

I sometimes see people selling old T.V. films on the
Internet - where do these prints come from?
The answer is that mostly these were syndication
prints. These should have been returned to their UK.
owners or destroyed, with proof of destruction
documented. It can be observed that the combination
of a less organised regime, plus the larger numbers of
prints has resulted in many films being forgotten.
There always was afar  wider range of material on
16mm available for distribution. Therefore there were a
large number of 16mm collectors in the US .  market
who tapped into this area. Most of these were
interested i n  feature films, however most would have
managed to rent, buy or  acquire prints from well
known American Television titles as well as the
occasional British print. As most American collectors
have little interest in British product, they regard it as
dispensable. Consequently (even today) material does
turn up.

Did T.V. companies use other film sizes apart from
35mm and 16mm?
There were experiments (mostly by BBC research) to
try to adapt Super 8mm as a viable medium.
Ultimately, the small single perforations (instability) and
grain structure (colour stock) caused difficulties. This
did not prevent the use of both Super and Standard
8mm for short programmes shown on Ships or
Airlines. Some of these have survived and with expert
handling they have produced results at least the equal
of a typical 16mm print. A good example is the 1999
recovery of the Harry Worth ‘James Bond, Where Are
You?’, sent to the BBC by collector Michael Hogg.

Apart from the standard use of 16mm, the BBC also
made a habit (in the 19503) of recording ‘post mortem’
films on 16mm using a slower frame rate (16 2/3)
frames per second. This method recorded the entire
405 line signal and also used less film. It was typically
used for cheap recordings made to gauge how well a
live broadcast had turned out. There was no need for
a negative and standard b/w reversal stock was used.
One serious consequence was that the sound was
recorded with far less fidelity. Some 19508
programmes have survived on this format, including:
‘Rats to You’ (The Water Flats own TV Show - 1956)
and ‘Off the Record’ (Jack Payne introduces songs
from the current ‘hit parade’). When reconstituted
today, the result is rather poor (particularly the sound),
but still quite watchable.

I’ve heard that there aren’t many old colour
Television recordings made on film - why is that?
The results initially achieved by recording 16mm film in
colour were poor. This was partly due  to the nature of
a typical three colour screen tube. In effect, aside from
the problems of Gamma and colour fidelity, the picture
definition suffered. The earliest U.K. colour recording
dates from 1954 and shows a great deal of
interference and other distortions. The techniques
which eventually brought b/w recording to a peak of
perfection did not apply well to colour recording. One
solution to this was to make b/w separations (for each
of the additive colours) or a three colour sequential
b/w recording.

In both cases, the aim is to record a colour picture
as represented on b/w film. This had been done for
years in the film industry and was the working
principle of the famous Technicolor process. The
application to Television was more difficult and the
final result was often not very much better than direct
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colour recording using Eastmancolor negative. One
original BBC PAL colour programme ‘Theatre 625: The
Fanatics’ has been partly recovered from a b/w
separation copy. The result is impressive, though not
very much like a typical colour videotape of the same
period. In fact, 35mm was the only gauge which could
make reasonable copies of colour tape. This could be
optically reduced to 16mm, leading to a fairly wide
range of 1970s Television programmes being exported
in colour and in 16mm form. These still turn up today
in film collections or Foreign TV stations. Only very
rarely have prints been found for programmes which
had missing editions.

The reason for the use of 16mm colour transcription
was largely because they could bridge the gap between
differing world standards for colour Television. In
addition many of the programmes were either
educational or of the documentary type. These were
intended for schools, colleges and universities.
Therefore, picture quality was not of a high importance.
The use of colour film recording has increased in recent
years, except that the image is now formed using
the precision of laser light. With modern digital
techniques, single frames can be stored and output
to film with a result far superior and in fact
unimaginable to the Television engineers of the 1960s.

Surely an effort could have been made to keep
reference copies of programmes?
Most Television companies had no further use for old
programme material. Primarily, agreements with the
actor’s union — Equity, restricted the number of
repeats. This effectively meant that the commercial
value of a recording was minimal. Other programmes
had agreements written into their contracts which
ordered the wiping of recordings after a certain date.
Despite this ruling, some programmes in this category
have survived (for example, both the BBC’s ‘Maigret’
and ‘Sherlock Holmes’ 1960’s series originally had this
form of contract). The introduction of Colour Television
in 1967 led the way for a gradual purge of black and
white programme material. Both the BBC and lTV
companies were faced with the likelihood of a back
catalogue of programmes that were unlikely to be
repeated. It is difficult in the light of hindsight to fully
understand the resentment felt by the public to b/w
material. As soon as Colour Television gripped the
public consciousness, b/w Television was seen as a
relic of the past and in much the same way that silent
films were derided as soon as talkies arrived.

Another issue was the treatment of video tapes,
which were really just seen as a time shifting
mechanism. Although the tapes were usually wiped,
film copies made from those tapes were usually kept.
The only problem with these would be that after their
commercial life was over, these might also be
discarded. In the case of the BBC, the situation was
more complex i n  that films were held i n  two places,
namely the BBC film library and the holdings of BBC
Enterprises. Most of the films which ended up in the
film library were deliberately placed there for safe
keeping. Therefore, two episodes of a series might be
kept as examples, whilst a complete set of the same
series was sold abroad by BBC Enterprises. Now,
after the video tapes were wiped, the only copies left
would be the Enterprises copies. Whether by
autocratic mistakes or by simple ignorance, these
BBC Enterprises prints seem to have been destroyed
rather than returned back to the film library. It was
only really in the late 19708 that efforts were made to
amalgamate the remaining BBC 16mm Enterprises
material back into the film library. If this had happened
earlier, more might have been saved. However, by the
late 19703, the most damage had been done.
Ironically, this was the period in which nostalgia had
become popular and the BBC was just one of many
companies left with an archive filled with gaps.



Being realistic, the policy which the BBC had
developed isn’t such a terrible mistake. Even today,
outside a few hundred enthusiasts there is probably a
limited audience for complete repeats of old b/w
Telerecordings. Even some of the early colour material
has dated badly. Also most Television companies,
decided to destroy out of date material, keeping key
recordings for posterity, rather than for commercial
needs. The old videotapes with 405 line recordings
were either junked or re-recorded with the new 625-
line standard. Film recordings were easier to replay
and a representative number of these survive to fill in
the gaps left by the junked videotapes. Added to all
these factors was the thought that most Television
was ephemeral and therefore unworthy of
preservation.

What about U.K. programmes filmed in colour - are
there serious issues affecting their survival?
The earliest BBC programmes shot on colour stock
were only seen in the U.K. in b/w. Although the
children's puppet series ‘Stingray’ is often quoted as
the first shot in colour, there are many examples prior to
this both in the U.K. and the US.  These include a
special version of the Hornblower stories for the BBC,
some of the lTC Sir Lancelot Series plus some colour
Demonstration films. The most important issue affecting
the survival of these films is an enemy which affects
most colour films shot after 1953 - that of colour fading.
This phenomenon was first officially acknowledged in
the 1970s. In Television most of the film used is based
on the colour coupler Eastmancolor principle.

in this film stock colour dye images are formed in
very thin, microscopic layers. These layers used to use
unstable vegetable based dyes to produce full colour.
In recent years there has been a move to adopt more
expensive low fade stocks, however most of these are
still affected (to some extent) by colour fading. As one
or more of the layers coated on Eastmancolor film
stock deteriorates, the colour is drastically affected. In
practice most prints fade to a pink hue. First the
yellows fade, followed by the reds. Eventually all that
will remain is a washed out pink image. Only the
Kodachrome multi layer colour stock is fade proof.

There are two high quality methods of preserving
_colour films. One method involves creating prints by
dye transfer (as in the original Technicolor process).
Although it was surely accidental, the choice of colour
dyes used in Technicolor was metallic in origination.
Effectively they were exceptionally permanent.
Unfortunately, making dye transfer prints is an
expensive and difficult process to maintain and has
only been rarely used (in recent years) to preserve
films. As far as Television is concerned, the only major
use of dye-transfer was the syndication 35mm prints
of some American filmed series of the 19605. The
large print run had more to do with the use of dye-
transfer than archival needs (dye-transfer prints can be
cost effective it produced in large numbers). The other
method of preservation is more satisfactory, this
involves making colour separations to b/w film stock.
This means that for every single reel of colour
negative, three b/w separations representing the red,
green and blue aspects of the original are made. Not
much use has been made of this process in the U.K.
Cost is a major factor. The easiest and cheapest way
of preserving colour film without resorting to these
expensive methods is to simply store it at very low
temperatures in a low humidity environment. The film
can also be copied to digital videotape as a back up.
These simple methods may not be enough to ensure
that 19708 and early 1980s colour film productions
remain in colour. In effect there may already be
casualties which are irreversible. In many ways the
problems of colour fading are even more acute than
those of early videotape preservation. Another issue is
the recent ballyhoo about ‘vinegar syndrome’.

This rather unpleasant condition affects film
produced on safety stock and therefore affects all U.K.
Television recorded after 1951. Very much in the '
manner of the better known Nitrate film, the condition
causes the molecular structure of the film to disrupt,
resulting in the print warping. Eventually, the
deterioration becomes even more acute. The
beginning of the deterioration is heralded by the
pungent smell of acetic acid. Anyone who has opened
a can of film and smelt this at close range will testify
to instant identification.

A less well known condition is called ‘rancid butter’
syndrome. Again, the film will deteriorate if uncared
for. Identifying a film which is at risk involves (in the
first instance) actively opening a film can and
checking. Beyond that there are standard laboratory
techniques which involve using a punched sample
from a print to determine the expected life of a print.
More recently, there have been attempts to
manufacture bags or sachets of material which is
extremely hygroscopic (i.e. absorbing moisture). Much
of the damage caused by ‘vinegar syndrome’ seems
to come from the fact that the film literally cooks in the
fumes produced by the film. if these are absorbed by
a suitable substance, the acceleration of decay can be
showed if not completely halted. It is already well _
known that a bad print can be made ‘good’ by simple ,
airing in a dry environment for a few months.
Unscrupulous film dealers can exploit this by buying
prints once thought use for the dustbin and literally
‘curing’ them of the ‘vinegar’ effect. However, once
the print is back in a can and stored away, the
syndrome will probably return.

How are old 4:3 programmes shown in the new '
widescreen televisionformat?
The effect of widescreen television has also had an
impact on old material. How do you present an old
programme in the new 16:9 ratio? Despite BBC
assurances, some Telerecordings have been shown
cropped to 16:9. Whilst this might be reasonable for a
19503 cinema film which was meant to be cropped for
the cinema, the early television images are decidedly
4:3 and not only is the picture definition compromised,
but the aspect ratio and also the composition is
completely destroyed. This issue has been more of a
problem with the use of clips in documentaries. At one
time there were certain technical standards of picture
quality, but with changing fashions and the
acceptance of cinema films deliberately shot in murky,
grainy photography, the use of old Television in a
mutilated form continues. In some ways, the use of —.__
clips can be justified if the documentary is made up
mostly of newly shot 16:9 material, but the real
problem is that we are watching a sequence shot by
two eyes. The first is the original framing and the
second is the edited, cropped version made to show
on 16:9. This is rather ironic in that there was a drive
in the mid to late 19803 to present Widescreen or
CinemaScope material in letterbox format. Now that
genuine widescreen Televisions have gained in
popularity, this is no longer an issue. The use of the
old ‘pan and scan’ prints made from scope films
(which were selectively cropped to mostly show the
middle part of the image) has now halted. in a reversal
of fortunes, the older 4:3 format is now creating a
presentation problem.

The obvious solution would be to present the 4:3
material in its original format. Whilst this is entirely
possible, on the new widescreen sets, it leaves ,
undesirable black bars on either side of the image.
This might be fine for purists, but for the majority of
the public, they feel they have bought a widescreen
set for the purpose of watching everything in the
panoramic format. Like an earlier generation who
would spit and moan about b/w screenings on their
new colour television, the 21 st century customers
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When film
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can be converted
to a picture quality
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perspective) from
a perfect 625
line b/w image.
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want to see everything in the new format. Most of the
television manufacturers have a solution to the 4:3
issue. This is best summed up by the Sony Company
who have a ‘smart’ mode on their widescreen sets.
This is designed to create a false widescreen from 4:3
material. In reality this is accomplished by stretching
the picture out in a subtle way so that the middle of
the image has less ‘stretch’ than the edges. It means
that the customers still see the whole 4:3 image, albeit
in a rather distorted way. This makes 4:3 material look
like early CinemasScope films, which often had
strange facial distortions which were particularly
noticeable in close-up. In the case of the
CinemaScope process, this was caused by
uncorrected lenses and was later fixed completely. In
the case of widescreen television, there is no easy
way of converting 4:3 material to 16:9 without either
cropping or changing the picture geometry.

What about the National Film Archive, didn’t they
save programmes?
Budget restrictions prohibited the number of
programmes required. Ironically, when money was
available, it was often too late. One example was the
difficulty in obtaining copies of BBC videotapes. This
problem was only addressed in 1972, by which point a
good many programmes had been lost forever. It is
worth noting that most copies that did exist of BBC
and ITV programmes were either single prints or a
single videotape. Therefore, the cost of copying for
another archive was an added difficulty and expense.
In recent years, the BBC’s complete video library has
been acquired by the BFI. This should eventually
make early programmes more accessible because
viewing tapes have been made of these master video
recordings. Whilst the BBC has remastered their video
library to digital component form, the BFI will retain
the original tapes for posterity. There is also the
worrying side issue of the playback of old tapes. The
earliest 405 line recording is now 45 years old and it is
becoming more difficult to replay such material. In the
future this will become an increasing problem. Unlike
commercial 35mm film, the use of 405 line video
equipment only really covered about ten years and
was almost exclusively confined to the UK. Getting
spare parts, engineers and operators to service the
remaining AMPEX recorders will eventually become
impossible. The only way forward might be to re-
engineer an old machine to modern standards. This
might be expensive, but is entirely reminiscent of the
early BFI cinema film restorations when step printing
had to be introduced to save delicate 35mm nitrate
prints. Ironically, the fact that many early programmes
were copied to film has probably ensured that the
images are more stable than the original video
recordings. They are also more accessible and
sometimes easier to restore. If a film recording
negative survives, the restoration results can be quite
remarkable. Seeing a film recording projected often
gives a better representation of the original picture
quality than a typical telecine transfer. .

When we watch old programmes, do they have the
same quality as seen on their original broadcast?
Unfortunately in most cases the quality is poor.
Because of the current 625 line picture standard, the
remaining 405 line recordings (of which roughly only
under 1000 survive, either on 405 lines, or as
conversions to 625 lines) have to be converted. Film
recordings only record part of the original picture
information and effectively loose the live feel of the
original broadcast. Recently some promising work by
Peter Finklestone has been achieved with a view to
restoring this live ‘look’. When film recordings were
originally made, they were often almost as good as
watching the original broadcast, however, seen on
modern television sets they tend to look far more
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archaic. Under perfect conditions a b/w 405 line
videotape can be converted to a picture quality not
much inferior (from the viewer’s perspective) from a
perfect 625 line b/w image. Another important factor
is the soundtrack.

A great deal of the aesthetic value is lost from old
programmes as the soundtrack is often markedly
inferior from the original magnetic source. There were
attempts to rectify this problem starting in the 19503.
This involved producing a 16mm magnetic track to be
sourced along with the film recording print. When both
were in synch, the sound was of universally stunning
quality. Luckily some of these tracks still survive and
certain famous programmes which survive as often
rather poor recordings (e.g. Hancock) benefit from at
least the magnetic tracks survival. These 16mm
magnetic tracks were usually recorded directly from
the original videotape, but were also sourced in some
cases as the master. The reason for this was that
magnetic tracks were much easier to edit than optical
film. Thus a film recording which was made on 35mm
film could benefit from the ease of editing in both
prints. The edited 35mm print, plus the magnetic
tracks made a good combination and often to add to
the visual quality, 35mm pre-filmed sequences could
be added in as well. This often was carried out in mid
605 plays where a great deal of exterior film was used
(but few studio scenes) or in productions where a
video recording channel wasn’t available for the
particular recording date.

Can I buy old, obsolete Television programmes?
If you wish, you can walk into a high street music
store and buy recordings of many of these. DVD has
ironically provided a catalyst to bring many more
Television programmes out of the archives. In our
winter 2002 issue, we explored a wide range of
available DVD recordings. But what if you seek out
that elusive programme which may never appear in
the high street?

For that you will have to pay a great deal and the
price will depend on who holds the rights. Most
commercial ITV companies charge anything from £40
to £200 for a single programme. This is likely to be
supplied on a standard VHS cassette. It may be time-
coded with a copyright identification. These copies are
really meant for research and in particular, the location
of a piece of tape which can be used as a clip (when
the clip is identified, the master material can be
selectively duped, rather than copying the entire
programme). The reason for this is that there is a great
demand for the use of clips which are usually charged
by the minute.

In the case of the BBC there is a facility from which
you can order a copy of a programme, provided
you have a connection with the production. An
obvious situation would be that you acted in a
programme or worked behind the scenes. This is,
in fact, a rather generous provision when compared
with the heyday of the major Hollywood studios.
Some of these even forbade actors from owning
16mm prints of their own films!

Programmes still seem to ‘turn up”. Where do they
come from?
The most obvious source is from the broadcasting
companies. Some programmes have been mislaid
rather than truly lost. Other sources include production
staff that kept examples of their own work or took
home prints marked for destruction. This has led to a
fruitful source of material. It has been possible for
dedicated enthusiasts to locate prints which were
usually made for export on 16mm. A good many
programmes have been saved simply because these
export prints have found their way into private film
collections. A good many of these prints had their main
or and titles removed to make them commercially



worthless. Luckily for us, they survive to tell the 21st
Century viewer what Television was like in its infancy.
There is however a limited number of floating prints. it
can be said with certainty that there are many prints
still in private hands. Some of these are known about
and some are not. Even in the best cases, little has
been done to approach the people who hold such
prints, with both the BBC and BFl more likely to wait
until someone comes to offer them material. This is
inherently a problem as some people hold material, but
are genuinely ignorant of its worth.

Despite repeated publicity, the ‘Dad’s Army’ missing
episodes discovered recently were only unearthed after
the owner’s daughter suggested they might be of value.
This possibly shows the weakness of such appeals. On
the other hand, if too much prominence is given to the
value of these films, they may acquire a ‘black market’
value. This is much the same effect as seen by the
public response to the popularity in antique collecting.
Sine the late 19703 the public has been somewhat led
to believe that anything old is of some value. This isn’t
necessarily so and in the case of old film prints
debatable depending on the content as much as the
condition. The surge of the Internet has also opened up

other possibilities. Enthusiasts who were often single
voices, now exchange ideas and notes on missing
television. The main reason for this is possibly a
mixture of excitement in unearthing something which
has been lost, but also with the interest in viewing such
material. Therefore, it is particularly crippling for such
enthusiasts to realise that just because a programme
re-appears that they will be able to view it again. In
many cases a recovery simply leads to another copy of
the programme being filed away under the secure lock
and key of an official archive.

The increasing interest also comes at a time period
rather too late to be effective. Just as the television
companies were slow in the 19705 to realise the worth
of their back catalogues, so the enthusiasts of the
early lt century find themselves in the situation of
shutting the stable door after the horse has bolted.
There are possibly now more enthusiasts than there
are unrecovered prints of lost programmes. Even ten
years ago this wouldn’t have been the case. At that
time the dearth of super 8mm releases forced a
resurgence and interest in the once expensive 16mm
prints. \fideo had mostly destroyed the market for
16mm film rentals and certainly DVD has probably
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2" Videotape compared against
domestic 1/2“ VHS format

Most 2" Videotapes were»
protected in heavy plastic
cases

Racks of 1 '  videotapes
illustrating the space needed to
store archive Television

Three professional formats size
comparison - 2" Videotape ~
35mm film - 16mm film

To the untrained
eyes, film
recordings were
simply murky
prints. Even
for trained eyes
a magnifying
glass is often
needed to identify
the print properly.



Engineers prepare a 2"
recording in the late 19503

Closeup of Mechau telecine
head assembly

Surviving example image of
prewar Baird Television
Broadcast over London (with
thanks to Ray Herbert).

Although film
collectors can
be ruthlessly
private, they
have a moral
code and usually
mutual interest
in film history.

removed it for ever. Canny film dealers bought up the
old educational libraries which often had multiple
copies of a wide range of both fiction and non-fiction.
Not many of these were Television or even missing (if
any), but the interest in these and the need to swap
prints brought many private individuals into the frame
of mind where they were happy to sell old 16mm
prints which they had clung on to for years. Therefore
that much wanted 16mm feature print was paid for by
selling off a few shorts. No one wants to get rid of
their prized films, so the sort of material sold off was
what was regarded as dispensable.

With 16mm film carrying a certain cache as a high
definition format, most collectors are quick to get rid
of fuzzy b/w dupes or television shows. Film
recordings were a novelty to the average film collector
and not really prized items in comparison to mint
quality Technicolor prints. Therefore a fairly wide range
of Television film recordings and ordinary film prints
began to re-surface. Sometimes the owner didn’t even
know the difference between a film print and a film
recording. One place where much could be learnt was
in the various film fairs. Even a decade ago these were
highly popular trading places for a huge variety of film
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material and ephemera. For the average film buff a
whole afternoon could be spent in the excitement of
digging for some film treasure. Part of that fun was
amplified by the fact that competition in the form of
other eager collectors placed a certain amount of
tension. Some film dealers were surprisingly ignorant
of even their own stock.

To the untrained eyes, film recordings were simply
murky prints. Even for trained eyes a magnifying glass
is often needed to identify the print properly. Of course,
as experience improves one can look for certain signs
on the leader which will identify the film as a television
programme. Although this sounds obvious, often with
no title present, it is a case of observing subtle
markings and images which can lead a collector to
identify a print. I even once saw a dealer selling a huge
2000ft spool and can for £10. There was a film on the
spool, but the dealer considered it worthless. In fact,
the film was a live American Kinescope of an early
Ford Car preview programme. This recording was in
good condition and very much prized by the surprised
owner. In my own experience Television shows were
often bundled in a huge batch of films. For the average
eager collector of television shows, a fair knowledge of



old Television was enough to sort out these shows
from the Hollywood films. However where this
knowledge fails is in the situation where the dealer has
marked the print not by show or series title, but by
episode title. I had seen this happen time and time
again. The only way to be able to search properly and
efficiently is to have knowledge of the Hollywood
product too. I remember this once allowed me to
source out a live BBC 50s broadcast from a huge
batch of prints, all with spines facing up. The BBC print
did not just leap out and show itself, but it took a long
check through all the Hollywood films to realise that
there was a print which was probably either a cinema
documentary or  a television show.

In the last few years special film fairs have dwindled
to a trickle. Perhaps the supply and numbers of film
collectors are decreasing quite rapidly. Even DVD has
begun to make an impact to well worn 16mm
enthusiasts. During this last and weaker period, there
has been an increase in the more eager Television
collectors turning up at film fairs. From my own
observation, many of these have little knowledge of
16mm film collecting and are often naive in the extreme.
Simply marching up to a film dealer and asking for b/w
television shows is not a good start. As with many
societies and clubs there are hidden rules and manners
peculiar to a specialised area. Film collectors and
dealers stick to a surprisingly rigid and xenophobic
code. A dealer confronted by such a request may even
be suspicious as not only is it unusual, but the dealer
may be aware that such prints are either much sought
after or may be regarded as a problem to sell. In most
cases the eager collector receives a polite ‘no sorry’
and treads the halls to only find endless railway and
cartoon prints, instead of that crucial print of a missing
TV show. This may sound cynical and many collectors
are asked why they are so ‘lucky’.

The simple answer is that it isn’t luck. It is usually
the product of methodical approaches to collecting
and a preoccupation bordering on the obsessive. It
probably isn’t possible to adopt it as a ‘normal’ hobby.
There is also an element of social engineering.
Although film collectors can be ruthlessly private, they
have a moral code and usually mutual interest in film
history. Genuinely getting to know collectors and

' helping them with their own collectors can be mutually
beneficial. Some eager Television ‘hunters’ have tried
the approach of leaving contact numbers ‘in case
something turns up’ as a variation to the purely social
approach. Perhaps this is to be expected of our
constantly changing ‘instant’ fix culture.

However, in most cases such an approach is
doomed to failure. This is about as naive as placing a
‘wanted’ advert in the local newspaper, stating your
needs and then waiting for the phone to ring! Apart
from a very, very few lucky cases, this simply doesn’t
happen as easily as you might think. I have heard of
dealers who have promised to lay by prints, but in
most cases they don’t want to waste a phone call on
someone who perhaps might not buy the print after
all. For this reason, a print is usually sold on a first
come, first served basis! This might not sound very
fair, but the film dealer’s world is more closely and
mostly allied to the second-hand market, which does
not follow the same etiquette as normal high street
trading allows. Another additional problem is that
there are very rarely two prints available of the same
item. We only twice come across this during searches
through thousands and thousands of films.

I think I’ve got a rare/missing] junked TV film -
what should I do with it?
The first step will be to determine if it is missing (see
question below). If this cannot be done by title alone,
your next port of call should be the originator of the
print. However. . ..be warned! Most Television
companies are used to dealing with film as a

professional medium. A typical switchboard may never
have had someone phoning up, asking for information
about a film probably forgotten about forty years ago.
For that reason, you might be better writing to either to
the company concerned (or use e-mail). If you wish to
get a quick response, try not to elaborate. State what
your film is and the type and condition of the print. If
you can’t wait to hear about the film, an alternative may
be to try phoning the BFI (their website lists current
numbers). They have considerable experience in
dealing with film collectors and under normal working
circumstances should be able to give guidance as well
as contacting the archives concerned on your behalf. If
you have dreams of selling the film to either the BFI or
elsewhere, please forget the idea. You are effectively
making a donation which will eventually benefit the
nation by adding to the stock of early Television shows.

This may seem harsh, but the BFI runs under
extremely tight budgets. If an organisation were seen
to be handing out money in return for prints, it could
lead to an escalation and considerable speculation for
rare material. Many years ago the original BFI
arrangements under Ernest Lindgren were so harsh
that they would refuse collectors who even offered
prints for free (in this case Cinema prints). it is now
thought that this policy shut off a supply of films and
was a mistake. In the more enlightened times, the BFI
is keen to accept these donations in the spirit of
sharing films for everyone to enjoy. Of course, you do
not have to donate the actual print. A video tape can
be made of the film by telecine. This means that not
only will you get your film back, but also a VHS copy if
desired. With cases of a single print, it may be perhaps
wise just to donate the complete print, which more
often than not is in the hands of someone who does
not have access to a 16mm projector or their
equipment is too old to repair. Another factor to
remember that although a print may be missing, it may
not be a gem! Often people discover prints of
programmes which are extremely disappointing. Such
films are still important as not all early Television was
‘classic’ stuff. The matter of how good a programme is
often boils down to personal taste. One of the most
unfortunate aspects of this has been the problem of
overlooking films. A typical case would be the BBC
children’s ‘Doctor Who' series which is extremely well
documented. It is unquestionably true that fans of this
series have either stumbled over or obsessively seek
out missing editions. In these cases, with that
programme a priorlty and little else of interest, it would
be accurate to say that other missing material has
been overlooked in the past and possibly lost forever.
The question of the historic value of old “Doctor Who’
is debatable. Like many nostalgic exercises a
generation is usually over impressed with such
programmes and probably overestimates their value.
As far as these are concerned, posterity will tell if they
were worth keeping. Perhaps in 80 years time, they will
be as forgotten as the Radio characters of the 19303.

live heard about mystery collectors who hoard
missing Television - is there any truth in this?
The answer is inevitably that it is impossible to
determine what is exactly in private hands but,
through experience of the area, a partial picture forms.
What is certain is that nothing usually remains in
private hands forever and somewhere along the line a
relation or other family member inherits material. The
danger here is that this is thrown out in ignorance. In
general, people are fairly sharp and in such cases,
usually consult a reputable source before throwing an
old film out. In the early days of car boot sales, it was
quite common to find people selling off 16mm film. I
even saw genuine BBC cans, though the contents
were usually educational films of little merit.

But what happens when those cans reveal
something more interesting? Here is a concluding

.42

FOR
HAPPY FAMILY

HOLI DAYS

mouw '
a

Dunlapillo
Floor Covering

Bakewall
BAKING PAPER ,

2'6”l  I

_1 ’4&2 ’2

.[cnu‘iué
tlmfl m uur

V 31 .

AT ALL
CHEMISTS

for all fine things. ‘

Captions for products of the ..
late 19503. Very ephemeral
and now of much interest.



s m BY
MR GRAHAM Iccrr‘r

Top right: This is the title
often used to indicate Where
BBC 60$ programmes can
be split for commercial
showing abroad.

Right: Special Eurovision
Logo from the 1966 World
Cup. The final survives on
.625 line videotape.

example of the recovery of a missing Television
programme on film. In this case, the find was one of
my own and is typical of the approach l normally use
to seek out material:

‘The Troubleshooters’ was a mid 19603 BBC
Television drama series about fictitious Oil Company.
Originally meant to be based on B.P. this brand was
named ‘Mogul’. This doesn’t sound very exciting, but
the emphasis was on every aspect of a large company
reaching all over the world. This meant the unusual
use (for the 1960s) of location filming abroad. The
series began titled as ‘Mogul’ but the title changed
after the first (1965) series. Eventually the programme
lasted into the 703 and was broadcast in colour for
the final two series. With no repeats in recent years,
this programme has become practically forgotten. in
fact, it was a bit puzzling at to why the series hadn’t
ended up repeated on one of the satellite channels,
particularly as there were two years of the programme
made in colour.

About five years ago (1997), I spoke to a film
collector I knew, who was the late Harry Nadler. Harry
was a genuine enthusiast for vintage science fiction
films on 16mm. He simply revelled in the fun of
collecting films and other material on the subject. In
addition he was a pleasure to talk to and will be
greatly missed at film conventions and to those who
knew him. Harry had an elderly friend who was
disposing of unwanted feature films. Acting as an
agent, Harry had a small list of material which had
little of interest, except one title, which simply read
‘The Troubleshooter - Geoffrey Keene b/w adventure
50 mins’. Looking at the list of surviving episodes of
the series (43 out of 135), it seemed that there was a
good chance this print contained a missing edition.
Something which was depressing to find was ‘apart
from 16mm b/w film recordings, there was only one
colour edition out of the 135 which existed on master
videotape! (TX BBC-1 01.06.1970 - Camelot on a
Clear Day). This was why the series hadn’t been
repeated in recent years! Knowing this was interesting,
but didn’t really get me any closer to finding out if this
unnamed edition was missing from the BBC archives.
in the end, Harry couldn’t get the episode title from his
collector friend as there was some kind of
communication problem. After consideration, i asked
to buy the print, on the assumption that even if the
edition existed, it would still be a rarity.

After what seemed a long period of waiting, the
print arrived. Preliminary examination of the film
showed that this was indeed a good condition print
(and unusually complete) of the BBC series. The film
was a BBC Enterprises print and fairly soon I had
identified the episode as ‘Wildcat’ (TX BBC-1 on
28.07.1965). Remarkably this was not only a missing
edition (the fourth ever), but specifically named ‘The
Troubleshooters’ instead of ‘Mogul’ (the original title of
this first series). After researching the programme’s
history, I had been under the impression that the
series was called ‘Mogul’ in overseas Enterprises
prints and yet here was a copy made for overseas, but
with the ‘Troubleshooters’ titles. Whatever the reason
for this, it mattered little, for here was something rarer
than even my original estimation. The box for the print
revealed that it had been originally posted in 1974. It
seems credible that this is where this print entered an
unknown private film collection (possibly the aged
owner or a previous owner). The 1974 dating fits
roughly with the period in which BBC Enterprises were
clearing out b/w material thought to be of no further
commercial value.

Ironically I also had no idea that this edition featured
James Beck (to be made famous by his performance
as Pte Walker in ‘Dad’s Army’). The BFI had just
shown a season of rare Television appearances by
James Beck and it was a pity that this newly found
edition of ‘The Troubleshooters’ was found too late for

inclusion. It wasn’t too late to be shown during that
year’s ‘Missing, Believed Wiped’ and in fact it was
pleasing to see that the original print on 16mm was
shown (this was particularly good as the picture
quality is much superior to the alternative of video
projection). I later found that this edition had also been
novelised in paperback form. The subject for this
edition was a fairly hard hitting (for the time) example
of racial tensions overflowing during an oilfield survey.
Bearing in mind the promise of that luxury of location
filming, it was particularly interesting that instead of
the plain adventure I expected, the handling of the
show revealed a tight, well knit script which was as
really about human interaction rather than sheer
physical drama. In other words, this episode of the
series was a ‘talker’ and none the worse for it either.
Because of the serious nature of the script, I was
worried about how well this would be received by the
NFT audience. In the end it seemed to go down well
and perhaps did strike the right balance to contrast
with the more ephemeral items shown that year.

And so we close with the realisation that there is
hope for the recovery of more missing Television.
Perhaps a reader may even have films of their own and
after reading this lengthy article might be able to write
in and tell us about their story. It would be interesting to
hear from anyone who would like to add comments.
There is no question that it is a difficult area to research
as it involves grasping the unattainable. At least we
have proved that all is not lost (to prove the point, last
December an edition from the completely missing 1968
Moroambe & Wise BBC-2 Series was bought on ebay
by ken hunter, Tim Disney).

COMMERCIAL



Ferguson 354U............

I repaired one of these attractive
burgundy and cream painted Bakelite
sets for someone a few years ago. I
had been on the lookout for one for
some time, when I found this one _
listed on the Wireless Works website.

It was in as-found condition -
complete but untested. The only

_ problems noted in the description
were the missing metallic trim behind
the controls and a few minor chips
and scratches in the paint. The
asking price was £28, which was fair.

The set arrived very well packed in
a large box surrounded by screwed-
up newspaper, and was just as
described. Also included was a
photocopy of the “Radio and
Television Servicing” service data — a
useful touch. I also had a copy of the
manufacturer’s service manual.
Initial Inspection '
From a quick examination, it was clear that the set
would need a fair amount of work to return it to good
reliable working condition. The on/off switch did not
operate positively (note that this is separate from the
volume control on this set). The mains lead had been
replaced in the past by means of a choc-block
connector inside the set, and the new lead had been
cut off where i t  enters the set, at some later date. The
wax-paper capacitor connected across the mains
input had blown itself apart (as usual). Much of the
PCB was covered in wax (both top and bottom). Most
of this had clearly come from the three wax-paper

capacitors, since these seemed to be lacking in wax.
They were mounted vertically close to valves, so the
heat was probably sufficient to melt the wax. There
were also a couple of Hunts capacitors, which were
falling to pieces (as they do).

Disassembly
The set is not particularly engineer-friendly. To remove
the chassis, first the back must be removed and the
wires to the aerial and earth sockets desoldered. The
tuning knob must then be released, followed by the
glass and bezel. This is held by four tags bent over
inside the cabinet - three are easily accessible and
one isn't. The tuning pointer must then be removed.
The chassis itself can then be released (three screws)
to the extent of the speaker leads. These leads need
to be unsoldered to completely withdraw the chassis.
A set like this can only be dismantled and
reassembled a few time before the bent metal tags
retaining the glass and bezel break off.

With the chassis out, I decided that i t  would
probably be easier to remove the PCB from the
chassis for cleaning and capacitor replacement. About
a dozen connections needed to be desoldered, so
careful notes were taken. I left the waveband switch
and the volume pot attached to the board, so
removed the nuts holding them to the chassis before
removing the two screws securing the PCB and lifting
the whole assembly out.

The PCB is only held to the chassis by two screws
and the controls at the front. There is no support at
the back, however it is not particularly deep or heavy
and has survived over 40 years like this.

PCB Restoration
The area around the rectifier was filthy, so I decided to
remove some components from the PCB to allow
proper cleaning. This method was so successful that I
continued with the whole PCB in the same way.

I cleaned the PCB itself with isopropyl alcohol,
using paper tissue and cotton buds. I found that the
best way to clean the small components was to
unsolder one and, lift them vertically then wipe with a
dry tissue while still warm from the desoldering (the
warmth softens the dirty wax). lsopropyl and other

The Ferguson 354U fully
restored. The on/off switch is
on the left, the volume control
isinthewntreandthe
waveband switch is to the. right.
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Fig. I. Circuit diagram of New 35w. figures in rmngks are wings readings taken with a macaw-wot; meter.

Perhaps the
word “chassis”
suggests
something
substantial?
In this set, the
chassis is an
inverted T—shaped
metal assembly
that fits into the

‘front of the case.

cleaning solvents tend to remove the markings on the
resistors etc. A couple of resistors lost their markings
in the process, so were replaced with parts of a similar
age. All the resistors were checked with a meter and
were found to be within spec.

The wax-paper and Hunts capacitors were replaced
with modern PCB mounting types. A few of the
smaller capacitors around the mixer-oscillator section
had been replaced with R3 components in the past. I
checked these against the service data and found that
some were the wrong values, so I replaced them with
the closest values I had in stock.

The valve-holders were soaked in isopropyl for a
minute then wiped with tissue. One valve-holder broke
into two halves during this process. Since it was a
clean break and fitted back together positively, |
secured it with a black cable tie (the holder is black so
a black tie is less visible). I decided against superglue
due to the risk of getting it in the contacts. Once back
in the board the tie was probably not needed but I left
it there anyway. I fitted this holder in the mixer-
oscillator position, where things do not get too hot
and it is partly hidden behind an IF transformer.

I checked the main smoothing capacitor with my
capacitor reformer before refitting -— it was fine.

The whole process took about four hours, and the
result was worth the time taken.

Chassis Restoration
Perhaps the word “chassis” suggests something
substantial? In this set, the chassis is an inverted T-
shaped metal assembly that fits into the front of the
case. On it is mounted the controls, dropper resistor,
output transformer, tuning capacitor, lamps, ferrite rod
aerial and PCB.

I started with the on/off switch. This was
disconnected from the circuit and removed. The
switch body are the same as those fitted onto the
back of combined switch/pots, but it is operated by a
spindle with more limited rotation. On this switch,
there was sufficient movement to fl ick it on, but not
quite enough to flick it back to the off position.

I drilled out the two rivets holding the Bakelite
contact assembly onto the front spindle plate. The
contact assembly mechanism seemed to work
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correctly. I bent the operating tag on the front section
to push further to the off position. This means it would
push less to the on position, but with the contact
assembly back in place, it all operated correctly. I
fixed the switch back together with two SBA screws
and nuts.

I removed the remains of the blown-up capacitor
and the dropper resistor from the chassis and cleaned
it with isopropyl. I then refitted the switch and dropper,
and fitted a new Class-X2 capacitor (since it is directly
across the mains input). All leads were sleeved with
new heat-resisting sleeving. _

I replaced the wires that connected the output .
transformer and tuning capacitor to the PCB since the
insulation was melted in places (probably by a
soldering iron when those capacitors were replaced in
the past). I also replaced the tone correction capacitor
mounted on the output transformer.

The dial lamps were both blackened, so I fitted two
new 12V 0.1A bulbs.

Two of the wires to the ferrite rod aerial terminate on
a tag strip mounted on the aerial. This was originally
held in place with adhesive tape, but this had lost Its
hold over the years. I used a thoroughly modern
alternative - two cable ties.

l then refitted the PCB and connected everything
back up.

Testing
With the amount of component replacement and
testing that had been done, l expected there to be
little chance of a discrete component fault. On the
other hand though, a lot of things had been disturbed
so there was a risk of human error!

I refitted the valves (the only components that had
not been tested), connected a speaker and applied
power via the lamp limiter. A meter on the HT showed
that it was a bit high. The set just about received a
signal, but it was very quiet and distorted even at full
volume. A quick meter check on the cathode of the
output valve showed a reading of just 1.5V (it should
be around 9.2V). This confirmed that UCL83 output
valve was very low emission. I fitted a good used
valve and tried again. Much better - the HT was about
right, as was the output valve cathode voltage, and
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the set worked fairly well.
After a few minutes, the sound started to become

weaker and distorted. A few voltage checks showed
that the HT was low. It was not being dragged down
by excessive output valve current, since the output
valve grid was correctly at 0V. I was about to try
another UY85 rectifier, when i noticed that the
smoothing capacitor was very warm. Although this
seemed OK when tested, it obviously did not like the
idea of working for a living again. The capacitor was a
dual 50uF 275V PCB mount can. The closest I had
was a triple 32uF 350V type in the same style of case.
l folded the extra pin flat below the case and soldered
a wire link between it and the pin of the second
smoothing section, so I had 32uF for the reservoir and
64uF for smoothing. l connected it this way because
UY85 rectifiers are rated for no more than 50uF on
their cathodes. The reduced value of reservoir
capacitor could result in increased hum, but none was
noticeable through the small speaker in the set.

The set still seemed to be struggling to receive
strong stations however. As a quick test, I tried
replacement UCH81 and UBF89 valves, which made
no significant improvement. Time to check the
alignment. With the wrong capacitors that had been
fitted, it was quite possible that this had been fiddled
with too.

I connected a meter to the AGC line and carefully
adjusted the four IF cores for maximum reading with
the set tuned to a local station. Three were correct but
one was about half a turn off. With this corrected the
set sounded better, but I was still not happy.

When looking at the circuit diagram to find where to
connect the meter onto the AGC line, I noticed that
the decoupling/filter capacitor across that line seemed
very low at just 0.005uF (the diagram and set agreed).
Comparison with a few other similar circuits confirmed
that 0.05uF was a more likely value. I temporarily
connected a 0.05uF capacitor, which improved the
sound quality by removing the slight off-tune sound.
By connecting the 'scope to the line it was clear that
with 0.005uF some low frequency audio remained on
the line, which would have caused the gain to be
varied in sympathy. With 0.05uF there was no audio
visible on the line, so I fitted this value. This made a
significant improvement, and is worth remembering for
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the future!
The capacitor in question (022) is circled on this

circuit diagram. The same PCB assembly is used in a
number of Thom sets (Ferguson, HMV and
Marconiphone) and may also be used in sets they
made for other companies such as Philco. It is about
the same size as a postcard. 022 is located towards
the back edge of the PCB, alongside the 2K7 carbon
power resistor, R14.

After some more testing, the set started to crackle
intermittently. Some gentle tapping with the
screwdriver handle narrowed it down to the right dial
lamp. I cleaned and retensioned the contacts in both
lamp holders, which fixed this problem.

After another half-hour the set suddenly went off.
The dial lamps went out and the sound faded away,
so it was clearly a problem with the heater chain. l
tipped the chassis forward to investigate, and it came
beckon! I left it and a few minutes later it went off
again. This time l was able to carry out a few voltage
checks, which showed that the UY85 rectifier valve
filament was open-circuit. When the valve was tapped
it started working again. I fitted a good used
replacement.

No further problems were found during soak-testing.

Cabinet
The cabinet was in good clean condition and needed
very little .work to make it look right. The most visible
problem was the chips in the cream paint on the front.

Comparing the caps of the various cans of car
spray paint I had, it appeared that Ford Sierra Beige
should be a good match. I sprayed a small amount
into the can lid and applied it to the chips with an
artists paintbrush. it was a perfect match! Three
applications were needed to get the chips and
scratches fully filled.

Looking closely at the front, I am undecided
whether it is the original paint or if it has been
resprayed at some time. I think it probably has been
resprayed - some of the edges where it would have
been masked are perhaps not quite as sharp as the
manufacturer would have done, and the retouching of
the FERGUSON letters is not quite up to manufacturer
standard either. The exact match of the car paint is
another clue too. If it is resprayed it is a very good job!
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Internal view of the restored
354U, showing the PCB
attached to the chassis.

The brass trim
from around the
tuning scale was
badly tarnished.
This responded
well to Brasso
used on a
scouring pad.

The scratches in the burgundy paint were a bit more
of a problem. As with the front, I only wanted to touch
up the damage, not repaint the whole cabinet. I had
no suitable coloured car paint in my stock, and I could
not find anything dark enough in Halfords. However, I
did have a selection of small tins of enamel model
paint, so i decided to try to mix a small amount of the
correct colour. After some trial-and-error, I managed to
get a good match with a combination of black, red
and a couple of mauves. I mixed it in a small screw-
top spice jar, so that the mixed paint could be kept
liquid while small samples dried (it dried slightly less
red than it looked wet). It took'three attempts to get
the close colour I achieved.

The main damage was to the area between the
volume control and the waveband switch. I painted
the whole area between the controls to avoid visible
edges. In the other places, I filled in the scratches with
a thin artists paintbrush. Once the paint was dry (24
hours), I smoothed the paint with Brasso wadding. In
the areas where I had filled scratches, I used the
wadding to carefully remove the paint from the surface
while leaving it in the scratches. The result is not
perfect, but from a normal viewing distance on a shelf,
it looks fine.

Brass Trim
The brass trim from around the tuning scale was badly
tarnished. This responded well to Brasso used on a
scouring pad. I also removed the tuning pointers from
their carrier and the trim from the tuning knob, and
polished these with Brasso Wadding. All these parts
had originally been lacquered, but most of this was now
thin or missing and was removed by the polishing.

The area of the cabinet behind the controls would
originally have had a piece of trim fitted - the glue that
held it remained. I had no idea whether this should
have been brass, aluminium or something else. I
decided that brass was the most likely because the
set was too old for brushed aluminium and the
remaining trim was brass.

I used some brass shim material, about 0.25mm
thick. I had obtained this from a previous employer
when they ceased trading, but it is readily available
from engineering suppliers (companies who supply
nuts, bolts, tools, etc.).
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The gap was conveniently exactly the same width
as my narrow 12" steel rule, which is 3/4" (19mm). I
cut a suitable strip with sharp scissors, then spent
some time trimming it exactly to length and rounding
the corners as necessary.

By placing the strip in place with the ruler on top it
could be held flat enough to allow the cabinet to be
turned around and the control cut-outs to be marked
from behind with a fine permanent marker pen. These
were then carefully cut out with the scissors,
remembering that I had to cut to the outside of the
line. Again, some fine trimming was required to get it
exact — sharp curved nail scissors were the ideal tool.

All the brass pieces were then cleaned with
isopropyl before being carefully fixed to a piece of
newspaper on the bench in the garage with loops of
masking tape, then sprayed with clear polyurethane
varnish. They were left for 24 hours to dry before
being disturbed.

Before sticking the trim strip in place, | protected
the adjoining edges of the case with masking tape.
This was to prevent me getting glue on the case as l
inserted the strip. l sprayed the back of the strip With
spray-adhesive then carefully placed it into position
and pressed it down. I then removed the masking
tape. A row of cassettes in cases, stood on end,
provided enough weight to hold the strip down while
the glue set.
| refitted the pointers to their carrier with Evostik,

and supported these with a roll of tinned-copper wire.
I left everything for 24 hours while the glue dried.

These waits of 24 hours do not cause as much time
wasting as may be imagined, since the jobs were
done on successive weekday evenings after work.

Reassembly
As with most restorations, the final reassembly was a
quick and uneventful procedure. By this stage almost
all the work has been done, and there isn't much to
write about!

As mentioned before, there was no obvious means
of securing the mains cable. I secured it to one of the
speaker mounting clips with a cable tie.

The radio performs well for this class of set, and
does not run excessively hot. I think it is rather
attractive too! C) Paul Stenning - www.vintage-radio.com



Things that go round a . . .
Most of the problems with old radios are caused by movement. In fact the
only parts which wear out are the bits that move. Let us look at a few...
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Tuning Capacitors
It was possible at one time to buy ready-punched
vanes and assemble your own. That was in the
days when variable capacitors used semi-circular
vanes and, naturally, had a straight line capacity
law. This gives the maximum capacity in a given
space. Why not? It is all a question of getting the
dial to look right. When the dial  just said 0-100, or
0-180, it didn't matter; you could probably only get
one or two stations anyway. But as the bands began
to fill up it was found that the stations all fell in a
heap at the low frequency end. This was because
there was a constant spacing at, in this country,
9 kHz. 80 it seemed a good idea to change over
to straight line frequency This requires a long thin
type of capacitor vane which is subject to
microphony, and also takes up a lot of space. In
this country we marked our dials in wavelengths,
and it seemed natural to make the capacitor straight
line wave length. Eventually a compromise was
found which was most generally useful, and this is
what we have today. This seems to be straight line
wavelength with the high frequency end stretched,
as there are more stations at that end...

Most valve radios also settled down to using a
value of 500 pF. The last known use of the straight
line capacity gang was the one in the Philips 1938
models, where the peculiar construction made it
necessary, so they used a non-linear drive to sort it
out. Most Philips tuning capacitors are of very high
quality, with brass vanes.

Probably the nastiest type of tuning capacitor is
the sort made of diecastings. These were much used
by Pye, in their 0, MM, and K models, among
others. The design is very clever, as l have never
found how they got them out of the mould, but they
can give awful problems. As is known, these Mazak
or “muck-metal” castings tend to grow in time, and
also warp. When the vanes and also the frame are
castings the possibilities are endless. Unfortunately if
the vanes warp they are very difficult to straighten
out, and any force will break them off. Pye were very
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fond of these things, and indeed their chassis were
also often diecastings as well.

Some of the cleverest designs are the moderm
ones where the reduction drive is built in to the
centre spindle. As there is usually a ball race to
support the front end you might as well useit as
part of the epicyclic drive. Older tuning capacitors
have an adjusting screw at the back end, but the
modern ones do without. How do they assemble
them? i have often wondered! The spring in the
frame supplies the pressure on the drive. The
stators in these are mounted on lumps of solder,
which sounds crude, but usually works. Beware,
though; it is not unknown to find a dry joint, in
which case there is no obvious fault but the
capacitor does nothing. Re-solderin'g is very
difficult, as the vanes act as a heat sink, and
an enormous amount of heat is needed. Very
occasionally I have meta  poor contact between
the rotor vanes and the spindle. This can be
easily cured by swaging with a sharp screwdriver.

It is quite surprising that the eye can see the
slightest mis-aiignment of the spacing. Any shift in
the rotor resulting in uneven spacing, will cause an
increase in capacity (think about it). The older types
had their stators mounted on screws, and could be
easily adjusted. The hard part is seeing what
happens at the back; usually there are holes at the
back of the frame, but not always, and you will
probably have to remove the gang from the chassis
to see anyway.

The question of earthing the rotor arose when sets
started having R.F. stages that actually gave some
gain. Ideally each stage should have its own earth
wiper, and in fact Philips do this; each stage is
religiously earthed to its own tuning capacitor, even
though they are all connected together. The common
earth wiper can give a certain amount of common
coupling, and the reaction effect this causes is
probably the only thing that makes American T.Ft.F.
midgets usable. Originally a pigtail was used, but
this in effect adds an extra turn to the coils, which
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can be interesting when short waves are used.
Most gangs have their end vanes cut for

adjustment. The amount of adjustment is actually
very small, and is best left alone. Remember you can
only reduce capacity, not add it. ‘

Some cheap capacitors were made with solid
dielectric, in the form of bakelised paper. These were
commonly used as reaction capacitors and rather
frowned on, but they can be perfectly satisfactory if
properly made. The Philips 2531 managed to tune
very nicely with a pair of these, for example.

In the endless search for cheapness some tuning
capacitors were made with the oscillator section cut
to track, so that no padder was needed. This can
mean that the tracking is perfect, but only on one
band! It also incidentally reduces the possibility of
microphony, as the vanes are shorter and stiffer.

The final type of tuning capacitor is the solid
dielectric type used in transistor sets. These are
absolutely the last word in watchmaking — try taking
one to bits some time! The thickness of the dielectric
has to be absolutely correct, as if it is too thin the
dielectric will be partly air and partly plastic, which
will cause problems. Of course if it is too thick it is
impossible to assemble the thing. When you
consider that some of them also incorporate the
V.H.F. capacitors, and four trimmers, as well, the
mind boggles. The AM sections are usually about
260 pF each. With a ferrite rod and careful attention
to reducing minimum capacity, this will cover the
bands quite nicely.

The epicyclic drive has been mentioned. There are
basically two designs of this, the difference being in
the position of the spring. There has to be one
somewhere, to make the drive work at all, as it
depends on the friction between polished surfaces.
Either there is a spring supplying end thrust to the
spindle, or the housing has a wavy washer to
compress it. If the drive slips the pressure is low.
Sometimes the drive feels as though it is full of grit;
the usual cause of this is that the housing has been
indented by the balls into a series of dents.

The “sprung housing” type cannot be dismantled
and re-assembled successfully as far as I know, but
the “axial spring” type can, by applying pressure to
the end of the spindle. This causes the balls to
collapse inwards. Do not lose the little ball which
applies the end thrust!

Volume controls.
Known correctly as potentiometers, or “pots”. These

- were originally all wire wound, and the ones that
carry current still are, but as the values increased
they tended to be carbon. Some early examples that
l have met use a track which looks like typewriter
ribbon, and as it was not possible to “wipe” this they
used a metal tape which was pressed on to it.
Another form was the “swash plate”.

It was considered essential to avoid wearing the
track away. One idea was to wire wind a carbon
track and then cut one side away, so that the wiper
rubbed on the wire, but the carbon did the resisting.
Modern types seem to manage with a plain wire
wiper and a very tough track. To avoid wearing a
groove in the wiper, one Philips design used a
cardiod track shape instead of a circle.

With a wire-wound track it was possible to obtain a
log law by winding the track on a tapered former.
Another approximate method was to connect a
fixed resistor across part of the track, by means of a
tap on it. Carbon tracks are “doped” to approximate
to a log law.

Be wary of the early wire wound types, as the
wiper was connected to the spindle, which had to be
insulated from the chassis. Some “specials” used a
track which was partly shorted out, and ganged to a
reaction capacitor, so that one took over from the

The final type of
tuning capacitor
is the solid
dielectric type
used in transistor
sets. These are
absolutely the
last word in
watchmaking —
try taking one to
bits some time!
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other. In this case the capacitor had only quadrant
shaped plates on the rotor.

There is a minimum value at the end of the track.
This is usually arranged to be as small as possible,
but sometimes it is quite large. For example when
the control is in the cathode of a valve it may
incorporate the minimum bias resistor. This should
be born in mind when replacing it.

Noise in controls is not always due to the track; it
may be the wiper return. A dose of WD40 works
wonders in most cases. Some switch cleaners
dissolve the track, so beware. Wire wound tracks
cannot be repaired by solder, but it is possible to tie
the wire in a knot. It is also sometimes possible to
replace the whole track by a modern type from a
preset control for example. In some circuits there is
no current taken from the wiper, for example if it
supplies bias. In this case the pot can be replaced
by almost any value you have handy, provided a
fixed resistor of the right value is put across it.

A refinement sometimes met is a tap on the
control. This was used to modify the frequency
response at low volumes, for example. It is not the
same thing as a fixed pot across the track!

The usual Philips special was the type used in
their Monoknob radios, which had a tiny sector and
pinion built in, so that the movement was reduced
to about 30 degrees. There is, of course, no
replacement for these.

Switches.
The earliest type was what can be described as the
“camsha ” variety. This used a cam made of ebonite
to press together a pair of leaf contacts. Now
pressing contacts together is asking for trouble,
as any dirt is just squashed harder. What is wanted
is a wiping action, and this was achieved by
applying sufficient pressure to bend the leaves
beyond the contact point. A cheaper version of this
switch pressed the ends of brass wires onto the leaf.
There was also the type where leaves were
shorted together by staples in an ebonite rod,
and the G.E.C. variation of this where balls
dropped into dimples in a brass rod.

Problems arose with more complex circuits,
when the whole thing became impossibly long.
The rotary type with which we are all familiar
emerged gradually, and at first the wafers were
of very large diameter, and single-sided. The final
type used double contacts, with crafty
interconnections. Philips as usual were clever and
invented a type all their own with various complex
interconnections which are drawn in a peculiar way
which i suppose somebody can understand.
A backward step was the press-button switch
with only single contacts, which are enclosed
and impossible to clean. Some of them are made
of a plastic which is dissolved by switch cleaner.
However, a newer idea is  to use d iode switches,
which solve all the problems—no contacts!

Finally what about the bits that move and
shouldn’t? It is surprisingly difficult to get a really
good contact to a metal chassis. Solder tags rivetted
on should be OK, but there is a problem with
different metals. l have met a dry joint where the tag
was actually welded to the chassis! By far the best
way is the crude American method of soldering the
wire to the chassis. It looks beastly, and you need a
very big iron, but it works every time. An
improvement is to press the tag out of the chassis,
and bend it up.

The possibilities are endless, and it is amazing
how well antique radios can be made to work,
considering the number of pitfalls, but some of them
benefit from a good slap occasionally. This shakes
up the dodgy contacts and is quite satisfying, like
patting a large dog.
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Letters

Dear Editor,

Holders for British 4 pin valves

I needed recently to drill holes for fixing the
four brass tubes of the early version of the
British 4 pin holder and found the marking out
information in Wireless facts and figures.
Having made a precise drilling jig I tried
offering up a valve to it and was suprised to
find that the anode pin didn't line up, the error
being about 1/4 of the pin diameter. The same
was true of all the valves I tried. I was
sufficiently intrigued to see if I could find other
marking out information. I found two other
versions of the English version (Newnes and
Percival Marshall), one of the French in
Wireless Facts and Figures, and one that
could have been either (Cassell). All the
English versions appear to be significantly
wrong in at least one dimension! Sitting in
front of the TV armed with a digital caliper and
a dozen early valves from various
manufacturers I measured the FF and AG pin
spacings and pin diameters and formed the
averages. The measurements are consistent
with the Wireless Facts and Figures centre to
centre spacing of 5/8 inch for the filament
pins and 1/4 inch for the distance from the
centre of the grid pin to the line joining the
filament pins. All the books give different
values for the distance from the centre of the
anode pin to the line joining the filament pins.
The average distance I measured was 0.647
inches. This dimension would clearly not have
been used for setting out so how was it to be
done ? It struck me that the point of
intersection of 1/2 inch radius arcs centred on
the filament pins would be within 0.007 of my
measurement. Does anyone know if this was
the original intention 7

Guy Peskett

Dear Editor,

l have been mildly inconvenienced by
Maplins' withdrawal of some of the old
electrolytic range,eg 10uF,450 volts, finding
this one to be my most required spare,and not
always having the space to use 2X 4.7 uF in
parallel,apart from the untidiness and extra
soldering.

l was therefore very pleased to
find,accidental|y, Messrs Grandata. Ltd,from
whom I have now purchased my stock for the
rest of this year. They offer all sorts of other
items,but in this context they stock,as well as
the usual low voltage ones,the following
examples:

1 a range of values from 1uF to 220uF at 250
volts,
2 1.3.3, 3, 10 and 22 uF at 350 volts,
3 1.2.2, 4.7, 10, 22, 47, 100, 220

and 560 uF at 400 volts
4 1, 2.2, 4.7, 10, 22 UP at 450 volts.

I appreciate that some readers will already
be aware, and/or have other satisfactory

sources,but in the hope that this will be of
assistance, I offer it,with the usual disclaimer
of course. Grandata are at 020 89002329, fax
020 89036126, Email sales@grandata.co.uk
location Wembley. I’m not sure if this is a shop
as well as mail order; a phone call would
clarify.

Mike Plant

Dear Editor,

There's nothing worse than a Smart Alec
finessing other people's articles gratuitously,
so I'm more than ready to acknowledge the
hard work that went into them. But equally,
to avoid readers gaining false impressions,
please allow me to comment on three articles
in the last issue.

RADIO NORMANDY. 'The author states no
IBC studios existed in 1934 and that IBC
operations ceased with the outbreak of war.
This is correct but misleading. IBC established
very fine studios shortly afterwards and
atthough Radio Normandy did not
recommence broadcasting after the war, the
IBC studios were in constant demand for disc
recording until 1960 or so. The late Joe Meek
of 'Telstar' fame was a recording engineer at
IBC Studios.

After the outbreak of war the station soon
reopened as 'Radio lnternational' alias the
'lnternational Broadcasting Station' using
the old theme tune and chime, With Bob
Danvers-Walker reading the news and
announcing transcribed programmes from
the USA. These programmes for British
Forces carried on from the Normandy
transmitter until January 1940 and then
transferred briefly to Posts Parisien. Sources:
http://www.sterlingtimes.co.uk/RADIO_NORM
ANDY.htm and letter by Plugge's biographer
in 'Best of British' magazine, February 2000.

FILM IN TV. I'm probably pre-empting Ray
Herbert here but it was not a case of choosing
your own definition of what constituted 'high
definition' television before the war. There
was a British standard and by this both
Berlin's 180 lines and London's 405 lines
both qualified.

BRI‘RSH TELEVISION AERIAL
RECONNAISSANCE.Whether moonnaissance
includes the observation of ground targets
from aircraft in flight I'm not sure but if it does,
then this article could have mentioned
'Operation Aphrodite' of 1944. Also known
as 'Project Anvil' and attributed to the RAF
Special Air Unit and the USAAF, this involved
a number of American aircraft flying from
bases in Suffolk and Norfolk. Elderly bombers
were converted into radio-controlled flying
bombs for use against German V-1 missile
sites, submarine pens and deep fortifications
that had resisted conventional bombing. The
drones were fitted with two television
cameras, one producing an image of the
main instrument panel and the second aimed
at the ground to allow the controlling aircraft
to direct the bomb onto the target. One of the
explosives-packed aircraft caused major
consternation when it appeared to be heading
straight for Ipswich, an incident the censors
managed to hush up at the time. President
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Kennedy's brother, Lieutenant J. P. Kennedy,
Jr., was killed while flying a robot drone of
Operation Aphrodite when the aircraft
exploded in mid-air I deposited a file on this
subject with the Bradford television museum
but the website
http://home.att.net/~jbaugher2/b1 7_14.html
tells a lot of the story.

Best mgards,
Andmw Emmerson.

Dear Editor,

By way of light entertainment readers might
like to know about a fascinating restaurant in

New York worth a visit if they are there.
“Radio Perfecto’ is on Avenue A, just south

of 14th Street. Its inner walls are lined with
dozens and dozens of old radios - mainly
194’s. The music is piped through the set’s
speakers - strange but very amusing.

You can get a better idea by logging onto
their website - www.mdioperiectocom -— and
view their webcam option.

Derek Long.

Dear Editor,

Re: Radio Normandy

I am one of the geriatric readers of the Bulletin
who listened pre-War to both Radio
Normandy and Radio Luxembourg; I preferred
the latter because of The Ovaltineys. The brief
existence of Radio Normandy helped
establish the rule that if you want to change
the law you must go ahead and ignore the
"establishment".

Reith was a dour Scot who believed in the
sanctity of the ether. For many years news
readers at the BBC had to wear a dinner
jacket when reading the news. Without Plugge
it would have taken years to change the BBC.
It should be remembered that when Radio
Luxembourg began broadcasting again after
the War its transmissions were jammed by the
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United Kingdom. This was something never
done during the War to the Nazi propaganda
broadcasts.

Radio Caroline created havoc by
introducing independent commercial
broadcasting in 1964. Many others followed
suit until stopped when the 1967 enactment
made sponsorship and assistance illegal.
However Caroline had illustrated that the
demand existed and the law was changed
allowing our present range of independent
radio stations to exist.

CB radio was originally illegal but the ever
increasing imports of equipment eventually
made the restrictions unenforceable and the
law was changed. Perhaps some older
readers may remember that a licence was
required at one time to possess and use a
metal detector.

Yours sincerely,
Guy Selby-Lowndes

Dear Editor,

Re: Sir Oliver Lodge, Britain‘s Marconi?

The fascinating summary of Dr. Sumner‘s talk
in Vol. 28, No. 1, misses some significant
aspects of Lodge's character and inventive
ability. _

Apart from wireless transmission there is a
good case for Oliver Lodge being the inventor
of the spark plug (or sparking plug) for internal
combustion engines. It is likely that his early
experience in the pottery industry would have
assisted him in creating the necessary high
temperature resistant ceramic for the plug's
insulator. His rival inventors include Robert
Bosch, who obtained a German patent in
1902, Etienne Lenoir who obtained a Belgian
patent in 1860 and in the US Edmond Berger
who may have produced an experimental
version in 1839. [Berger's name will be found
on the Brent Council (London) site‘s list of
Black Inventors] As with Marconi there was
an eponymous Lodge company which made
sparking plugs.

Oliver Lodge's interest in communication
extended beyond that of electromagnetic
radiation. He was a dedicated believer in
Spiritualism and left a sealed message with
the Society for Psychical Research to be sent
to him after his death. It is not believed this
communication was successful.

The name Lodge has been registered as
a trade mark for sparking plugs since 1917
and Marconi has been registered for wireless
telegraphy transmitting apparatus since 1922.
Ironically the present trade mark proprietor
for the Italian surname is a British company,
Marconi Corporation plc, and that for the
English surname an Italian company, Fiat
Auto S.p.A.!

Yours sincerely,
Guy Selby-Lowndes

Dear Editor,

I recently bought a TMC No.2 crystal set in
fair condition at a swapmeet. The instructions
in the lid differ from others that I can find
illustrated in the books i have, in that the
detector refers to a permanent type of

detector: It reads as follows: our patented
permanent ‘Everset’ crystal is adjusted
before leaving the works, and will give signals
immediately upon connecting up. Should
signals get dull after continual use, a slight
tap or rotation of the detector in its holders
will restore it.

The set is however fitted with the type
of cats-whisker detector shown on page 172
of ‘Tickling the Crystal’, with the exception
of the actual cats-whisker arm, which may
not be original, as it is nickel plated and a
very loose fit.

The set has the wander plug and socket
arrangement for 600/1600 metre change over,
with an additional label in the lid side referring
to this.

The set could have left the factory with the
incorrect instructions, or maybe the panel is
not the original one.

Has anyone an example. of this set fitted
with an ‘Everset’ detector?

Yours sincerely,
Mike Butt

Dear Editor,

Very little information has appeared in print
regarding the Baird intermediate film process
and l was pleased to see that Dicky Howett
provided a concise description in his article,
Film on TV. This sophisticated but short—lived
system enabled ambitious, high definition
presentations to be televised at a time when
no better alternatives were available. (In 1934
the EMI electronic camera had not progressed
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beyond the laboratory stage).
Unfortunately, the unique film records of

these early programmes were destroyed in the
Crystal Palace fire, but Gordon Craig, who
carried out the rapid film processing research
work, kept some off-cuts. These he. has
donated to the British Film Institute and the
attached clip shows Doris Sonne performing
a Spanish dance in the Baird studios during
a special transmission made on 6 December
1934, for the Television Advisory Committee.
For reasons of economy, the 35mm film was
split down the middle. The very small 17.5mm
frame could not accommodate the sound
track in the usual position and it had to be
located outside the sprocket holes.

The definition used for these
demonstrations was 180 lines. The change-
over point from low to high definition is often
in doubt, but it is worth mentioning that the
British Standard Institute document BS205-
1936 states “High definition. A system of
television in which the number of scanning
lines into which the complete picture is
divided is 100 or more”.

Regards,
Ray Herbert.
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Dear Editor,

Reading your last number of the BVWS, I
found a letter from one of your members,
Patrick Hemphill, visiting a museum in
Sweden. He did not know the name of the
town this museum was located in. I visited
the same museum a couple of years ago.
The town the museum is located in is
MOTALA, a very famous name from radio
scales some years ago.

Motala was Sweden’s most known long
wave radio station from the twenties up to
the nineties. It is closed now, but the old
transmitter building and the two antenna
masts still exist. The building is now turned

d inside the Motala station
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into a huge museum with all the original
equipment on display. Besides
all that, they have put in another museum
in the transmitter building consisting of a
lot of old radios made by the most known
Swedish radio factory during the years
from the twenties up till our days, namely
the LUXOR company, which also had their
factory in this town.

It was a pity Mr. Hemphill's hosts didn’t
know about this museum. The one they
visited was located on the harbour site and
was a private automobile and radio museum.

Continued on next page



This part of Sweden is full of radiohistoric
places and museums to visit. The town
Motala is on the north side of the lake
Vanaren, and on the south side there
is a town called Jankaping, and they have
the most spectacular radio museum I ever
have visited. They have on display many
hundreds of crystal sets, old radios,

phonographs, gramophones and other
things concerning our great hobby. This
is really a museum you have to see to believe.

East of this lake, on the east coast near

maintenance.

Motala transmitter museum, and at the
Jenkoping Radio Museum.

Gothenburg, you can also visit the
Alexanderson generator/ transmitter museum.
The spark generator is still working, and will
be turned on at special occasions, and for

Best wishes from,
Tor van der Lende
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Above: More ‘20‘s sets at the Jonleping museum

l 'm enclosing some pictures taken at the

Chairman of the Norwegian Radlohistoric Society

order.

Soon to be available: Test Card Generator and other channels.

e
e

e
e

e
e

Orders will only be accepted with payment enclosed.
All equipment is hand built and tested and comes complete with a 12 months guarantee that covers faulty components and labour.
This does not cover any transport costs for the return of the equipment nor accidental damage to the equipment on your part however
caused. The guarantee will be void if the case seals are tampered with. All equipment is dispatched within 30 days of receiving your

DOMINO 405 Line Standards Converter.

Fully built and tested ready for use, in a high quality metal case. 203 x
177 x 65mm.
Converts 625 line video source to 405 line black and white video and
VHF signal on Band 1 channel 1 (Alexandra Palace)
The converter will convert off air (live) transmissions received via the
tuner of a VCR, VHS or DVD. .
Digital conversion using 2 line interpolation and built in crystal
controlled modulator to produce high quality linear, stable pictures.
18dB attenuator supplied to match the high converter output to your
television.
Powered by 12V DC power unit. supplied
Specifications:
625 line video input via BNC connector at lV/75 ohm
405 line video output via BNC connector at/‘lS ohm
Audio immt via Phono comecter
405 line VHF output via coaxial comector at 75 ohms.
Outputm VHF band 1 channel 1 a approx 200 millivotls p-p.
Vision 45 MHz. Sound 41.5 MHZ.

405 Line Standards Converter £400 (inc. P+P within the UK)
Please make cheques payable to Malcolm Everiss with your name and address on the back and send to the following address:
26 Castleton Road, Swindon. Wiltshire. SN5 SGD. Tel: 01793 886062 or 01793 877927 Email: maleohnfrbmalcohnandgrabanggtm:
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The end of an era
On Saturday 15 February 2003
after some 58 years of good
service to local people and
many distant customers the
shop closed its doors to. the public;

The name of this shop was THE RADIO
CONSTRUCTORS CENTRE, WESTCLIFF
ON SEA, ESSEX

This shop was opened 58 years ago by Mr
Bill Fleming, who in the war served his time as
a technician working on Mosquitos and
Lancaster Bombers.

Bill, as he was known to everyone, was based i n
Scotland and locally at Rochford. After the war he
bought the shop in Westcliff on Sea with the money
he got after demob; £150 I believe. He took over the
shop, selling a load of War Dept. radio surplus.
Charging up the batteries for the radios was one of his
side lines in those early days before we all had mains
electricity. Bill was a worker and to keep things going
he earned extra money by going out in the evenings
and playing the piano at dance halls. He was very
popular in his Fi.A.F. days for doing the same thing.

The picture outside the shop was about 1955. I think
the Murphy on the floor would be worth more today.

i started visiting the shop in the early 503 with my uncle
who would come down from Hertfordshire to see what
bargains were available. We got some of the parts for
our first TV for the Coronation. I can remember the
VCR97 green radar tube and many EF50 valves.

Bill's valve tester was always in great demand on a
Saturday morning, it was one of those shops where
you waited 30 minutes to get served but you would
get all the help you needed, no matter how long the
queue was. This was the local watering hole for all
who were into radio or h i  fi. Valves, plugs, wire, caps,
resistors, speakers of every type; you name it Bill
would find you one to fit.

Bill passed away some years back and his son Jim
and his mum carried on the shop for many more
years. Jim’s mum died about three years ago. The
shop has always been busy, with Jim giving advice
and making up leads, fitting record player styluses. In
modern times there is no military surplus any more.
Jim still kept a popular selection of valves on the
shelf, every sort of audio lead or battery . Help was
still in abundance up to the close of the shop on
Saturday. l have known Jim and his father for many
years. Jim has decided to retire and move to County
Fermanagh, Ireland where he intends to do loads of
eating out, archaeology and boating.

I would like to thank him on behalf of myself and
anyone out there who has had dealings with Jim or his
dad Bill over the last 58 years.



Minutes of the BVWS Committee meeting
held on Thursday 21 st November 2002 at
the Vintage Wireless Museum.

Present: Mike Barker (chair), Jeffrey Borinsky, Ian
Higginbottom, Guy Peskett, Terry Martini, Carl Glover,
Graham Terry, Paul Stenning, Jeremy Day, Jonathan
Hill (by invitation). '

1. Apologies for absence: Steve Pendlebury, Robert
Cheaters

2. The minutes of the meeting held on Thursday 12th
September 2002 at Templewood were accepted as a
true record.

Matters arising (not covered below);
item 6. Scanning of 405-Alive back numbers by TM
complete Item 7: Outstanding Item 8: Display will be
of testgear not army radio

3. GT reported that on the day of the meeting the
number of paid up and complimentary members
stood at 1553 and that people were still joining this

, late in the year.

4. The Treasurer presented his financial report on the
year so far and his projections for the coming year.
On the day of the meeting the Society's bank balance
stood at £20,013. The projections are that we will
break even this year despite the merger with 405—
Alive having cost more than expected but increased
expenses will be coming through next year (eg.
heavier Bulletins at increased postal rates). To
maintain the health of the Society's finances the
Treasurer recommended the following basic
subscription rates for 2003 :—

Region 1 year 3 year
UK £21 263
Europe £23 £69
Rest of world 927 £81
Al] x 1.5 for family membership.

He also recommended an increase of the lot entry fee
for main auctions to £2. These recommendations
were accepted.

5. CG reported that the Christmas issue of the
Bulletin had been completed, 25% of the Spring issue
had been prepared, and a start had been made on
the. Summer issue.

6-. CG reported that 'Obsession' would be with the
printers by ist December and delivery was expected
before Christmas. It will be an A5 format paperback
with glued spine. The cover will be in colour and
covered with a transparent matt laminate. Distribution
was discussed. It was decided to launch the book
with a signing by Gerry Wells at the March 2003
Harpenden meeting.

7. PS reported that the Christmas CD containing the
back numbers of 405-Alive had been sent to Emil
Dudek for production.

8. The chairman invited Jonathan Hill to give a
presentation on the history, finances, and organisation
of the National Vintage Communications Fair.
Following the subsequent discussion the following
resolution was put to the meeting:-

The chairman is authorised to proceed with detailed
negotiations for the Society to purchase from
Jonathan Hill for the sum of £21,000 the business
known as the National Vintage Communications Fair.

The voting was 8 in favour and 1 abstention. The
Chairman will convene a subcommittee consisting of
himself, the Teasurer, and Tony Martini to meet with
Jonathan Hill and his advisers. It was expected that
an agreement could be drawn up in time for the
committee to consider it and put out an
announcement with the Christmas Bulletin mailing.

9. A08
(I) Ian Sanders, author of ‘Tickling the crystal' has
asked if the Society would be willing to sell them on

commission and to store some of the stock.
Following discussion it was proposed to seek a
commission of £10 and agree to store up to 500
copies if they were delivered to the storage unit at
Swindon.
(ii) JB reported that Martin Ellen of the" Science
Museum had been invited to give a "talk about
wireless“ with the title ‘History of 2LO’ at the June
2003 Harpenden meeting. A discussion followed as
to which meetings should have talks on the
programme. it was decided that the June meeting
would be best avoided as this was usually fully
booked by stall holders.
(iii) P8 was congratulated on the appearance of the
Society’s web site. He announced that a new help
facility was to be introduced. Queries from members
would be put onto the site (by him) for 2 months.
Other information that might be added to the site was
discussed.
(iv) MB reported that the Science Museum had asked
for our help in cataloguing wireless items and that
Crown Castle (late BBC engineering) had offered to
host a visit to the Brookmans Park transmitter for a
small group (about 20).
(v) MB reported that an email circulation scheme for
disseminating late breaking information was being
developed.
(vi) JD announced the Harpenden meeting dates for
2003. They will be 7th March, 6th June, 12
September, 21 November.
(Vii) It was agreed that at the next opportunity the
post of Main Event Organiser would become a
named committee position.

The next Committee meeting will be held on Thursday
February 20th 2003 at Templewood.
The meeting closed at 12.17 am

Minutes of BVWS Committee meeting
held on Thursday 20th February 2003
at 5 Templewood, Ealing.

Present: Mike Barker (chair), Graham Terry,
Jeffrey Borinsky, Ian Higginbottom, Guy Peskett,
Terry Martini, Jeremy Day, Cari Glover
(on conference phone).

1. Apologies for absence: Paul Stenning.

2. The minutes of the meeting held on Thursday '21 st
November 2003 at the Vintage Wireless Museum
were accepted as a true record.

Matters arising (not dealt with later); item 9. (A08),
(i) MB reported that the Society's conditions for
selling ”Tickling the Crystal" on commission had been
accepted by the author.
00 JB confirmed the June Harpenden meeting as the
occasion for Martin Ellen’s rTalk about Wireless’ and
that this might be tied in with a signing of his book
‘ON AIR - A history of BBC Transmission’. TM was
going to obtain a copy for review.
Oil) PS had reported before the meeting that
development of 3 queries facility for members was
continuing.
(iv) it was noted that we had not yet followed up
contacts with the Science
Museum and Crown
Castle (late BBC
engineering).
(v) MB reported that
development of the
email circulation scheme
was continuing.

3. GT reported that the
paid up membership
stood at 1414 including
35 new members since
January ist. The number
yet to renew was 284.

4. JB reported that
following payment for
‘Obsession' (£6446 for
printing, £500 for editing.
and £600 for layout).
transfer of £6000 to the
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new NVCF account (so that the booking payment can
be made to the NEC for the Fair in September, see
Item 8 below), a payment of £4000 to Jonathan Hill
(see item 8 below), and receipt of income from
subscriptions so far, the Society's balance stood at
$25,940. He predicted that the NVCF will begin
producing net income for the Society in less than
three years. The next instalment in the payment for
the NVCF (£3000) is due in September this year.

5. CG reported that the Spring Bulletin was complete
except for the cover and that he was working on the.
Summer issue. The data exchange with Andy
Henderson was working smoothly. In discussion it
was agreed that when suitable items presented
themselves more colour should be used.

6. JD reported on the forthcoming Harpenden
meeting and AGM
(D The table hire company has been taken over and,
the price has been increased by about 920.
(ii) The small hall is fully booked
Following a request by Graham Gosling it was agreed
to reinstate pro—booking on a trial basis.

7. National Vintage Communications Fair:
MB reported that following its circulation to the
committee on the 9th January 2003, the final text
of the agreement to purchase the NVCF from
Jonathan Hill had been appromd. The purchase
took place on 17th January with the payment
of the first instalment of 24000.

MB reported that the terms of a licence to operate
the NVCF on behalf of the Society were being drawn
up by JB and would be circulated to Committee
members before being passed to the probable
licensee (Peter Robertson) for his comments.

in the meantime TM, JB, Peter Robertson. and
Jonathan Hill had met the NVCF management to
discuss the contract for the hire of Hall 11 for the
September Fair. the first to be run on behalf of the
Society. (These meetings take place a few months
before any event at the NEC.) It was noted that the
contract for this hire had not yet been received.

TM reported that he had received a data pack giving
details of the organisation and procedures used by
Jonathan Hill and that it was intended that no
changes will be made for the September 2003 Fain

The production of the 'Collectors’ Guide’
was discussed.

‘8. A08
(i) GT reported that the Pet Leggatt award for the.
most pooular Bulletin article of 2002 would be.
presented to Geny Wells at the AGM,
(in GT reported favourable comments on the latest
CD sent out to members.
Off) A letter from Walter Williams concerning a
transaction with another member was discussed.

9. The date and venue of the next meeting were
set for ist  May at Templewood. The meeting closed
at 11.45 pm

Need help re-creating a period
dial, label or leaflet?

Look no further!
A friendly efficient service from a BVWS member

ADGODDARD
Graphic Designers & Printers
8 Silverwood Drive
Laverstock
Salisbury Wilts.
t: 01722 329 942
E A lh‘rs‘am m A [ I  (”Ms-rd Morin
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Packed full of Nostalgic Radio Articles
and Pictures, Many in Colour; Radio

Days will Delight Your Eyes!
Available only by subscription from The Rediophile.

Sample Copy 514*. Please send cheque to:

The Rediophile, “Irarkhill”, Newport Road,
Woodseaves, Stafford, ST20 ONP.

*UK and BFPO; all other territories £5 (Sterling, please)
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Back issues
Vol 10  Numbers 2 ,  3 & 4 Inc. The
KB Masterpiece, Extinct Species “A
Monster Defiant”.
Vol 11 Numbers 1 ,  2, 3 ,  4 Inc. BTH
VR3 (1924) receiver, Marconi’s 1897
tests, Origin of the term ‘Radio’,
Baird or Jenkins first with TV?
Vol 12  Numbers 1, 2 ,  3 ,  4 Inc. the
Emor Globe, The Fultograph, Ekco
Coloured Cabinets.
Vol 13  Numbers 1, 2 ,  3 Inc. Direct
action tuning, The Philips 2514,
Noctovision.
Vol 14  Numbers 1, 2 ,  3 ,  4 Inc. Cable
broadcasting in the 1930’s, The story
of the Screen Grid.
Vol 15 Numbers 2 ,  3 ,  4 Inc. The

wartime Civilian Receiver, Coherers in
action, Vintage Vision.
Vol 16 Numbers 1 ,  2 ,  3 ,  4 Inc. The
Stenode, The Philips 2511, Inside the
Round Ekcos.
Vol 17 Numbers 1 ,  3 ,  4 ,  5 ,  6 Inc.
Wattless Mains Droppers, The First
Philips set, Receiver Techniques.
Vol 18 Numbers 3, 4, 5 Inc. The First
Transistor radio, The AVO Valve
tester, The way it was.
Vol 19 Numbers 1, 2, 3,’ 4, 5, 6 Inc.
The Birth of the Transistor, Super
Inductance and all that, reflex
circuits, A Murphy Radio display.
restoration.
Vol 20 Numbers 1 ,  2, 4 ,  5 ,  6 Inc.
Radio Instruments Ltd., Japanese
shirt pocket radios, Philco ‘pecples
set’, notes on  piano~keys, the story

A
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YOUR WIRELESS
RESTORED

FIVE YEAR GUARANTEE

NATIONAL COLLECTIONS
INSTANT QUOTES ON-LINE

Customers include Harrods, the BBC

and leading collectors worldwide

Cl ick  on

www.vintage-wireless.com
I for the internet's biggest directory at vintage suppliers

I to buy or sel l  your radio, with colour illustration - FREE I

o to see Vintage TV, Retrovisors 8 new inventions

I to book your own high-class radio restoration

and MUCH more m

DADIDCDAFI
Main Street Sedgeberrow WR11 7UP

01386 862280 07876 296019
email: steveQradiocratt.co.uk

of Pilot Radio, the Ever Ready
company from the inside, the
Cambridge international, the AWA
Radiolette, this Murphy tunes itselfl
Vol 21 Numbers 1, 2, 3 ,  4 Inc. Marconi
in postcards, the Defiant M900, GPO
registration Nos,  Personal portables,
the transmission of time signals by
wireless, the Ekco A23, historic
equipment from the early marine era,
the birth pains of radio, Inside the
BM20, plastics, Ferdinand Braun.
pioneer of wireless telegraphy, that was
the weekend that was, the first bakelite
radios, BVWS — the first five years, the
world of cathedrals, Pam 710.
Vol 22 Numbers 1 ,  2 ,  3,  4 Inc.
Another AD65 story, the
Marconlphone P208 & P178,
listening in, communication with
wires, the story of Sudbury radio
supply, French collection, Zenith
Trans—oceanics, Farnham show,
Alba's baby, the first Murphy
television receiver, AJS receivers,
Fellows magneto Company, Ekco
RS3, Black Propaganda.‘
Vol 23 Numbers 1, 2 ,  3, 4 Inc.
Sonora Sonorette, Bush SUG3,
RNAS Transmitter type 52b, North
American 'Woodies', Why collect
catalin, Pilot Little Maestro, Theremin
or Electronde, The Radio
Communication Company, Early FM
receivers, an odd Melody Maker,
Black propaganda.
Vol 24 Numbers 1 ,  2 ,  3 ,  4- Inc. The
Superhet for beginners, Triode valves
in radio receivers, History of CEO and
the Marconi - Osram valve, KB F810,

5?

Great Scottsl, Riders manuals.
Vol 25 Numbers 1, 2, 3, 4 Inc.
Repair of an Aerodyne 302, Henry
Jackson, pioneer of Wireless
communication at sea, Zenith 500
series, Confessions of a wireless
fiend, RGD 82351, John Bailey 1938
Alexandra palace and the BBC, Ekco
during the phony war, Repairing a
BTH loudspeaker, The portable radio
in British life.
Vol 26 Numbers 1, 2 Inc. How green
was your Ekco?, The Amplion
Dragon, Crystal gazing, The BWVS
at the NEC, Installing serials and
earths, novelty radios, Machine-age
Ekco stands of the 19303,
Volksempfanger; myth and reality.

Supplements:
1 ‘The story of Burndept'.
2 ‘WW 1927 data sheet’
3 ‘Seeing by wireless’ the story of
Baird Television
4 Reproduction Marconi catalogue

Earlier Bulletins and supplements are
priced at 22:00 each + postage.
Bulletins from volume 21 onwards
are priced at £2.50 each. + postage.

Postage:
for individual Bulletins add 50p, for 2-5
bulletins add 21, for 6 or more add an
extra 20p each. 23 Rosendale Road,
West Dulwich London SE21 8DS
Telephone 020 8670 3667.

Cheques to be made payable to
‘The Vintage Wireless Museum’.



Eighth page advertisements cost £22.50, quarter page advertisements cost £45, half page: £90 and full page: £180. Cheques made payable to ‘BVWS' please

News and Meetings
The keeper of the list
Martyn Bennett still has the role of custodian of the BWVS list of GPO Registration
Numbers. As many members will know the project of assembling this list was
started in the early days of the BVWS and, more recently, has been enthusiastically
carried on by Pat Leggatt. Members are strongly urged to help build the list,
whenever they get the opportunity, particularly as it is something that will help with
the identification of vintage wireless in years to come. The list is by no means
complete and the GPO no longer have a record of the numbers granted to
wireless manufacturers. The BVWS Handbook contains the current listings ~ one. in
numerical order and one ordered by name. Please let Martyn have any additions,
or suggestions for corrections, by mail or over the phone.

Contact address:
Martyn Bennett, 58 Church Road. Fleet, Hampshire GU13 8L8
telephone: 01252-613660
e-mail: martyB@giobalnet.co.uk

2003 meetings

June is t  Holiday lnn, Haydock, Lancashire
(contact Andy Wilcox: 0113 266 4077)
June 7th Garden Party at Gerry's
June 8th Harpenden
June 29th Wootton Bassett, Swindon

July 13th Workshop at Gerry's
July 27th Vintage Valve Technology Fair.
Haydock Park Racecourse, Newton Le Willows, Merseyside.
(contact Trevor 01274 824816 www.myciunkasupanetconWWF2003)

Sept 7th Harpenden

Sept 28th NVCF
Stall bookings/Details: NVCF: 1228 Cannon Street Road, London E1 2LH
Tel: 07947 460161 http://www.nvcf.org.uk

Oct 19th Workshop at Gerry's
Oct 26th Southborough

Oct 26th Leeds \fintage Audio Fair
(contact Andy Wilcox: 0113 266 4077)

Nov 23rd Harpenden
Nov 23rd Holiday Inn, Haydock, Lancashire
(contact Andy Wilcox: 0113 266 4077)

Dec 7th Wootton Bassett, Swindon

New Articles
if you have anything interesting to say concerning Wireless, Television,
Broadcasting, Collecting etc. please send it to the Editor for future
publication in the BWVS Bulletin. Your article can be just a few
paragraphs long if you think it conveys its message to your fellow
members. Also if you have any photographic material that would look
good in the Bulletin, don’t hesitate to post it to the Editor. The chances
are that I will definitely use it!

Please send to: Carl Glover, 33 Rangers Square, London SE10 8HR.
Tel: 020 8469 2904 email: choris.b@virgin.net
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BVWS POSTERS
3 designs depicting wireless sets from
the 1920’s, 1930’s andi 940’s onwards
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£6 per set at BVWS meetings
£10 per set mail order including postage

Graham Terry: 26 Castleton Road, Swindon, Wilts 5N5 560
Tel: 01 793 886062
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13th July
19th October

.e a: Gerryafinow what you are bringing when you be »
’ 1 Rosendale Road, West Dulwich, London SE21 8DS.

Telephone 020 8670 3667

THE VINTAGE VALVE TECHNOLOGY FAIR 2003
HELD AT HAYDOCK PARK RACECOURSE, NEWTON LE

WILLOWS, MERSEYSIDE WA12 0H0 - ON THE A49, 5
MINUTES FROM M6 JUNCTION 23 & A580

ON SUNDAY JULY 27!“ 2003 PUBLIC ENTRY 10:00 TO 16:00
0 Easy to find a. easy to get to!

I Stall holder and Public car parking FREE!
- Per 6ft stall (Table provided) ONLY 225!

- Stallholder entry from 08:00 easy unloading all on one level!
I Public entry charge ONLY £2.50 per person accompanied

bored wives 8 kids FREE!
- On site catering 8. licensed bar in operation at the fair!

- Disabled friendly restrooms available all day!

http://www.myciunka.supanet.comNVT F2003
Tel: 01 274 824816



Eighth page advertisements cost £22.50, quarter page advertisements cost £45, half page: £90 and full page: £180. Cheques made payable to ‘BVWS‘ please

Out Now!
Tickling the Crystal
Domestic British Crystal Sets of the 1”}.
by Ian L Sanders. Photography by Carl Glover by Gerald Wells

Reviewer’s
Comments: Obsession
“...a truly exciting, world-
class reference book
covering just about every
aspect of British domestic
crystal sets of the 19203."
Jonathan Hill, Bulletin of the
British Wntage Wireless Society.

..For any collector with an
interest in the earliest
broadcast receivers used in

2 _ . Great Britain, this book will
"‘“ “‘7 f j! provide an invaluable

' reference, full of useful
" 2 ~ information and with many

photographs to drool over.” AVAILABLE NOW!
Geoff Arnold, Radio Bygones.

Free to BVWS members
£6 for additional copies

256 pages of GPO No. era British crystal sets. Over 200 full-
page photographs. £29.95 plus £7 pap for UKIEEG (rest of available from Graham Terry,
world £14). vs, 26 Castleton Road, Swindon, Wilts 3N5 sec ..., _ 2 Membership secretary
Tel: 01793 886062 Telephone 01793 886062 1 copy free per member collected at all meetings

or by post at 22 UK or £4 overseas
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