fact that he was the only person in Portugal who had any idea of
how to work the console * to put the light on, let alone to use it for a
lighting plot and he could truly on that occasion claim to be * tres
importante *’.

The auditorium of the opera was a lovely thing in itself but
that night with all the glamour of a gala occasion, particularly
a gala occasion in a small Latin country, it surpassed itself—a
scene from a fairy tale. Our inventor dressed in full tails was at the
console, then in the bass end of the orchestra pit. He had two inter-
preters on call, his own and a society one who was virtually a * hot
line * to the Minister. This interpreter was to prove vital when in
fact the curtain went up on the first act and the house lights failed to
descend further than half check. This was maddening enough in this
act with vision and dream sequences to cope with but what of the
second Act with its dark starry sky to open? Failure of the house
dimmer seemed inconceivable as it was hand-operated away in the
Prompt corner and was likely to be the most reliable item of all the
Strand equipment. Bill Pepworth crept up to the console with the
information that half check was by Police orders—an inflexible rule
when the President attended the theatre. To be seated here at the
console represented a dream of a lifetime come true. The first real
show in a full-sized theatre and, because of the war, all too likely to
be the last as well, was not to be mucked up because of the risk of a
few assassinations in high places. The house lights must go out or
else proclaimed a sizzling message over a very * hot line ”* from
orchestra pit to society contact. Minutes passed and then gently,
Just in time for the first vision cue, the auditorium lights descended
to darkness. At the conclusion of Act II a message of congratulations
on the wonderful dawn which reminded him of those he had seen
at Coimbra  came from His Excellency.

Lisbon was of exceptional interest because it illustrated a
technique which was important. The technique relied on (a) an
undertaking to make a specific delivery date in spite of the war,
albeit with more than a suppressed doubt or so in Strand itself;
(b) novel apparatus; the unusualness of the Light Console was an
attraction; (c) real friendship built up with the customer.

Portugal might celebrate “ Oito Seculos, etc.” by re-opening
its Opera House and even a few weeks later take a few doses of
* colour music ”*, but at home there was a war.

Wartime Factory

“ What did you do in the war, daddy? ” might be an embarrassing
question especially to the members of a firm like Strand Electric,

* There were only two others at that time anywhere in the world and they were
hundreds of war miles away.

t Doctor Salazar had been for many years a professor at Coimbra University.
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who could be imagined as spending their time pouring their lighting
over scantily clad girls in the interests of entertainment. In fact the
firm of Strand Electric itself achieved a nice balance between war
work and keeping the theatre going.

In 1938 Strand had been forced through lack of space to leave
but not to sell (fortunately as we were to return there in 1946) the
too small Gunnersbury works and move to a very large factory in
Talbot Road, Ealing. This move nearly turned into disaster as
hardly were we established there when the effects of the war scare
began to be felt in the entertainment business. Ultimately Strand
were to need every inch of Talbot Road for their wartime work.
Jim Jordan then led a team of supervisory staff in which the names
of Buckle, Miller, Davis, Regester, McKenzie, Mills, England,
Pepworth and Moss Mansell were prominent. Curiously little was
made for the war effort which derived directly from Strand Electric’s
specialities. The signal lights, screen pillars, special flashers, junction
boxes were all Admiralty designs and there were only two items which
could be adjudged as peculiarly Strand. The first was a strange




Meantime it may have been noticed that among the Works
wartime names given above there appears at the tail end that of
Moss Mansell. Mossy, from his retirement, volunteered to Jack
Sheridan as pleased to do any war job to help—and what a job he
landed. Personnel officer at the works, and therefore in due course
canteen manager. The canteen, created by him at Talbot Road, is
no success story. Quite unjustifiably it was regarded by the workers
as a gold mine to line the pockets of the directors. In reality it lost
money hand over fist. It was established in the chapel, a rather
ecclesiastical looking extension made of wood and was fitted up,
also in wood, by Askew (1932).

The name Askew was something really to conjure with. In the
early days he used to double the role of odd job man and Mansell’s
chauffeur. In the big Talbot Road factory odd jobs became big jobs.
Askew built walls, air-raid shelters and laid down test beds for
machinery, he was also in constant trouble with the leaky roof.
The canteen was Askew fitted, and the wood used had much in
common with that used for packing cases and in consequence one
had to discipline oneself not to slide sideways on the benches in
order to avoid being rivetted thereto with splinters. The home-
made tables were so narrow that the plates on the opposite sides
had to be staggered in order to interlock into the limited space
available. It was necessary to be very careful to avoid eating the
rice and prunes off the plate belonging to the man opposite. Strangely
the staff who began work at 9 o’clock took their meal before the
workers who had been at it since 8 a.m. The two sittings were not
so much a case of class distinction as of sheer necessity, there simply
was not enough room otherwise. Not that the place was a great
success anyway as most of the works soon preferred to shun it.
Afterwards, during an afternoon conference in the works manager’s
office one heard the gentle click of shilling upon shilling coming
from the office next door as Mossy counted the takings and felt
that he had at last come into his own.

Both at Talbot Road and Power Road the works manager’s
office has been so placed that the staff W.C.’s are immediately out-
side the door. Like the punctuation of the automatic flush in the
gent’s toilet audible all over the rear stalls at a well known London
theatre it at least ensures they do not go to sleep.

War work on this scale meant considerable organisation at
Head Office and for this Jack Sheridan and his secretary, J. Crow,
were responsible calling themselves * Government Contracts ”
department.

The greatest opportunity for Strand Electric to apply their stage
lighting experience directly to war equipment came to them via
Manchester and Percy Corry who relates how he sent persuasive
letters to Ministries, informing them of our unique abilities which,
however, provoked only formal acknowledgement. He found it
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necessary to resort to arduous foot slogging between and within
those Ministries, searching elusive somebodies who might be dealing
with something that was up the required street. It was necessary to
combine a hard-faced persistence with a nice line of bluff, and to
take advantage of knowing anybody who knew somebody who
thought somebody else might introduce him to a bloke who was
responsible for something that might be interesting. He acquired en
route sundry jobs such as camouflage of factories, blacking out
hospitals and what not. In due course with fortuitous aid or, perhaps
a deliberate intervention of the divinity, there appeared a job which
was obviously waiting for us. An R.A.F. senior officer had devised
a method of selecting potential pilots during initial training by using
a Link Trainer surrounded by a representation of various conditions
as seen from an altitude of 5,000 ft. Permits were obtained to
enable Corry to view those conditions from a plane.

For this trainer Fitups of Manchester produced, in large
numbers, circular rooms, consisting of pre-fabricated * flats ™
(actually curved and not flat, of course), bolted together on site,
joints concealed and then painted to represent hilly country, smoky
town, clear horizon at sea, misty horizon, and so on. These were
erected for the Initial Training Wings ““ Somewhere in England.”

Torpedo Attacks

While engaged on these trainers Corry was approached by the
Royal Navy and asked to devise and produce a training installation
for instructing pilots in the technique of dropping torpedoes from
aircraft. To enable him to see what conditions were to be simulated
he was taken up over the Firth of Forth in a Swordfish. The object
of the exercise was practice attacks on a target ship cruising about
for the purpose. The attack drill begins with a steep dive and a
sharp turn: being unprepared for the dive, Corry saw nothing at all
of the first attack!

The Torpedo Attack Teacher, hereinafter T.A.T., involved a
lot of intricate eclectrical and mechanical design. Experience of
synthetic training thus far had made obvious an important fact.
The object of all training is to induce sub-conscious reaction to the
approprate stimulus and it was desirable, therefore, that actual
conditions should be suggested to enable the trainee to forget that
he was operating a gadget and to accept an imagined reality. This
called for theatrical lighting and the co-operation of Fred Bentham,
then just returned from opening the Lisbon Opera House. The
T.A.T., when completed, consisted of a cyclorama, 44 ft. in diameter,
23 ft. high, curved inwards top and bottom, and circular in plan.
The lower portion was painted to represent the sea, extending to the
horizon supposedly eleven miles away, In the centre was the Link
Trainer, altered to suggest a Barracuda aircraft, the latest type then
used for torpedo attack. Suspended above the Link Trainer was an
epidiascope projector with moving lenses (which would be known
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today as a ZooMm), so that the image of a scale-model of an enemy
ship could be projected on the sea at the correct size and inclination
to conform with the supposed range and bearing. As the aircraft
“ climbed > the ship image moved down the cyclorama showing a
deck view, and responded reversely to the ‘ dive ”. Projectors
suspended round the cyclorama gave realistic movement of the sea,
and others projected various cloud effects to the upper portion of the
cyclorama, flood lanterns providing appropriate lighting of the sky.
The instructor could select at will, the suggestion of sunny day,
sunset, moonlight, misty day, dark night, etc. At * night > the ship
appeared as a silhouette against an artificially induced horizon and
the pilot could help himself by dropping flares.

Drawing by Harry Rutherford of the first Torpedo Attack Teacher, 1942. View
looking out at cyclorama with Link Trainer in centre, projection equipment over-
head and plotting table in foreground.

All this created an obvious need for the control techniques
incorporated in the Light Console with its motor-driven dimmer
bank, a system which had been little used at that time. It was for the
T.A.T. that the system first went into general production and some
fifty banks were made ultimately. This practical application, accord-
ing to Corry, probably helped to dispel a prevalent suspicion that
the Console was rather extravagantly chi-chi.

The prototype was approved by Sir Henry Tizard and enthu-
siastically received by the flotilla of senior officers who attended the
official inspection: as one junior naval officer put it with characteristic
cynicism, ““ It was the touch of Earl’s Court that sold it.” Certainly
the brass-hats found the Sunset cloud effects much more impressive
than the highly complex electrical apparatus required for syn-
chronising and recording the exercises.
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There followed adaptations of the T.A.T. to the behaviour of
destroyers, M.T.B.’s and submarines. Percy Corry’s first trip ina
submarine nearly resulted in disaster. By now considered an expert,
otherwise as a civilian he would not be there, he followed the
Captain to the conning tower as soon as the submarine surfaced to
find to his surprise, since it was a glorious day without a cloud in
sight, that it had been raining hard. Mercifully, about to comment on
the extraordinary change in the weather, he remembered in time
where he was!

A large amount of the involved design work was done by the
late Morgan McLeod, who later was to join Strand Electric and design
much of their equipment. Others on the job were R. A. McKenzie,
Paul Weston, Church, Heath, F. Boothby (1940) and Collingwood.
Fitups and Strand Electric personnel travelled far and wide. There
were installations on numerous Naval and R.A.F. stations at home
and abroad and Cyril Whitter was made an honorary Lt. Cmdr.
R.N.V.R. to facilitate this business. This honorary rank was not
without its hazards. Even Cyril was for once a trifle deficient in self-
confidence when he was detailed as officer of the watch during a
voyage through the Mozambique Channel. Fortunately, the enemy
missed the unique opportunity and our hero in fancy dress was not
compelled to expose his scanty knowledge of seamanship.

Most of the trainers produced included theatrical techniques.
Some are still in use. There is no doubt that Percy Corry was the
driving force behind all these developments and that it was a
salutary experience for Strand Electric to find themselves acting as
sub-contractor to their own branch manager in his other capacity as
Watts & Corry, or rather Fitups of Manchester.

National Theatre

The entertainment side—theatre business—fell heavily on the Hire
Department. Virtually no new equipment could be made and there-
fore none could be sold. A splendid source for floods and battens
were the stages of the super cinemas and many were denuded at that
time. Happily, too, some theatres turned cinemas became theatres
again, for example, the Stoll Picture Theatre in Kingsway. Some
theatres were lost in the blitz, notably the Shaftesbury—whose name
has been taken by the Princes, a long way further up the Avenue.
All in all the blitz accounted for the loss of far fewer theatres and
cinemas than the economics of the post-war years. Madre, Burleigh
and Tommy Clark (1919) of the hire dept. kept not only the London
but a very active theatre elsewhere going.

And what an active theatre we had in the second world war and
the immediate post war years. The whole range from “ We never
closed ’ to the unique seasons of the Old Vic Theatre Company at
the New Theatre—Tyrone Guthrie, Laurence Olivier, Ralph
Richardson, John Burrell, Michael Redgrave, Alec Guinness,
Bronson Albery and many others joining together. A “ National ”
Theatre which lasted from 1944-1950.
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Most amateur companies were out of action for the duration but
the professionals were very busy and, of course, there was lots of
amateur talent in the forces and factories to look after. All this it
should be remembered was not based on the wide open spaces of
the Kennington stores (the move there was not until 1947), but on
Floral Street, raids and all. The narrow passages, innumerable
stairs and separate rooms of this rabbit warren literally put any
big job on the street. There was a long tradition of wiring hire
spotbars on the pavement and the loading of a big production
presented incredible scenes. G

Stanley Earnshaw has been a well-known figure at first nights
for many years. At any rate at musicals and the glossier straight
plays; he does not *“ go much ” for the rest. It is not surprising, there-
fore, to learn of his services as lighting expert for many of Ivor
Novello’s musicals, for example, Perchance to Dream, but it does
come as a shock to find he lit Macbheth for Tennents. This production
had sets by Michael Ayrton, and John Gielgud played Macbeth. The
presence of Stanley Earnshaw in Joe Davis® territory is, of course,
explained by the latter’s departure to serve in the R.A.F.

3 : With Robert Nesbitt,
Stanley Earnshaw was on
home ground once more
and when in September
1941 Nesbitt outlined his
plans for a show he was
going to do for George
Black at the Palladium he
jumped in with the sug-
gestion that the original
Light Console should be
used. The console could
hardly be said to be in the
pink of condition having
been buried under the
blitzed ruins of the centre
section of Head Office.
Refurbishing and conver-
sion of the Console took
place on Sundays in “ Ham
House ”’ next door, a build-
ing which had been used,
as its smells and salt every-
where proclaimed, to cure
hams for many years. The
Jack Sheridan and Lorcan Bourke on tem- Vvolunteers consisted of
porary bridge over the ruins of the bombed Bentham, Paul Weston
demonstration theatre 1941. Jim Hay,den, Percy Pillali
and a strange addition, ‘“ Old > Martin the interpreter of Lisbon.
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Hilary Gould at the Light Console, London Palladium, 1942.

Gangway, if revived now, would seem an extraordinary show,
but it was just what wartime London needed. Above all it had colour
and visual excitement. For this Robert Nesbitt’s lighting was
responsible, scenery was scarce and he relied to a large extent on the
drapes he could find. The lighting overhead came from three lines
of Patt. 56 acting area floods pointing straight down. There were
Pageants at the sides and six 2kW Fresnels in the wings, a legacy of
Strand Electric’s abortive attempt, too late, just before the war to
tackle television lighting at last. There was a most exciting night
sequence to play on the Light Console just before the interval and a
marvellous effect of Acting Areas in eighteen blue shining down on
the girls in long costumes with a vanishing background of black
drapes. Simple but real good stuff. The romantic tale of the Palladium
Light Console in its corner of the Grand Circle can be better appre-
ciated when it is realised that Mrs. Stanley Earnshaw was Hilary
Gould, the operator of the wartime years. As operator of the Light
Console she was often considered to have a cushy job by members
of the audience who could see her but never heard a note of organ
music in the show.

Our Imperial Heritage

In October 1949 Strand Electric came into their Imperial heritage;
that is they acquired control of Imperial Lighting Ltd. Although
Imperial had by then no connection with stage lighting it is a fact,
relevant to this history that Imperial were, so to speak, T. J. Digby,
having acquired that company when it was on its last legs about the
end of the 1920s. Imperial was formed by Walter and Harry Lambert
roundabout 1890, and the former continued to run it until he sold
out to Strand. A link back to those times is their nephew, Cyril
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Lambert, who until his retirement in February 1961 could be said to
be the very personification of that company and even now is retained
to appear each Christmas and supervise the great display on the
fagade of Selfridges. This building epitomises the type of work for
which Syd Letley (who joined Imperial in July 1925) and Imperial
are famous (notorious ?)—miles and miles of seaside Fairyland strip
lighting and strange animated devices with which the sea coast at
Southend, Blackpool and many other resorts are lavishly be-decked.

Putting the finishing touches to the Imperial Cycle Car in 1921. Left Cyril and
Harry Lambert, sitting right William Kemp.

But Imperial in their time have manufactured even stranger
animated devices—early motor cars. We have in our archives
leaflets which describe, in glowing terms, the specification of the
Imperial car shown above. This was reviewed in the Motor Cycle
of February 5th, 1914, as follows:

““ A cycle car has recently been placed upon the market by the Imperial
Lighting Co., Pocock Street, Blackfriars Road, S.E., an outstanding feature
of which is simplicity.

“ The engine is an 8 h.p. air-cooled, twin cylinder Precision which is set
transversely in a frame of armoured ash. Cooling of the engine is materially
assisted by a fan of ample dimensions situate on the offside of the engine.
A Solex carburetter supplies gas to the cylinders and is controlled by pedal
and the usual lever attached to the steering wheel. Ignition is by Bosch
waterproof magneto controlled by a lever mounted on the steering wheel,
steering by reel and cable, and lubrication by a large pump operated by
hand within easy reach of the driver.

*“ The transmission is by chain from the engine-shaft to a countershaft,
to each end of which is fitted an expanding and contracting pulley 7 in.
diameter and with very strong flanges. Thence two 1% in. belts transmit
power to the rear wheels. The pulleys on the countershaft are enclosed,
and sliding inspection doors are provided at each side of the vehicle to
enable the driver to examine the pulleys or remove the belts. The weight of
the car is 64 cwt.
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“ On the road we found the car easy to control, and the steering was
particularly good. We found that the machine held the road well, showed a
useful turn of the speed, and was a good hill-climber. It was comfortable
from the driver’s and passenger’s point of view, being of _arnple w1d§h and
well sprung. As the cycle car, built on true motor cycle lines, we gained a
very favourable impression of this little vehicle, the most noticeable features
of which are strength combined with lightness, simplicity, and low initial
cost.”

By the time Strand came on the scene these vintage models
were but a memory and only survived in the shape of some of the
stranger castings and parts with which, what remained of their
heavily bombed stores at Pocock Street, was liberally endowed.
Who knows but that some festive lighting device gently rusting on the
front at Southpool-on-Sea may contain the mortal remains of this
era of autocyclic transport:

Selfridges Christmas display 1927 using 30,000 14 volt, 7 watt S.E.S. lamps.

Glasgow Exhibition

As remarked earlier, there was little real export pre-war. The
bigger jobs done overseas were only indirectly for export, being
for the Department of Overseas trade and the various Government
exhibitions or for the G.E.C. who acted as our agents and still do
in South Africa. The Paris Exhibition has already been mentioned,
but another big job was the Victoria Falls display for the Rhodesian
Pavilion at the New York World Fair in 1939. This had its origin
at the Empire Exhibition (which was to be the last to which that
term could possibly be applied) at Glasgow the year before. There
Strand had been responsible to R. O. Ackerley of the G.E.C. for
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the lighting control to the North and South cascades and the Paisley
Road fountain. The North Cascade was an enormous affair running
right down the hillside with an elaborate colour change programme
which lasted twenty minutes without repeat, but which turned out
ultimately to be only viewable in its entirety from the top of a tram
outside the Paisley Road entrance! The Paisley Road fountain was
later rebuilt for Butlin’s Filey camp where it still is. Strand were
also responsible to Stephen Thomas for the special cyclorama and
effects lighting in the Government pavilion and quite on their own
for the G.P.O. pavilion and the Victoria Falls display. This last was
the strict province of L. Stokes-Roberts, aged twenty, and then of
Strand Electric. It was this display of all which, to the chagrin of
the two Bs (B. and F.P.B.) who were responsible for the rest, went to
America for the New York World Fair in 1939. The Victoria Falls
display was some model, by the way, being 160 ft. long x 20 ft.
high and involving a flow of 60,000 galions of water per minute.

There was more to
the G.P.O. pavilion
than at first sight might
appear. At Wembley in
1924 exhibits were full
size and real. Butter
was shown by the
acre, fashioned into
full size scenes such as
the Prince of Wales
and his horse on his
ranch. Railway loco-
motives and machinery
had to be there in
person — a Gresley
Pacific, a Castle, and
ik e ~. so forth. At Paris all
Stokes-Roberts leaves for New York 1939. schools of exhibition
(Left 10 right) Jack Bennett, Henry Myers, Stokes- thought were repre-
Roberts, L. G. Applebee, Jim Murray and Jack gented. Ancient (Ger-

P man Pavilion), Modern
(Swiss Pavilion), the big exhibit and the diagram.

At Glasgow in 1938 it was all models and diagrams and what
the Americans now call symbology. The ultimate essence of the
technique was distilled in Cavalcanti’s G.P.O. pavilion and there
Strand, in the shape of B. and F.P.B. nearly met their Waterloo.
Incidentally, one has to picture a much slighter, but otherwise
much as now, B.

Cloudy Ultra-violet

The whole pavilion was conceived as an animated diagram illustrat-
ing the Empire Air Mail service round the world which then still
had the power to excite and amaze. The entire ceiling in the picture
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had to be covered with moving clouds and a projected aeroplane
made to travel right round the walls, crossing the oceans and travers-
ing enormous cut-outs of the Dominions and the British Isles.
As the photo shows, the job was complicated by the fact that
the ’plane had not to appear on the columns which were spaced
to an eliptical plan. Nor could the projector be spaced centrally
as this position was occupied by a lattice mast which went right
up through the roof. The solution was to use two synchronised
projectors with U.V. light sources. Thus only where a fluorescent
track was painted would the ’plane appear. If this principle were
accepted the clouds overhead might just as well be fluorescent also.

The G.P.O. Pavilion at the Glasgow Exhibition 1938.

The first hurdle that had to be overcome was the projection
system because the only sources available for U.V. were 125-watt
black lamps! For the clouds, Stelmar reflectors were used because
these would collect from the front of the lamp. For the ’plane a
narrow angle condenser system with a stencil in the gate was em-
ployed. Only twelve of the sixteen projectors would have moving
cloud discs (photographed on glass for the first time) and the rest
were to have static cloud photographs on glass slides 7 in. X 7 in. in
size.

To get a fluorescent blue ceiling of this area presented quite a
problem. Whiter than white detergents had never been heard of,
or even dreamt of, in 1938. Strand fluorescent  invisible blue ”
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dope was real dope, a semi-lethal concoction inherited by Frank
Weston from Percy Boggis. It consisted of anthracene held in sus-
pension in a mixture of rubber solution and benzine. Spraying this
on the 3,500 sq. ft. of dome at Glasgow was out of the question. The
two B.’s decided on wall paper and thereafter for many days roll
upon roll of white lining paper was sprayed under Frank Weston’s
supervision in the Stransign spray booth. The Commonwealth cut-
outs were treated in red fluorescent of course.

One of the 16 special ultra violet projectors used in the G.P.O. Pavilion, Glasgow.

Blow No. ! fell when the B.’s discovered just before they
travelled up to Glasgow that the emulsion on the discs and slides
let too little light through for the highlights. Experiment showed
that metal polish rubbed on these areas cleared them down to what
looked like clear glass and the two B.’s spent the whole weekend
doing just this.

Blow No. 2 fell when setting up at Glasgow ready for opening. The
metal polish had turned the emulsion brown for some reason and they
were opaque to U.V.! Nothing for it but with aid of water and a
piece of stick to remove the emulsion in such a way that what was left
gave an artistic impression of cloud. Simultaneously, the Paisley Road
fountain was playing up because the damp in the pump room got into
Compton relays which used the prewar silver wire and wood contact
blocks. These swelled and permanently energised the up and down
clutches on the dimmer rack which then promptly sheared the driving
sprockets. Add to this the fact that none of the Patt. 59 floods
would fit their frame in the H.M. Government cyclorama and that
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urgently ’phoned for replacements also failed to fit. After Glasgow
it is not surprising that F.P.B. has firmly never involved himself
directly in exhibitions again! It is quite otherwise with B., the
atmosphere is congenial and there is plenty of the right spirit about.
Altogether Strand had a very large stake in Glasgow and George
Heath (1937) of Contracts who had worked on the jobs was left
behind as maintenance engineer for the duration of the exhibition.
George Heath later was to supervise many large jobs including
during the war the most complicated of all the T.A.T.s. that at
Lee-on-Solent. Although in his younger days rather a thorn in the
side of the management as an over-zealous shop steward he has been
assistant manager to Contracts Department for many years now.

South Bank

The first big post-war exhibition, “ Britain Can Make It ”, was
held at the Victoria and Albert Museum in 1947, and this brought
Strand Electric and B. back to their old hunting grounds and in
particular, established contact with James Gardner. The Festival
of Britain followed in 1951 and Strand Electric were not unnaturally
well represented on the South Bank, including the hire department
with their Sunspot arcs to light the outdoor dancing on the Fairway.
Most important was the only permanent building to remain, the
Royal Festival Hall. Beginning as a platform lighting installation
for concerts only it developed as the hall took shape until it became
the most complete open stage lighting installation in Britain. It is
one supposes, in line with the natural run of things that this hall
invariably requires for its stage productions what it has not—a
proscenium. In consequence a temporary affair of curtains is to be
found there on such occasions.

At Battersea the fountain, the Grotto and the Riverside theatre
were the important centres of Strand activity. The grotto provided
a return for U.V. to the exhibition field but the stuff had been tamed
by then. The grotto and the Riverside theatre were both designed by
Guy Shepherd who be it known is an ex-Strand man of the pre-war
years. Two years later James Gardner provided the vista at
Battersea with just what it needed, an animated display—the
Lumascope. The fountains should have been able to carry off this
role, but for some reason never really hit the high spots. However,
Gardner’s Lumascope certainly did, here was all the excitement of
the Piccadilly or Broadway lamp sign but without the repetitive
advertising. The manufacture of the Lumascope was Strand via
Imperial, so to speak. Syd Letley filled Jim Jordan with horror at the
contraptions of hardboard and Fairyland strip supervised by Cyril
Lambert in the regions below the Vauxhall satellite of the Gunners-
bury Works. These contraptions have had to stand up to wind and
weather ever since, as the Lumascope has formed a permanent part
of the gardens after their return to the L.C.C.
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To control the Lumascope, B. managed to get F.P.B. to over-
come his antipathy to exhibitions and to have another go at a
sequence control to give a display on the lines attempted but frus-
trated in the North Cascade at Glasgow. The result was a compact
flasher and contactor unit which automatically repeated night after
night the combinational possibilities that Gardner’s design so
splendidly provided.

James Gardner’s Lumascope, Battersea Pleasure Gardens, 1953.

James Gardner was also responsible for the brightest overseas
exhibition effort Britain has ever made. The British Pavilion at
Brussels, constructed on a shoestring budget, opened up many oppor-
tunities for Strand. Incidentally, it was at Brussels that Strand
Electric found itself selling snow, in the shape of optical effects to
Switzerland. Among the Strand items in the British Pavilion at
Brussels was the optical effects display for the large diorama of
Dounreay. This included the very special effect of clouds passing
over the moon devised by Eddie Biddle (Frank Weston’s successor).

The Annigoni portrait of H.M. the Queen in the Hall of
Tradition was lit by two 500-watt Patt. 23 spots carefully pro-
filed to hit just the canvas albeit from an incredibly awkward position
close to and below it. The effectiveness of this lighting posed an
unnecessary problem to the architect of the Daily Mail Ideal Home
Exhibition where this part of the pavilion was to be rebuilt the
following spring. Positioned at Olympia literally with its back to the
wall how was he going to “ backlight > the canvas as had been
done at Brussels!
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Ideal Homes in Olympia

The Daily Mail 1deal Home Exhibition has a special claim to be
recorded in this Strand History because we have been concerned
with feature lighting at every exhibition since 1930. One such
feature which but for * Munich > would have been stillborn formed
the very first Light Console order before Lisbon or the Palladium.

The exhibition organiser concerned was George H. Grimaldi

(a descendant of Joe Grimaldi) and he decided as a special attraction
for 1939 to stage—guess what?—a colour music display. When he
came to Strand he certainly
came to the right place for this!
His architect, Ian Jeffcott,
designed a 70 ft. high tower
and it was lit in three colour
with seventy-two individually
controlled dimmers, making a
total load of 230 kW. Two
Compton Consoles side by side
at the edge of the Earls Court
lake were to provide the music
and light. The organist was
Cait : Quentin Macleanand Frederick

Britain supplies ‘snow’ to Switzerland Bentham was at the nght

Ep TS P | Console, or so it was planned,

st B but F.P.B. as we know never
f more than usual interest, however, was the Thit1

(o)r‘deL fmlvllhlhe Swi:s F:avili:m for Strand O;ﬂicul had any luck at eXhlbltI.OIlS and
Snow Efects T4 was carted off to hospital with

g A -
A nice compliment we thought, to our theatrical h‘u
effects department. After all, when it comes
1o snow, the Swiss should know.

pneumonia, leaving B. to hold

the fort. Now B., spiritually at
b o o i e e home there having seen the
planning and construction
through right to the opening,
was a Mozart enthusiast and
therefore intellectually quite the wrong person to accompany with
enthusiasm the light music Maclean knew the British public wanted.
In contrast the then very young Paul Weston, though no hep cat
(such things were quite unknown then), took to the task with avidity
and enthusiasm.

A Strand advertisement inspired by the
Brussels International Exposition, 1958.

Ankara

William Lorraine and Bear just back from the wars began surpris-
ingly in Hugh Cotterill’s (also just back) S.O. dept. Both of these
will be associated by readers more with the post-war Hire Depart-
ment, but this in fact came later. Bill was, of course, Basil Dean’s
electrician pre-war and was also with him in ENSA. Under Strand
he was to find himself in Ankara, Caracas, Cuba and Canada.
Ankara (1949) was B.’s job and the first really big export of
post-war. The National Opera had been established in the Turkish
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capital by Carl Ebert during the war and their newly built Opera
House was to have a large Strand lighting installation with Light
Console control and full mechanical stage equipment by Hall
Stage Equipment. George Collingwood (1919) of Contracts dept.
looked after the wiring installation and Paul Weston the console,
The problem of interpretation was present in an acute form. In the
case of some languages one has a slight clue, a smattering of French
left over from school or a vague hint of the Latin one learnt therc
or even a slight, usually misleading resemblance to an English word
here and there in German. But Turkish provides not a single clue.
B. had to leave it to the agents young technical manager—M. Albert.
He was lucky, after all Albert was technical. We find B. sipping his
coffee, virtually mute, all morning, while Albert conducts a wordy
discussion with the Opera House people on the problem of stage
dip plug connection. Should these be paralleled up and down stage
giving left and right control from the dimmers or should they be
paralleled across stage giving up and down stage control? At last
a decision is reached and B. and Albert slip away and over a
cooling drink B. puts the question, * Well, Albert what is their
decision? ” to which he received the reply, * They say yes!

After Ankara B. was transferred to Hire Department at Jack
Madre’s request to look after the amateur advice section. A result
was the two booklets Some Advice and Further Advice. Bill Lorraine
had to visit Ankara a few years later when the job needed an overhaul.
Lorraine left us in 1959 to become a production manager. Bear has
been manager of our I.E. dept. since February 1959.

Caracas

In 1954 an urgent request from Venezuela for a complete equipment
“ just like the Royal Festival Hall ” hit Strand at the right time.
The works at Power Road, Gunnersbury, were unusually slack and
contact with Caracas, then launched on its fabulous oil based
spending spree, was just what was needed. The Aula Magna, except
that it was to be used sometimes for concerts, did not resemble the
Royal Festival Hall in any way. It had a fan-shaped plan and was
larger into the bargain being really an American style convention
hall attached to the University of Caracas. A * just like > installation
would have been disastrous but the pretext was kept up even in the
face of thirty-six Patt. 93 special long-range colour-change spots at
the rear of the balcony instead of sixteen normal colour-change
spots in the circle front as at the Festival Hall and * variants ” of a
similar nature. It did, however, have a Light Console so also did
the Teatro del Este which followed the next year. Paul Weston well
remembers how one of the too large and solid stage sets for the
opening was struck by breaking it up on the stage and then simply
pushing the lot out through the back door. The last of the original
Light Consoles complete with keyboards was the Theatre Polski
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(1955) in Warsaw. Incidentally, this last was the only one of the
fifteen made of which the layout was devised by the customer. For
this purpose he had to rely on an explanation given con amore by
B. in French one evening at the Empress Hall of all places!

Electronic

On March Ist, 1946, at the instigation of Percy Corry a new per-
sonality, this time of mature years, was to join Strand Electric.
Post-war there are many new Strand faces and personalities of
necessity in this history nameless, a younger generation who knew
not the pre-war years and perhaps care little what light antics their

Ogling or instruction, a lesson by Percy Corry on the Electronic preset Control, 1951,

elders practised then. James Templeton Wood, however, was in
the ’thirties with Western Electric and but for the outbreak of war
would have joined Strand at Corry’s suggestion to act as Scottish
representative. Wood had to do with electronics while in the Royal
Navy and in consequence it is not surprising that he was stimu-
lated by reports from Applebee then touring the United States.
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One of Applebee’s lectures was delivered at Yale at the time that
George Izenour gave his first public demonstration with direct
thyratron dimmers. Wood went in for a three-phase three-valve
system to obviate, as he thought, balancing instead of the Izenour
two-valve back-to-back. The chapel inappropriately sited next to
Corry’s headquarters in Oldham Road, Manchester, was com-
mandeered for experiment, but Wood was soon transferred to
London. Here at last was a variable load remotely controlled
dimmer which could be preset and which did not look as if it would
be too expensive. The electronic board was connected with export—
our present subject—from the first. Indeed the first complete Strand
Electric preset was destined to be exported to the National Theatre,
Rekjavik, Iceland (1950).

At this time William Bundy, now stage director to the Covent
Garden Opera House, was with Strand Electric for a period having
come to them from the Old Vic via Iceland. Wood and Bundy had
the job of putting this 144-way first-off into operation. Very well
they must have done it for this job has never suffered from some of
the teething troubles of the others. Perhaps it is the Icelandic
climate, or temperament (or both) that suits it. Wood and his elec-
tronic complete went to Paris for the I.T.I. Conference in June 1950,
and export really began to flow. Abe Feder, the American lighting
expert saw the board in Paris and reported to Kliegl in New York
who negotiated to manufacture under licence and Wood went off to
New York. Already Wood was, because of his invention, making
journeys for Strand and establishing contacts of export importance.
He became a member of S.O. department under Hugh Cotterill.
S.0. by the way stood for Sales Other and was in contrast to S.T.L.
(Sales Theatre Lighting) and S.S.T. (Sales Stores). Note the way some
genius had provided abbreviations for three different departments
all of which began with “ S .

S.0. was supposed to attend to all lighting other than theatre,
presumably cinemas, ballrooms and exhibitions, but included all
export as well. It also, because watertight compartments have never
been a strong point of Strand, included the catalogue and TABs.

Type Casting

TABs was a creation of Hugh Cotterill’s which began in 1937 with a
nine page issue printed on Strand Electric’s own offset press (early
model). This with its smudgy reproduction of Percy Corry and
Strand Electric’s then brand new Manchester Branch, is now a
collectors’ piece, like all the pre-war issues (eight in all). Cotterill in
fact, when at Major, ran a house magazine quarto-size for them
called The Major Monthly and copies of this have recently come to
light in the attic of 29 King Street. No one could have realised how
important TABS would become. However, when Cotterill, after
being de-mobbed from the R.A.F., re-started it there was much
planning and theatre news in the air so it never lapsed into just a
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vehicle for selling the firm who sponsored it like the usual run of
house magazines. Outside contributors, including many distinguished
names, appear frequently, and of course there was the resident team,
the thinly disguised P.C. and F.P.B. and sometimes L.G.A. or
B.E.B. The use of initials for Strand Electric contributors allowed
Cotterill to fill up space with several separate items written by
himself and initialled not only as H.M.C. but intriguingly under
various aliases. Altogether Cotterill was responsible as editor for
forty issues and saw the circulation rise to 10,000. Percy Corry was
a particularly fertile contributor of the early post-war years writing
under the names of “ Busker ” and his initials P.C. His * Must ”
series beginning with ‘ Stage Managers Must Manage > ran into
fourteen separate titles all of which furnished plenty of inspiration
for Oxlade. The present editor can still rely on Corry to respond
nobly to any demand with a trouble-free contribution that can be
set straight off the MS.

A series on “ colour ” began with ‘“ three colour mixing ” not
because this was a logical place to start but because something had
to be done to keep the Gillespie Williams (then at Furse) publicity
at bay. Unfortunately the carefully reasoned articles by F.P.B.
against the use of colour mixing, because it was a wasteful method
of getting the limited colouring most productions needed, were
misinterpreted and provoked an avalanche of highly coloured stage
activity. TABs has been afraid to touch colour ever since.

When the present editor of TaBs took over in September 1957
he decided staff contributions should be published over their author’s
full names. This has to some extent deprived him of Cotterill’s
neat device, though articles can still appear in the same issue as by
“ The Editor ” and by “ ?”°, but he must remain anon until he, in
his turn, retires. The regard for TABs is world-wide and this shows
when examining the remarkable theatre bibliography issued by the
University of Pittsburgh, Pennsylvania, where TABs is regularly
quoted. TaBs, with this special Strand Jubilee issue, becomes a
quarterly and it is hoped to keep it so from now on. Before leaving
Tass one must acknowledge the work of Oxlade of Twynam and
Oxlade, our advertising agents. Oxlade is responsible not only for
the cover design but also for most of the funny sketches which
from time to time embellish our pages. We intend to stick to the
original cover design come fashion, come change.* It is one symbol
to cling to amid the headlong rush of technical change of which
Strand must be in the van. The debt of both Cotterill and the present
editor to Twynam, “ T > himself, they would both like to acknow-
ledge. He it is that fights to bring order and layout to each issue and
put it to bed on time.

* We have allowed a significant change for the front cover of this our Jubilee issue
only and wonder how many readers noticed it.—ED.
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Strand v. Strand

Strand was by 1950 running two de luxe controls in competition
with each other, namely the Electronic Preset and the Light Console.
The latter so in advance of its time when introduced in 1936 had,
by now, been overtaken and was in need of a re-think to allow its
undoubted powers of rapid all-over control for the large installation
to be extended to precise presetting. Getting dimmers to the variety
of levels required by the post-war multi-spot technique needed real
dexterity and ingenuity on the part of a Light Console operator. The
electronic preset impeded this Light Console re-appraisal because
being an all-electric dimmer system it could not be used with console
memory selection and mastering. For the latter, the inertia of an
electro mechanical clutch bank was essential. This problem of the
all-electric dimmers has only last year been solved with our SCR 120
channel installation known as System C/AE for Cologne T.V.

Therefore, in the 1950s, Strand continued to use electronics
for some installations and Light Consoles for others, particularly
the large ones. Thus Stratford-on-Avon and the Old Vic went
electronic and Drury Lane and the Coliseum had Light Consoles
installed. The matter was brought to a head in 1954 when Hamburg
Opera wanted a Strand Electronic of 240 ways. They had used the
control at the King’s, Edinburgh, for the Festival and had been
impressed by it. It must have been on its best behaviour for them.
In subsequent years it has been by no means so popular with visitors
who are in any case irked by the size of the stage at the King’s for
grand opera.

The Strand directors came to the decision that they could not
supply an electronic installation of this magnitude. There were too
many doubts about valve behaviour and above all the heat generated
in the dimmer room and to be disposed of was enormous. The last
word in control was far worse than the old resistance dimmer in
this respect. As a result the Germans, namely the A.E.G. developed
their own thyratron for Hamburg, but they, too, have not pursued
it very far. Strand Electric, having turned its back on thyratrons set
to work on a substitute. This was a preset control using a polarised
relay servo in conjunction with an improved closer centre version of
the Mansell magnetic clutch.* The first one replaced the electronic
control at the New Theatre, London. Electro-mechanical banks
could now be reasonably compact and, thanks to special trans-
formers built on standard Sunset resistance frames, variable load
dimmers could be included among the resistances. The time was to
come when many jobs would be all transformers, the extra expense
being worth while to provide the variable load facility. Of course
transformer dimmers were no novelty, Glyndebourne had forty-
eight such ways in 1934 but those German dimmers all relied on
tracker wire, i.e. they were mechanical remote controls,

* Used first on the Light Console banks at HMT and Adelphi in 1954.
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The Light Console and the Electronic were an odd pair, the
control desk of the former so different as to scare most theatre
electricians. The latter looked normal yet used the very advanced
technique of chopping the A.C. waveform with the thyratron
valve as an ultra high speed automatic relay. The desk of the elec-
tronic expressed a certain timidity. In order to pacify the Grand
Master traditionalists, the panel was laid out as short rows of a
dozen dimmers each with their own colour master. Dimmers could
be connected to the master or not by tablet switches and the masters
in turn connected to the Grand Master and then to the cross-fader
and the other preset which was an exact duplicate panel.

Strand never made the mistake of interleaving the presets for
theatre as was often done in the United States (though not by
George Izenour). The picking out of alternate levers for a quick cue
or clear-down of the board is too difficult a task for an operator.
With the servo operated preset electro-mechanical dimmer bank
the way was open to combine the good points of the Light Console
with those of the Preset system, but it was television which provided
the impetus so the story belongs to a later page.

“ Wood the Electronic  came to an end, “ Wood the Export ”
did not, and in a unique way he has made, particularly the continent
of Burope, all his own. As Export Manager he is, of course, respon-
sible directly or indirectly for the world, but Europe is his happy
hunting ground. How he has come to know everyone there, their
friends, relations and children, is not rightly understood nor have
we any photographic evidence of the Wood method.

Boa Vista

Strand is very happy in its principal agents. By a curious coincidence
Strand’s oldest foreign agent is that of Britain’s oldest ally—
Portugal. Arriaga de Tavares handled the Lisbon Opera throughout
and since those days, much work has come from his romantic
sounding Rua Boa Vista to the equally romantic sounding Floral
Street. Both the Boa Vista and the Flora being far from self evident
in either place when visited.

Moving North, Bachman was the only theatre electrician in
Iceland and came in contact with Strand equipment through ENSA
during the war. He proposed and secured the order for the National
Theatre, Rekjavik.

The agent who opened up Scandinavia and Finland to Strand
was Beck, a paint salesman who had a good contact with the theatre
through selling dry colour to scene painters. Larsen, our Norwegian
agent, spent a lot of time with Wiik and the Norwegian Travelling
theatre* discovering in the process that many of their lighting require-

* Tabs, Vol. 17, No. 3.
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ments were covered by Strand equipment. He is famous for his own
Norwegian version of the Junior board using components imported
from us. Contact with Eichenberger was made by Bill Lorraine
when touring Switzerland with the International Ballet in 1950.
Hammarlund in Sweden supplies and manufactures stage machinery
and vxllfts Hall Stage Equipment’s agent long before he became ours
as well.

Exports at the White Horse Inn. Bentham and Wood off-duty in Austria.

Space does not allow us to mention or tell the story of the
majority of our agents but the strangest tale, that of our German
agent, must be told. Gerd Ohlmer of Diedr. Buschmann first heard
of Strand from a scene designer friend who wanted him to obtain
* Cinemoid . Herr Ohlmer wrote asking to be appointed agent. As
Buschmann is an old established 1812 firm in Braunschweig whole-
saling supplies including distilled water for chemists shops a more
improbable agent could not be imagined. However, Cotterill
decided, after pressure, that anyone mad enough to think he could
sell colour filters to Germany of all places should have a try. Orders
for * Cinemoid ”, a few sheets here and a few sheets there began to
come in as Ohlmer toured Germany. Soon the demand became
formidable and at the theatre exhibition held in the Hamburg Opera
on July 2nd and 3rd, 1956, much equipment, including a lighting
control console, was shown.

Cologne and Hamburg

Export became very worthwhile, but the climax came with the
installation for Cologne. This was really something as it included
all the lighting equipment, a patch panel for 146 circuits and a
console-preset with 74 dimmers, 2 presets and 14 memories. This
order was obtained on the main ground that only Strand could supply
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a suitable control and deliver it in the time available. The reader of
this history will easily realise what a landmark this was—exporting
lighting and lighting control to Germany was indeed coals to
Newcastle. Nor was this a mere flash in the pan. There followed two
large installations in Hamburg and a further larger one for Cologne
was completed last year. This last being the first control to use the
silicon controlled rectifiers as dimmers in Germany. The secret of
this success is that these are installations for television and such
export is backed by the record of supplying every studio at home,
both B.B.C. and L.T.V., with its lighting control. The story of how
the design of this specialised equipment and this remarkable record
came about must now follow.

Alexandra Palace

Strand Electric and Television is a strange success story which
began with the rejection of Strand lanterns as useless in 1935 and
the installation of two Grand Master dimmer boards, which were,
in fact, useless because of the camera insensitivity of 1936. The
main lighting then was by the rather crude 2 kW film units.

When B.B.C. television started up again in 1946 they soon
expanded into the old film studios at Lime Grove. This naturally
tended to confirm the use of film lighting techniques since no money
was available for refit and there were all the archaic electrical
arrangements common to film studios and D.C. studios at that.
Half-hearted attempts were made to breach the defences, but in
1953 opportunity presented itself. The only purpose built T.V.
studios at that time were those set up in Earls Court for the week of
the Radio Show. “ Grump > Mayhew, in charge of B.B.C. T.V.
Outside Broadcast lighting was persuaded to try out modern lighting
control with dimmers and a remote panel up in the production suite.
For such a short period the only system suitable was the saturable
reactor and we used the one out of our demonstration theatre.
The B.B.C. therefore had to invite Stage Electrics who had a similar
system to equip the second studio.

The Saturday before the Monday opening B. rang F.P.B. from
the Radio Show to say all was not well. On the latter’s arrival he
could confirm that all was certainly not well! Looking from the
producer’s first floor observation window no light ever came to
more than half intensity and this was achieved both at full on and
the off end of each dimmer lever. In other words the lights did a
half-hearted dip as the levers were moved down but gradually came
up again as they neared the bottom. Diagnosis was complicated
by the fact that the opposition were next door and one had to test
nonchalantly and give the impression all was well. The board
hummed with electricity even when the phase fuses were all removed,
the job simply would not go dead. After a couple of hours of this
and a visit to the “ Lord Ranelagh ” down the road for reflection
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the defect proved quite simple. On one of the two 18-way dimmer
racks the contractor (not Strand!) had got the phase and neutral
mains reversed. Thus one was doing a kind of phase change on the
desk potentiometers and no wonder the board remained live. But
what caused the half light in the studio ? Also quite simple when you
know. The observation window had special glass which transmitted
half light!

The saturable reactor dimmer might just pass in a fit-up like
this but for a full installation something better (certainly without the
inevitable reactor volts drop) was needed and Strand had to find out
what this was.

Lighting Control at B.B.C. Television.

The next step was a call on H. O. Sampson* at Lime Grove who
after some general chat summoned a certain Derek Lightbody to
initiate the two B.s into the mysteries of Studio D. This, the largest
except for A which was used to store scenery, was given over to
light entertainment which involved a series of rather tatty incomplete
little sets round and about the studio. Every visit always seemed to
coincide with the same sort of show; only the star varied, at first
he was Michael Howard, later on Eric Barker.

In the awesome hush of the studio, which comes from the
heavy acoustic deadening, they had all the embarrassment of being
intruders among people who had a job to do and knew exactly how

* Sampson was already known to Stanley Earnshaw and Jack Mda’re through an
enquiry which led in 1936 to a demonstration to the B.B.C. of Strand’s sewing
machine motor cars, rain boxes and other elementary sound effects of all things.
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to do it. It was like standing slap in the way of a theatre stage
manager’s corner in a busy but unknown show.

Nor was it helped by the fact that each time the studio manager
called “ Quiet please, I must have absolute quiet,” Lightbody con-
tinued to talk without taking any notice. This made them as guests
feel rather heels and they tried to reply ventriloquist fashion out of
the side of the mouth. The agony might have been worth it if lighting
control was discussed, but it was not.

It seemed to be taken absolutely for granted that Strand would
know what to do when the time came and would do right by B.B.C.
television in the matter of control boards. What was discussed ad
nauseam was methods of suspending and rigging lanterns, equipment
which Strand did not make or intend to make or even to market.
This ritual has been repeated ever since at T.V. conferences all over
the world. There is, of course, a logic to it because the electrical
layout springs from the rigging method practised and in any case
the rigging is part of the very structure of the studio and must be
provided for first of all.

The attitude that Strand knows best over control was a high
compliment but was it true at the time? What did the B.s know
about anything except stage lighting where, what looks good is
good, and there is no capricious electronic eye to distort. Nor did
the B.B.C. help when a few weeks later they imported straight from
the B.T.H. a trained illuminating engineer to coordinate the lighting
plans. His name was Ackerman and he knew at that time even less
than the B.s about television studio practice. He was, after all, several
studio D study hours behind. Up to this time Strand was trying to
learn but from now on there was someone trying to learn from
Strand—about T.V. of all things!

Fortunately in R. de B. McCullough, then the chief lighting
supervisor, there was an essential link between stage and television.
McCullough, while not having had the felicity of working at one
time for Strand, had the next best qualification, he had worked for
the opposition! He had been before joining the B.B.C., just before the
war, one of Gillespie Williams assistants at Holophane. There
followed a happy period of furious activity arising from the Govern-
ment decision to set up commercial television. Thus the B.B.C.’s
plans for experimental studios at Riverside and the Shepherd’s
Bush Empire became but part of a wider movement.

At this time Strand Electric still did not know what control
to put forward for television. A Light Console of 188 ways had
been quoted for budget purposes; but dimmer control, although the
B.B.C. did not seem to realise it, would not be precise enough. On
the other hand, Wood’s electronic with its audible noise at the lamp
filaments and its chopped waveform was known to be awkward
where so much other sensitive electronic equipment would be in
the immediate neighbourhood.
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System A or System B

Things came to a head when one afternoon in January 1955 a
conference was held at Central Rediffusion to consider Strand’s
first two studios at Wembley for Associated Rediffusion, both of
which had to be ready that September. Alternative systems A and B
had been worked out. Or at least A had been worked out in detail
and properly estimated. Each studio was to be provided with an
elaborate selector switch patch allowing all of a 100 or so circuits
to be switched on directly or fed via twenty-four transformer
dimmers. Rather remarkably, seeing that the control desks were
but the other side of the dimmer room wall, remote control was
used giving two dimmer presets.

The difference between System A and System B was that the
latter incorporated Compton luminous pushes for circuit selection
and the Compton memory relay provided ten instantly adjustable
groups instead of the two which could be formed on the two-way
and off switches of System A. It was claimed by Strand * that the
memory action would allow synchronisation of lighting cues with
camera shots if necessary.

The two B.s cowed by the then unfamiliar horror of Musak |
which invaded even the lift at Carlton House as early as 1955 were
ushered in to confer and to explain with dry lips their proposals.
There was a feeling in the air that under the circumstances some

* A red book had hastily been written to describe the wonders of Strand Television
control.

+ Or rather Central Rediffusion’s anticipation of it.

Customer leg-pull. This cartoon was presented by ATV on the occasion of the first
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simple switches and slider dimmers would do. However, Messts.
Gabriel and Vast of Rediffusion did not need much persuasion and
plumped for System B memory and all. This was an historic decision
because it sct television lighting on a quite different route from that
pursued in the United States. The use of the memory combination
action which was, incidentally, part of the Light Console from its
earliest days, gave instant lighting changes which could be used in
any order. The groups so formed could have circuits common to
more than one group and more important as there were no grouping
switches to be accommodated, desks could be kept very small. It
followed, therefore, that television lighting control in the U.K. has
permitted very flexible placing of the desk in the production suite
right from the start. Not always taken advantage of however.

Riverside

The B.B.C. Riverside studios 1 and 2 followed as pilot experiments
for the T.V. Centre. Two quite different control methods both by
Strand were used and two different methods of patching. There was
a school of thought in the B.B.C. which was influenced by the fact
that thyratron dimmers were in common use in the United States
for television (the Century-Izenour and the Kliegl-Wood). Strand
therefore made the last of their Wood electronics with special low
voltage Xenon valves.

The control in the larger studio, No. 1, 4,800 sq. ft., was an
clectro-mechanical system known as C with two dimmer presets
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demonstration of the Strand punch-card control system K.T.V. April 1959.
107



and twenty memory combinations. It is impossible to overstate the
value of the work with the B.B.C. but Riverside was not the first
system C to be supplied as it was preceded by a small installation
of seventy-two dimmers for Associated-Rediffusion’s T.V. House.
This brought to light a unique facility which could be incorporated
into Riverside I. This is known as *“ Lit Move” and has been
used on all the Strand electro-mechanical servo-systems since.
* Lit Move ” is quite a simple idea in which the feed for the up and
down clutches is independent of the servo and is taken from the
feed to the contactor coil which switches a particular light on. The
result of this is that whatever the settings of the preset potentio-
meters the dimmers only move in those parts of the studio in which
the lights are switched on at the moment. Thus if there are twenty
groups of lighting each to twenty sets in the studio two presets will
be available to each of them as required. There is also a foot control
known as REMainder DIM which can remove all circuits not
selected. To change a few dimmers to marks following a big cue
it is only necessary to select and set the levels of those required and
the rest are automatically cleared. System C used Compton luminous
pushes for selection and in the search for a less expensive alternative,
return was made to the stopkeys used on the Light Consoles. The
necessary combination was arrived at and curiously the first of these
although inspired by television, was put into the Palace Theatre
(1955). Subsequently this system known as CD has become common-
place in both fields. This growth of one control system out of another
still goes on irrespective of the dimmer chosen.

The opening of the B.B.C. Television Centre at White City
coincided with the adoption of the * hands off ** technique they had
pioneered. In this the Camera Control Units for each camera are
preset and locked, thereafter all work is in the hands of two men, the
vision supervisor and lighting supervisor who sit side by side sharing
the same moniters. One cannot but claim for Strand a part of the
credit for this development for it is their lighting control and particu-
larly the memory action which have made this possible. Not all
studios work this way, for example, A.T.V. at Elstree have large
Strand controls of 240 dimmers which are electrician-operated.
The same applies to Associated Rediffusion. However, at A.B.C.,
Teddington, and Granada the new method is practiced and it
is spreading.

At Home

Inevitably the happy period of exciting discussion would end one
day as the pattern of studios and staffs became established. To
ensure that this would not happen an Old Boys’ Day, so to speak,
was tried in Autumn 1957. To this were invited all the planning and
operational people who were concerned with television lighting. The
hum of conversation over the somewhat frugal repast provided and
the fact that the discussion back in the theatre had to be stopped
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rather than started pronounced the idea a success. Since then we
meet together twice a year and only the capacity of our demonstra-
tion theatre sets the limit. This Spring will be the fourteenth meeting

Strand leg-pull. Supposed B.B.C. OB lighting for the Royal Broadcast from
Sandringham staged in the demonstration theatre.

of the ““ unnamed ” group. The pattern is that of a serious contri-
bution with a frivolous postscript sometimes as the photograph above
shows with the help of our friends and competitors Mole Richardson
Ltd., then a buffet lunch and back to discussion all afternoon.

The Voice of Strand Electric

Lecturing and writing on stage lighting has been an industry in
itself. Such activity has sprung from something in the individuals
themselves. No one has ever been engaged as a lecturer or asked if
he could lecture as a side accomplishment. One happens into
lecturing and finds oneself giving tongue before long with authority.

The best known of all the lecturers was L. G. Applebee, but
since his retirement Percy Corry and Frederick Bentham have
probably managed to overhaul him, at any rate in man hours if not
in decibels. Applebee had immense energy and would rush hither
and thither on top of his normal work, lecturing on demand any-
where. It did not seem to matter whether the audience was a dozen
or a hundred, they got the same full treatment, including make-up
as Chirgwin, the white-eyed Kaffir, to demonstrate Samoiloff’s
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use of complementary colours. Everywhere Applebee went he took
with him his portable slide lantern (3} x 3% then, of course) and the
lighting for Samoiloff effects. It is a fact that on one of his Saturday
outings the hall was found to have gas only and the necessary
electric supply was rigged with difficulty by running a temporary
lead from a nearby house. A particularly important paper was given
by Applebee in 1935 under the title of 4 Cavalcade of Stage Lighting
to the Illuminating Engineering Society. This followed the papers
given to the same society by J. B. Fagan in 1919, H. Lester Groom in
1926 and by Harold Ridge in 1930. Applebee covered history and
development to date which brought him up to Covent Garden, just
completed, and included the new Light Console about to make its
début.

It is an indication of the growth of the subject that when in
1960 Bentham gave the latest 1.E.S. paper* even though history up
to Applebee’s Cavalcade was taken as read, he could only find space
for the lanterns; dimmers and control had to form a separate paper
to the L.LE.E.T Frederick Bentham has, of course, been the resident
lecturer, so to speak, in the demonstration theatre ever since there
was one, but it is interesting to recall that the present theatre actually
opened in April 1954 with a lecture from Philip Rose to a private
group. This had been booked many months previously with plenty
of time for the rebuilding and wiring to be completed. It is not
surprising that building work was behind and there was no floor
covering, but the real truth was that Strand Electric in their own
theatre were nowhere near ready. With the audience already out-
side it seemed at one time that the only way the house lights could
be switched on was by touching the returns on the nearest radiator.,

The simple show, it was mainly slides with the inevitable
Samoiloff interlude from Applebee, was achieved with the aid of
Lorraine, Weston and Bentham, all manning the balcony to connect
up and vamp as necessary. It is no bad thing for the technical
department who are responsible for running the theatre to have to
work on shows in which the ingredients are their own designs.
Percy Corry is another valiant and prolific lecturer though not
unnaturally his centre of activity is rather to the north.

There is no doubt, however, that the lecturers would have been
completely overwhelmed in recent years were it not for the recorded
lectures. We notice this idea has spread, but at the time we began
in September 1957 no one had heard of it. The first step of recording
a commentary, was taken to reduce interruption of the days® work
by demonstrations to special parties. Using a tape the theatre
attendant was able to put on a complete hour long show without
uttering a word, she merely had to be in the right place and press the
right switches at the appropriate time.

* Trans. LE.S., Vol. 26, No. 2, 1961.
1 Proceedings I.LE.E., Vol. 105, A, No. 20, April 1958.
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Improvements in colour photography, especially when in the
hands of Paul Weston, led to the idea of staging the various
demonstration effects and making colour slides. Once this was done
the lecture could go anywhere complete with its commentary.
Furthermore, as it consists of sixty or so separate slides revisions
and where necessary repairs could be easily made. The first lecture
Lighting the Scene literally hit the jackpot and all copies have been
in constant demand. Another feature of the process is that it makes
possible the discussion type of lecture in which two or three experts
take part and comment from their special angle.

The Strand Electric slide collection in London consists of some
300 31 in. X 3% in. slides and over 900 2 in. X 2 in. colour trans-
parencies not counting copics. The former are now largely history
as we have standardised the smaller size for lectures for some years
now. This we can claim is a valuable source of illustration to draw
upon, covering stage lighting and its application in the widest sense
over the last fifty years.

Another Voice

Another voice attracts the worst houses of any in the demonstration
theatre. Once a year in spite of much announcement this voice draws
maybe four, perhaps six or even a superb house of twelve, The voice

Chairman: Jack Sheridan.

is that of the chairman, Jack Sheridan, and the occasion is the
Holdings Company annual general meeting to which the share-
holders do not come—the better the contents of the speech the worse
the attendance. No opportunity for histrionics here. To see Jack
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Sheridan in action one must attend the social (Seecol *) club dance
or the summer outing. Or there is the New Year staff dinner held
each year at Simpsons in the Strand.

Clutching a mike and facing a rumbustious audience, some of
whom are a little the worse for wear, we see Jack Sheridan really in
his element. This is a most difficult audience requiring expert hand-
ling but nothing seems to daunt our chairman who runs the whole
proceedings. One such occasion involved no less than a dozen
speeches. All went well until X.’s turn, halfway down the list.
Usually X. was a brilliant raconteur but this particular Friday night
he was not only off form but lost in spirit. Repetitions, false starts,
misfires abounded but curtailment from the chair could have pro-
voked an alcoholic aggression—it was one of those nights. A restive
audience suffered for over twenty minutes before the speaker sat
down in the chair which had formed his essential prop. Any theatre
producer could have sensed that this audience did not want another
speech after that but with five speeches scheduled to follow, some
doubtless carefully prepared with joy and pride, what was to be
done ? Without hesitation Jack Sheridan rose with “ I now call on
Philip Magnus to prolong the agony ”, the tension was broken,
the audience relaxed in laughter, the situation was saved.

Can this be the same man who lives in the boardroom carefully
collating and analysing the figures and doing his own filing. Arriving
on time each morning he is too early to be seen by the staff and as
he stays in for a sandwich lunch at his desk he is, except for those at
managerial level, but a name during the working day. In a curious
way Jack Sheridan is better known personally to the staffs in Canada
and Melbourne for he makes regular trips out there.

Melbourne and Toronto

Jack Sheridan had for some time cherished a desire to extend
Strand Electric activities to the Commonwealth and when Alec
Brown left the London Coliseum to take up a post with Williamsons
in Australia he came to King Street to say good-bye. Alec as Papa
Brown’s son had a long connection with Strand and Jack told him to
bear in mind that if his new job did not turn out as well as he could
wish then perhaps he would like to stay in Australia and found a
branch. In February 1952 the new branch set up shop in Melbourne
and has made steady, if not sensational, progress since. In 1958 the
branch became a separate company with Jack Sheridan, Denis
Irving and Alan Sullivan as directors but still part of the Holdings
group.

Canada came later and the opportunity was taken of William
Lorraine’s visits to America on other Strand business including the
Caracas installations described earlier, to explore the possibilities

* The last stand for the initials which formed Strand’s early trade mark. Years ago
everything was liberally smothered with SEECOL a name rather suggestive of a
patent ointment for acne or bunions.
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of a branch. The first step was an agency run by Leslie Yeo and then
a full branch in 1959 at Toronto. Someone else soon had their eye
on the premises at 755 Yonge Street also for a branch but of a
different kind—a branch to Toronto’s new underground railway.
The result was a move to our new home at Davenport Street which
is must be admitted is vastly more convenient. At Yonge Street
visitors had to pass through the middle of the management’s inner
sanctum to get to the demonstration theatre and storekeepers had
to use the same traffic artery to reach the showroom part. Strand
Electric Limited, the Canadian Company, has as directors Jack
Sheridan and Philip Rose. The place is under the management of
Philip Rose, a name which has already cropped up in this history.
His Strand career began, like many of the best people, in the Head
Office showroom and theatre, in 1941. After the usual ° break for
war ” he returned and was on Applebee’s staff. His next job was to
open the Darlington sub-branch and he moved to Toronto in October
1959.

A ““ light > load for B. 0.4.C.

The Toronto branch has already scored some notable successes,
for example, the complete equipment of Channel 9 television studios
in Toronto and studios in Winnipeg and Hamilton. The Faculty of
Music, Cedarbrae School and the University of Waterloo have been
featured in TaBs. The big clutch-operated remote-control dimmer
banks for Channel 9 actually flew across the Atlantic to get on the
job in time in the hold of a BOAC Boeing 707; a prediction no
onec would have dared to make back in 1929 when the clutch was
invented. Another link with those far-off days was the fitter who
flew across to assemble the job in Canada, Arnold Turner, who
joined Mansell and Ogan in 1927 as a boy.

The problem that faces our Toronto organisation in respect of
large entertainment centres like the O’Keefe Center or Montreal
Place des Arts is a peculiar one. Invariably specifications are drawn
up in accordance with the United States practice and probably by a
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consultant from that country into the bargain. In consequence ten-
preset installations of roughly 100 large dimmers patched to say
600 or so circuits are specified. It is true to say that the secret of
export is that one should study the customer’s methods and practice
in order to go all out to fulfil them. When, however, the practice
is an infection from the country next door surely one has a civilising
duty. No large stage can function in terms such as these and it is
not merely British practice that proves the Americans wrong, there
is the whole of Europe particularly Germany-—the home of large
theatres—to back up the fact that what is needed under these
circumstances is more dimmers and less patching. The American
system was born of the college theatre where there is plenty of
labour and all the time in the world. A professional theatre cannot
use the so-called * flexible > method in which not a single light can
be lit for a production without intensive exploration and pre-
planning to find out how that light is going to be used right through
the show so that it can be patched correctly.

Oval Gasholders

An entirely post-war growth is the Kennington Lane colony. By
now we seem to have been there for ever. The south side of Ken-
nington Lane, No. 271, was purchased in 1948 with one of those
expansive gestures with which, like the founding of the Canada
branch, Jack Sheridan occasionally startles the staff. At that time
the site consisted mainly of a large area of semi-derelict taxi garage
complete with petrol pumps in the forecourt. Perhaps as it was in the
height of petrol rationing these were the real draw. Anyway, the
following year 149/151 Vauxhall Street, the blitzed hinterland
between 271 and the gas-works, was also acquired. After enquiries
directed at a famous industrial removals firm it was discovered they
would require too long a period to transfer the hire department
from Floral Street to Kennington. In consequence it was decided to
do it ourselves. After all Strand had been opening theatres and
productions to impossibly short dates so why not give ourselves a
dose of the treatment. The job took place on the Easter Bank
Holiday and twenty-eight of the Hire Department staff led by Jack
Madre took part with all the Strand’s own vans pressed into service.
After the successful conclusion of the move a photograph of the
triumphant team was taken in the petrol pump forecourt.

Vauxhall Street at first was used to house the just acquired
Imperial Lighting and to establish the nucleus of a mass production
lantern workshop under William Gibson who had been in Bill
Buckle’s sheetmetal shop at Gunnersbury since he joined in 1934.

The first essay into real mass production of lanterns was the
die-cast pattern 23 profile spotlight. The adoption of this production
technique had to assume that at least 5,000 would be made whereas
the previous technique assumed batches of fifty or a hundred. Pre-
war it was not uncommon to make just a dozen of a particular
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lantern. To take advantage of these production techniques the
number of individual species must be drastically reduced on the one
hand and the widest market for each sought on the other hand.
Variants to the basic unit make an individual species versatile and
capable of wider application. For example, there are eleven standard
variants to the Patt. 23. Mass production means better finish, more
for the money and because labour forms but a small part, a check to
rising costs. The initial work-off of tool costs on early batches also
helps in the last aspect. On the other hand, launching a particular
lantern is a serious business as any mistakes are repeated many times
and are difficult to eradicate in the early months. Both the Patt. 23
and recently the Patt. 263
ran into trouble over the
special lamps devised for
them. Indeed the Patt. 23
had to be restricted to 250
watts initially for some
months.

The rebuilding of the |
ruined sections of Vauxhall,
together with certain exten-
sions have relieved Gunners-
bury of all mass production
lanterns. The last item to go
was footlights and battens
of which we can never make
enough; miles and miles of
them since the originals of
Samoiloff days have been
wired by Joe Dewar (1921)
in spite of all the efforts of
our lecturers and represen- 4. E. Regester, Bill Buckle, and Jim Jordan.

g g 90-ton Press Brake at rear, original 6 ft.
LS .to e people Bender in foreground, Gunnersbury 1963,
that this is not a proper

way to light a stage! For all that Bill Gibson lives in an atmosphere
of varying light and shade, depending whether he has a clear view of
sky from his factory or it is eclipsed by a large metal gasholder, it
is impossible to tell from his manner over the ’phone whether the
gasholder is “ up ” that day or “ down . There was, however, a
trying period when he was having trouble with the gas pressure on
his huge automatic lantern drying oven, due to the fact that he is
at the end of a long main from a different gasworks. All that gas
next door and not a single therm for Bill.

The principle of mass production runs means that there must
be somewhere to stock the stuff and Floral Street had for some
time been too cramped to provide adequate sales stores for Philip
Magnus. At the same time Gunnersbury, in spite of the fact that they
no longer made the bulk of the lanterns, simply could not find
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room for all the dimmer controls and their associated wiring. Just
as Strand in the early *twenties soon spread over both sides of Floral
Street, so now the same situation arose with the purchase of the
premises in Dolland Street, the backdoors of which face Kennington
Lane. To this factory came Dayvies and Jim Hayden from Gunners-
bury to manufacture the mass production items of dimmer control.
Resistance dimmers which had some years hived off and formed a
not too logical appendage under Medlicott to the Vauxhall Street
factory, were brought here together with items like saturable reactor
dimmer racks, transistor amplifiers and latterly SCR equipment.

There also occurred the opportunity to forge a missing link.
While Strand, or at any rate the Mansell and Ogan part of it, had
always made dimmers of the resistance type from the earliest times,
the transformer and saturable reactor dimmers, necessary in recent
years were, however, purchased from an outside firm. Due to the
take-over of the manufacturing firm in question by a very large
organisation, it seemed likely that the rationalisation that usually
follows such an event would sooner or later shut down this source of
supply to Strand. This is one of the less publicised results of large
takeovers. When certain personalities vanish so, too, do the
contacts which kept alive certain illogical, but mutuaily remunera-
tive business. There was nothing for it but that Strand must make
their own saturable reactor and transformer dimmers. We now have a
transformer factory making all our special components of this
nature including the miniaturised types the SCR equipment requires
and one wonders how we managed for forty-eight years without
this department.

They were no stupider

In drawing conclusions from our brief history one has to avoid the
extremes of amused tolerance for the fumblings of the beginners on
the one hand and envy for the sturdy pioneers on the other. Those
who will follow will differ from the personalities in this book only in
the amount of knowledge they have to build on. Incidentally some
appear to approach our subject with such naive enthusiasm as to
run the danger of believing that there is no knowledge on which to
build at all.

As to the nostalgia for the fun of the early days, there is just as
much room for initiative now as then and each should be able to
pursue his enthusiasms wherever they may lead. It may, perhaps, no
longer be possible to be an all-rounder generally informed in all the
branches that go together to make up the art and technics of stage
lighting. Today as the technical frontiers move further and further
out so the engineer must specialise. Within his specialisation, how-
ever, he has all the excitement that comes from the work itself and
from keeping ahead of his opposite numbers in other firms and in
other countries.
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For the artist, however, it does seem that other than in respect
of fashion, which is recurrent anyway, there has been little or no
change. Is there likely to be any great change in the future? It is
common to hear young lighting enthusiasts of today talk of lighting
being in its infancy but so others said in the forties, and yet others
in the thirties, and in the twenties and even before that. The truth
is that once the limelight and the arc-lamp were established most
things became possible in stage lighting to the artist who had ideas
and was prepared to take the trouble to carry them out.

Proscenium of Spotlights, London, 1962.

“Footlights . . . are really the rudest and coarsest of devices . . . There may be
hopes that the electric light may work a change, and I would suggest to its patron
.., whether he could not apply his mind to the solution of this problem, and find
some way of directing this light on the stage, say from the panels of the private
boxes . ..” Percy Fitzgerald, The Theatre, Oct. Ist, 1878.

Certainly in each of the fifty years or so since the beginning of
Strand Electric he could have nearly all the instruments he needed and
probably all he wanted. His dimmers and switchboards may have
been crude and make us smile today but they worked for him if he
had anything to express. If he had nothing to say then he was no
worse off with what he had then than he would be today with all the
latest equipment to hand.

_Stage lighting is an art and one sees in this history the same old
tricks and effects turning up again and again. Optical projection in
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the theatre, for example, is as old as the magic lantern, and Loie
Fuller and her lighting men seem to have covered in the early 1900’s
almost everything in the way of moving and scenic effects that this
technique had to offer. When it is realised that they also used spot-
lighting of silks and muslins from above, from the sides of and from
under the stage and to this they added ultra-violet effects, one
wonders if there is anything new left to do at all. Even * Colour
Music ’ can claim a pioneer as far back as Father Castel in 1734!

Is there anything new ? Well, of course there is—the equipment
itself, sometimes in basic design but more often in the way it is made
and in its greater efficiency from the engineer’s standpoint. Even if
we wanted them we could no longer afford the cost of hand-made
lanterns. Again some spotlights are two or three times (sometimes
ten times) as bright as their predecessors of the twenties and thirties.
In lighting control one man can, with our modern instruments, do
the work of many. Just as well, in view of the shortage of labour. We
can, if considered desirable, abolish all operators, except at rehearsal,
without much technical difficulty.

More important than all, the lighting control has become
sufficiently compact for the lighting designer to play it directly and
get his changes of effect without intermediaries; a matter that is of
great consequence in television production. Compactness is also of
great value in placing the control, especially in existing theatres, so
that the operator can have a view of the stage he is lighting.

Today’s dimmer controls use circuitry and manufacturing
techniques beyond the imaginings of even thirty years ago. The
equipment itself is even transported across the Atlantic by air.
Yet what we make today will seem just as crude technically and
provoke in the future the same patronising smile as we tend to bestow
on the work of our predecessors or even our own work of our
younger days. If on the other hand our predecessors were to turn up
today can we take it for granted that they would admire our solutions
to problems they knew well enough?

What would Mr. Fitzgerald who in 1878 wrote the caption to
our photograph of a 1962 * proscenium of spotlights ** have to say
about it? He would have detested its crudity as much as he did the
crudity of the footlights he railed against. One thing is certain;
neither Arthur Earnshaw nor Phillip Sheridan, however ambitious
they were for their firm, would have wished to see their spotlights
hanging in such bare-faced prominence. Every spotlight had to be
concealed and all stray light masked—nothing must destroy the
theatrical illusion. In this they would have been at one with Mr.
Fitzgerald and at odds with those, by no means all of us, who not
only do not care whether they see the lanterns but positively prefer
to do so.

118

Epilogue

So there we all are. Strand Electric 1964, a township in Ken-
nington Lane, clustering around an elegant five floor essay in modern
architecture which we hasten to add is nothing whatever to do with
us. It is, in fact, the L.C.C. school equipment store but it does lend
a certain tone to counter the lack of architectural distinction in our
own buildings to say nothing of the presence of the gasworks, We
still have a stake in Floral Street, even though it has come to be
regarded as the back door to our King Street premises—our Head
Office. We are in Gunnersbury again. Up north we are still in
Oldham Road and in Dublin we are in Upper Abbey Street. We
have our, unusually for us, impressive building in Davenport Road,
Toronto, and in Melbourne you will find us in Graham Street. We
exist in the front parlour of a house in Bristol and a house in
Darlington and, of course, there are Signs in Langley Court. John E.
Martin in Glasgow never forgets that he represents us as well as
*“Stage Furnishings”; and there are our agents round the world
consisting of men who solely deal in Strand Electric, of men who
partly deal in Strand Electric and in exactly three cases consisting
of our active competitors! A girdle round the earth, hardly; but a
long way from those two rooms in Long Acre none the less. This
edifice is still, as then, built on Theatre, some of it now “ Armchair >
of course; on Lighting for Entertainment.

Thus far, with rough and all-unable pen,

Our bending author hath pursued the story,

In little room confining mighty men,

Mangling by starts the full course of their glory.

Henry V.
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Lighting bridges, 36, 65

Long Acre, 2

Lyons, 25

Major Equipment Ltd., 43, 60, 65,
70, 98

Mansell & Ogan Ltd., 4, 5, 15, 27,
29-33, 54, 55

Mecca Dancing, 27

Melbourne, 112

Micklewright Ltd., 43, 65

Mole Richardson, 109

Monarch of Bermuda, 32

Moss Empires, 11, 12, 15

National Gallery, 42

Opera, 29, 56, 100
Opera Houses: Ankara, Turkey, 95,
96; Covent Garden, Royal Opera,



32, 55, 56, 78, 98; Glyndebourne,
55, 65, 100; Metropolitan, New
York, 57; Parry Opera, Royal
College of Music, 12, 13; Sadler’s
Wells, 36; S’ Carlos, Lisbon,
59, 76-80, 83, 101
Optical Effects, see Effects
Orchestra, entrances from, 44
Organ, cinema, 29, 58, 59
Overseas agents, 101, 102

Paramount, 60

Paris, 62

Patch Panel, 12, 13, 102, 106, 114

Photography, 68, 78, 111

Portugal, 76-80, 101

Productions: Anything Goes, 15;
Battle of Zeebrugge, 24, 25;
Blitz, 44, 60; Bow Bells, 36, 44;
Boy Friend, 45 ; Brighter London,
10; Bye Bye Birdie, 18; Candida,
61; Carousel, 78; Cat and the
Fiddle, 36, 38, 44 ; Calvalcade, 44;
Cinderella, 21, 22; Don Jodo 1V,
79; Evergreen, 46; Fidelio, 56;
Gangway, 87; Good Companions,
20, 21; Hansel and Gretel, 36;
Helen, 45, 46; Jonah and the
Whale, 38; King Lear, 10;
London Defended, 23; Macbeth,
44, 86; Miracle, 44; Music and
Magic, 15; My Fair Lady, 36;
Pageant of Empire, 22, 23;
Pageant of Parliament, 27,
The Ring, 56; Round in Fifty, 9;
Stop Press, 46; Streamline, 15;
Tobias and the Angel, 38, 39;
Treasure Island, 5; Unquiet Spirit,
39; Waltzes from Vienna, 33-35;

White Horse Inn, 45; Willow

Tree, 8; Young Madame Conti, 63

Reandean, 65
Reflectors, 9
Royal Visitor, 67, 68

Salisbury Cathedral, 61
Samoiloff, see Effects

Scenery, 72

Scenery, Projection of, 38, 39, 56
Schools, etc., 59, 113, 114

vil

Science Museum, 71

Schwabe Co. (Reiche & Vogel), 9,
64, 65

Searchlights, 23

Selfridges, 88, 89

Sheet Metal Work, 14, 30. 36, 54, 56

Showroom, 46-48, 51-53

Signs, 17, 18, 48, 50, 60, 69, 77, 92

Sport, 1, 6, 7, 19, 20, 27

Spotlights: Arc, 23, 24, 33, 34, 45,
93:; Colour change, 35, 60, 96;
Early, 7-9, Fresnel, 66, 87; Hand
Made, 62; Low Voltage, 61, 62;
Mass produced, 114, 115; Mirror
(Profile), 62, 63; Stelmar, 41, 42,
91

Spotlighting, 41, 45, 46, 116;
Exhibition, 27, 62; Front of
House, 33-36, 39, 41, 60

Stage, open, 23, 25, 44, 45, 93

St. Martin’s-in-the-Fields, 41, 42

St. Martin’s Lane, see Garrick Yard

St. Paul’s Cathedral, 12

Switchboards: Dead Front, 12;
First Strand, 10, 11; Grand
Master, 42-44, 50, 54, 56, 60, 69,
77, 81; Junior, 58, 102; Portable,
44

Television lighting, 59, 69, 74, 87,
101, 103, 109

Television  studios:  Alexandra
Palace, 69, 103; A.-R. TV House,
108; B.B.C. TV Centre, 108;
Cologne W.D.R.,, 102, 103;
Elstree A.T.V., 108; Granada,
Manchester, 108; Hamburg,
N.W.D.R., 103; Lime Grove,
104; Riverside, 105, 107; Ted-
dington A.B.C., 108; Telefis
Fireann, 74; Toronto, Channel
9, 113; Wembley A.-R., 106, 107

Tennent, H. M. Ltd., 67, 86

Theatres: Adelphi, 34, 44, 60, 100;
Admiralty, 24, 25; Alhambra, 34,
35; Alhambra, Paris, 78; Cam-
bridge, 36, 65; Cambridge Festi-
val, 34, 71; Coliseum, 12, 45,
100, 112; Crown Peckham, 1;
Drury Lane, Theatre Royal, 12,
21, 36, 44, 78, 100; Duke of
York’s, 1, 2, 4; Empire, Birming-

ham, 14; Empire, Shepherds
Bush, 105; Eu Tong Sen, 77;
Gate, 48; Gaiety, 8, 11; Gaiety,
Dublin, 1, 25, 44; Garrick, 3, 5,
12; Globe, 8, 61; Her (or His)
Majestys, 21, 61, 78, 100; Hippo-
drome, 9, 10, 34, 36, 44; Kings,
Edinburgh, 100; London Pavi-
lion, 18; Lyceum, 44; National,
Reykjavik, 97, 101; New, 12, 85,
100; New Cross Empire, 10; New
Oxford Music Hall, 19, 25;
Norwegian Travelling, 101; Old
Vic, 12, 36, 85, 100; Oxford
Playhouse, 36; Palace, 15, 36, 44;
Palace, Manchester, 11; Palla-
dium, 34, 57, 61, 76, 86, 87;
Paragon, Mile End, 1; Polski,
Warsaw, 96; Princes, 5, 85;
Princes, Manchester, 72; Queens,
67;Queens, Dublin, 73 ; Riverside,
93; Royalty, 41; St. Martin’s, 10,
34, 64; Saville, 36, 65; Savoy, 63,

49-51, 68, 69, 75, 76, 110; Strat-
ford-on-Avon Memorial, 40-44,
100; Teatro del Este, Caracas,
96; Westminster, 38, 39
Toronto, 112, 113
Tower of London, 60, 61
Trafalgar Square, 3, 41
Transport (cars, carts, etc.), 5, 22,
29, 37, 68, 88, 89, 113

Ultra Violet, see Effects

Vauxhall, see Kennington
Venreco Ltd., 36, 65
Victoria and Albert Museum, 92

War, 3, 76, 80-87

66; Schubert, New York, 77; Watts and Corry Ltd., 72, 85
Shaftesbury, 85; Stoll, 85; Strand, Wireless, 30
1, 4, 5; Strand Electric’s own, Wiring techniques, 30, 55, 58
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