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Foreword

This Television Technical Training Manual has been prepared particularly for
Broadcast station personnel concerned with the operation, maintenance, design
or planning of equipment for Television stations. This information is divided into
four specific classes of Television equipment: Audio, Video, Transmitters and
Antennas. Theory and operation of each class of equipment are discussed as are

practical Television station equipment layouts.

CHANGES IN DESIGN

In order to make improvements in design and to effect economies in manufac-
ture, the RCA Victor Division of the Radio Corporation of America reserves the
right to change the design of its products at any time, and in accordance with its
sole judgment, while adhering in good faith to the intent of these specifications.

No License is extended for the reprinting
of the material contained herein.
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Theory and Operation of Audio Systems for TV

Most of the engineers going into television have had
experience in audio broadcast work. It therefore appears
unnecessary to spend much time on the theory of audio
alone. Instead we can go directly into the problems
connected with adding sound to the TV picture. In doing
so we will encounter ways in which the equipment must
vary from that used in AM or FM broadcasting.

The following pages will discuss some of the possible
systems into which the component units may be arranged
so a homogenous system applicable to TV operation
will result.

In the years past, many stations entering television have
neglected their audio facilities; their prime objective being
the video facilities. However, after some operation under
limited and inflexible systems, they have discovered that
the audio system can not and must not be neglected in
the overall plan.

The plan of a system should be evolved only after a
careful study of present operating needs, together with
a careful examination of possible facility expansion in the
future.

Quality of equipment in the system should not be dis-
regarded. A low cost amplifier of poor or mediocre quality,
or a switch, or relay that fails to perform its task, will
indeed become a very costly piece of equipment should

AUDIO FROM
NET OR FILM

|vu
KEY
A
TO AUDIO
MIXER 177 TRANSMITTER
MASTER
GAIN PROGRAM LIMITER
AMPLIFIER AMPLIFIER

FROM AUDIO
TRANSMITTER MONITOR

MICROPHONE
PREAMPLIFIER

RELAY

MON. MON. LOUDSPEAKER

SW. VOL. MONITOR
AMPLIFIER

FIG. 1. Block diagram of a simple audio system for television.

it fail during a sponsored program. High quality equip-
ment because of its dependability and superior construc-
tion, will cost less to use over a period of time.

Simple System

In an installation that requires programming of only
film or perhaps network programs together with announce
facilities, the audio system may become very simple. A
system meeting the above mentioned requirements is
shown in Figure 1. Two inputs are provided; one for
film or network audio, and a second for a microphone to
be used by the local announcer. Two mixers, and a master
gain control are provided.
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Those not initiated in the field of audio may have a
question as to why variable attenuators are used in the
svstem. rather than gain controls on amplifiers. Several
reasons appear quite readily. If an interstage gain control
were used, all the amplifiers would have to be located at
the control position. If long lines were run between the
amplifiers and controls, considerable noise may be picked
up. together with a deterioration of frequency response
due to higher impedance interstage controls. When low
impedance variable attenuators are used. comparatively
long lines may be run to rack mounted equipment without
deterioration of frequency response or the problem of
noise pickup. Attenuators are designed mechanically and
electrically for constant use without becoming noisy or
failing mechanically. Attenuators are relatively constant
impedance devices which present a uniform load to trans-
formers regardless of frequency or attenuator setting. This
tends to improve frequency response and insure low dis-
tortion in the amplifier.

A monitor selector switch connects either the film or
network. the transmitter monitor, or the program channel
to the monitoring amplifier input. A relay is provided for
speaker muting during local announcements.

Of course, a volume indicator is a must in the program
circuit. In general, all V.U. meters are used in conjunc-
tion with a multiplier network. which may be adjusted
so various levels may be indicated on the meter. The
multipliers are usually designed to increase the V.U.
meter indication by an integral number of db from one
db through twenty-seven db. It may well be noted here
that the basic meter without multipliers, will indicate
4 V.U. when connected in series with a 3600 ohm resist-
ance across a 600 ohm terminated line.

The ‘“standard output level” for radio broadcasting
systems. as set forth in the R.ET.M.A. Standards. shall
be as follows:

1. For facilities feeding telephone lines the “standard
output level” shall be + 18 DBM.

2. For facilities feeding radio transmitters the “Stand-
ard output level” shall be + 12 DBM.

A limiter amplifier such as the RCA tvpe BA-0A is a
very valuable asset in the program circuit. When properly
used it will insure a high average program level, together
with protection against severe overloads should the opera-
tor fail to “ride gain” properly.

TC-4A Audio/Video Console

It is true that a station may get on the air and provide
basic programming facilities with a system such as the one
previously described. However, in due time the station
may find need for more line inputs, turntable facilities,
and microphones: in general a more Hexible system. To

A2

FIG. 3. Photo of the TC-4A Audio/Video Console.

provide facilities for a compact, Hexible, easily expandable
system the RCA TC-4A Audio/Video Console was de-
signed. Figure 5 is a block diagram of the TC-4A. In
such an arrangement much of the same equipment used
in the system indicated in Figure 1 will be used. This con-
sists of a system using four mixers. together with a relay

MONITOR MASTER

O 0O 00 O O=——1-AUDIO MONITOR SW.
MON.

AUDIO PROGRAM SW.

NET REM STD PRJ ]
@ o o oo

LOCKIN—--O | | | O--—VIDEO FADE

O O O 0 O 0 O O%—VIDEO SWITCH

FIG. 4. Panel layout of the audio section of TC-4A Console.
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switching system. This system allows eight inputs to be
connected to these mixers.

Four of these eight inputs may be connected to the
mixers at anyv one time. [t should be noted that, for in-
stance, either “net” or “turntable 1" can be selected for
“mixer 1" but not both simultaneously.

The use of relays makes it easy to combine audio and
video switching functions. A high degree of isolation be-
tween audio and video circuits is obtained by using
this method of switching. The relays are operated by
lever key switches; thus switching audio independently
of video. When combined switching is desired the func-
tions are “locked in,”" and the relays are controlled by the
push button switches.

A very desirable feature of such a system is that a
separate audio signal may be switched into the program
circuit without “locking out” the switching functions. As
an example let us assume that audio and video signals
from a film program are “locked in.” It is desired to break
in for a special announcement. This may be accomplished
by throwing the lever key switch controlling the control
room microphone or the studio microphone, this being
followed by proper manipulation of the mixers.

From Figure 5 it will be noted that inputs from two
turntables, two microphones, audio from one film chain.
a remote line, a network line, and a spare are provided.

M g

/

Mi-=
1234

5

CUEING AMP & SPKR.

Complete monitoring facilities are provided. Push but-
ton switches connect net. projector, turntable cue, program
or transmitter monitor to the monitor input.

The TC-4A provides a very flexible type of control
system. The system is designed so that initially a simple
system may be set up, which may be “added to™ without
causing the initial system to become obsolete. In its most
complex form the TC-4A offers approximately the maxi-
mum amount of facilities one operator may effectively
handle. The TC-4A audio/ video console affords a station
a truly “one man” operation of audio and video control
functions.

For Expanded Studio Requirements

In the event that large studio productions are to be
tried. the above equipment may become inadequate.
However. it can become the master control function, and
the *‘Studio™ position will connect to a consolette in the
studio control room. Studio productions are generally
conceded to require at least two operators: one each for
audio and video. The audio requirements, beyond the
usual mixers and monitors, are for plenty of microphone
inputs. The action moves from one scene to another, and
the microphone cannot always follow. Thus another
microphone must be ready at the new scene. A typical
installation for the studio is given on the following page
under the title “A Flexible TV Audio System.”

A-3
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A FLEXIBLE TV AUDIO SYSTEM

Tme audio equipment described here will satisfy the
needs of most TV stations having a single studio, an an-
nounce booth, a film prejection room plus network and
remote lines.

For the most part, the audio equipment for a layout of
this nature does not vary a great deal from an AM/FM
installation. One major difference is in the increased num-
her of microphone facilities. Also, an intercomm type of
communication system is a necessity in order to integrate
the various sources of program material.

Four main items are required:

One BC-2B consolette

One BCMI-1A auxiliarv mixer console

One BCS-13A auxiliary control console

One rack containing amplifiers, equalizers, jacks, etc.

The BC-2B consolette (as shown in Fig. 1) is a com-
plete high fidelity speech input system in itself. There
are mixers for four microphones, two turntables. one net-
work and one remote, a total of eight. By means of lever
keys each program source may be switched to a program
or an audition output. Kevs for the microphone posi-
tions also provide studio speaker control so that the

speaker is locked out during a broadcast. Talkback facil-
ities allow communication to the studio except during
“on-air’’ periods.

The microphone facilities of the BC-2B may be ex-
panded considerably by the addition of the auxiliary
mixer console BCM-1A. A single line diagram of this unit
is shown in Fig. 2. Twelve microphone circuits may be
connected permanently to the console and by means of
lever tvpe switches, four can be assigned to preamps and
faders. Each fader has a kev switch to select either audi-
tion or program.

There are two possibilities for connecting the BCM-1A
to the BC-2B. One type of connection parallels the audi-
tion and program buses of both units. In this way, eight
instead of four microphone faders are available. A speaker
interlock circuit is provided on the audition/program
switches.

Another tvpe of operation is to connect the program
output of the BCM-1A to one of the microphone inputs
of the BC-2B. The microphone fader on the BC-2B then
becomes a submaster for the microphones connected to
the BCM-1A. This tvpe of operation is desirable in an

FIG. 1. The RCA BC-2B Consolette serves as the foundation for many flexible TV systems.
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orchestral pickup, whereby proper instrumental balance .
can be obtained by settings of the individual faders. One B0 B
fader on the consolette can then provide cut-off or fading
for the entire group. The BCM-1A requires a separate =
power supply, Tvpe BX-1E.

Another unit which adds to the flexibility of the TV o
Audio system is the BCS-13A auxiliary console. It con- rac ,IA,
tains a VU meter with selector and attenuator, a turn- Teeeemont vore

table volume control with studio playback switch, a spare
attenuator and six telephone ringdown circuits with relays.
A DC power supply is required for operation of lamps
and relays. Fig. 3 is a single-line block diagram of the
unit.

I ey T

o

One rack of associated equipment is used for this TV
Audio system. Units in the rack include two BA-14A
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FIG. 4. BCM-1A, BC-2B, and BCS-13A combined gives flexibility to a TV audio system.

amplifiers, two BA-13A amplifiers, one BA-11A ampli-
fier, plus jacks, coils and relays. The functions of these
units will be described on the following pages.

Fig. 4 is a block diagram showing how the BC-2B con-
solette is combined with the other units to make up a
television audio system. The studio is shown as having a
total of 16 microphone outlets. Twelve are connected to
the BCDM-1A and four to the BC-2B. These circuits are
normalled through jacks located on the rack.

The quantity and types of microphones to be used are
generally determined by the type of programming that
is contemplated. Simple productions usually involve
simpler microphone techniques and many presentations
can be handled very effectively with the following three
arrangements: (1) a microphone placed on a movable
boom stand, (2) the addition of a floor stand microphone,
and (3) addition of a desk type microphone for com-
mentary or announcement purposes.

Productions of a more complex nature, such as dramatic
presentations where more than one set is involved, pre-
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sent a greater problem. To do the job effectively and have
the microphone in the right place at the correct time,
requires the use of a quiet operating, highly flexible boom
stand providing a large range of extension and a wide
vertical and lateral swing. There are two types of micro-
phone boom stands in general use today for television
service; one of a semi-adjustable type, the MI-11070,
which can have its extension and elevation adjusted be-
forehand and then wheeled into position. This type of
stand can be used quite effectively in such productions
that will permit the microphone to be placed above the
scene being televised and not requiring anv extensive
movement of the microphone during the show.

Shows of a variety or dramatic tvpe where there is con-
siderable movement of the artists, require another type
of boom stand that will literally permit the microphone
to follow them around the set. This type of stand is in
general use in the motion picture industry, and one model
recommended for TV programming is the MI-26574 (see
Figs. 7 and 8). This particular stand provides an operat-
ing station for the boom operator and the whole structure
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FIG. 5. Panel layout and engraving for block equipment shown in Fig. 4.

is mounted on rubber-tired wheels which permit it to he
readily moved across the floor. The length of the boom
can he extended {rom 7 feet to 17 feet and the micro-
phone can be “‘gunned” through an angle of 280 degrees.
This boom stand  in the hands of a trained operator, can
do much to ofiset the disadvantages of picking up
sound at a greater (istance from the source than is

encountered in the regular AM or FM svstem of broad-

casting. In selecting this latter tvpe of stand. considera-
tion should he given to amount of space available in the
studio where it is to be operated. In small stations where
staging is at a minimum, it would be more practical and
more economical to use the semi-adjustable MI-11070.

Microphones that are used for broadcast service can

also he employed for television programming. Such types
as the 44BN, BK-1A, BK-4A and 77D are in general use.

FIG. 6. This arrongement of model TV units shows how equipment items
of a studio control room might be placed.
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FIG. 7. Audio operating position. at the left. for handling of turntables.
BCM-1A auxiliary mixer, BC-2B consolette, and BCS-13A quxiliary console.

The 44BX is a bi-directional ribbon type used for
orchestra or band setups and certain commentary pro-
grams where its appearance in the picture is not a center
point of distraction. Due to its bi-directional character-
istic and its mechanical construction, it is not generally
recommended for boom operation where there is likely
to be extensive movement of the boom during the show.

The type BK-1A pressure microphone is a high fidelity
instrument of the pressure-actuated type, especially de-
signed for announcing and remote pickup. It is suitable
for reproducing both music and speech. It is effectively
non-directional when mounted vertically and is semi-
directional when mounted horizontally. The relatively
high output level provides a good signal-to-noise ratio.
A desk stand, MI-11008, is expressly designed for use
with this microphone.

‘The microphone generally recommended for boom serv-
ice is the type 77D. This is basically a ribbon microphone
operating on a velocity-pressure principle. It has three
directional characteristics; namely, uni-directional, bi-
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directional and non-directional. For boom service it is
generally set in the uni-directional position. which will
permit artists to operate at a greater distance from the
microphone and its directive characteristic will favor
reduction of reverberation and background noise level.

The BK-4A is a miniature ribbon-pressure tvpe micro-
phone having a slim contour and styled to be unobtrusive.
Hence, it can be used on a stand without interfering with
the view of the performer or artist's face. Individual data
sheets on the four type of microphones in general use are
included at the back of this section of the Manual for
reference.

In addition to the studio microphones, stands and
booms—a studio loudspeaker is emploved to serve the
following three functions:

1. Talk back from control room
2. Program cue

3. Effects.
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The latter function permits sound effects or other tran-
scriptions to be fed into the studio for special purposes
while the studio is on the air.

“On-air” and “Audition” lights in the studio are con-
trolled by relays in the rack. Operation of the relays de-
pends upon whether the consolette is “switched up” for
program or audition purposes.

The equipment in the announce booth consists of a
loudspeaker for cue, a microphone, and an “On-air”
warning light. A type BK-1A microphone is suitable for
most applications, and may be concealed if desired for
use in stations where a studio camera chain is associated
with the announce booth. The announce microphone uses
the same fader as studio microphone number four. A lever
key selects one or the other and also provides interlock so
that the announce booth speaker will not be on during
a broadcast. The announcer’s microphone may be used
to supply commentary for slides or silent motion pictures
in addition to commercials and station breaks.

The audio equipment for the projection facilities would
normally consist of two type TP-16 series 16mm projectors

whose output level is approximately 4 dbm. A change-
over relay is used to select the audio from the projector
that is “on camera.” The relay is actuated by the dowser
mechanism of the TP-16 projector.

Due to the wide variation of frequency response in
various types of presently available films, it is recom-
mended that an equalizer, MI-26313, be inserted in the
audio circuit. A control is used to select any one of three
steps of high frequency boost, or the position which pro-
vides no boost (tlat with 7 db insertion loss). The max-
imum insertion loss is 14 decibels. This unit is mounted
in the rack along with the changeover relay. The
output of the equalizer feeds into one of the remote
positions of the consolette. There is a pad in the circuit
which ntay require changing, if the output from the
equalizer is too low to give a satisfactory range on the
remote fader.

Two circuits are provided in the audio equipment rack
for equalizing and amplifying any programs received
from a remote source. Jacks are provided to terminate

FIG. 8. Microphone boom MI-26574 using an RCA 77-D microphone.

A-9
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FIG. 9. Typical scene
where boom must be
raised rapidly from
seated figure to rising
position for wide-
angle picture.

24 outside lines. The line to be used is patched into an
equalizer, the output of which is fed into a BA-13A
amplifier. This amplifier has a gain control so that the
equalizing loss can be compensated and output set at
some predetermined level. This level can be read on
the VU meter in the BCS-13A console. A pad in the
circuit attenuates the signal to the proper level for feed-
ing into a remote position on the BC-2B. The output of
the remote booster also feeds into a monitor position so
that an aural check may be made. The two remote pro-
gram circuits described, complete with amplifiers and
equalizers are desirable because the occasion frequently
arises when one remote follows another.

There are times when disc transcriptions hecome a vital
part of a television program in supplying background
music, sound effects and fill in for slides and silent motion
pictures. In this TV audio system two RCA type 70-D
turntables are used. The output of each one feeds into
a BA-12A preamplifier and then into a TT fader on
the BC-2B.

On the BCS-13A there is a lever key to select the
output of either preamplifier and feed it into a BA-14A

A-10

so that it can be plaved back into the studio speaker.
This by-passes the speaker cut-off relay in the BC-2B.

A typical example of the use of this circuit is the case
where an actor “on camera” appears to be thinking of
something having a direct bearing on the plot or pro-
gram. The thoughts that are running through the actor’s
mind are on tape and the audience hears them as the
tape is fed into the console. By also playing the tape
recording back into the studio, the actor can hear and
thus properly coordinate actions and facial expressions.

The regular line output of the BC-2B feeds through a
line transformer. Jacks are provided on the input and
output of this transformer. This output line is bridged
by a BA-11A amplifier which provides isolation to feed
4 house monitoring bus.

A spare BA-13A amplifier is provided with a 600 ohm
input and a bridging input on jacks. The output is nor-
malled through jacks to a pad and a line transformer
to provide a spare output circuit. The output of this
spare amplifier may be checked by means of the VU
meter in the BCS-13A.
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In the beginning it was stated that some intercom- The intercomm svstem includes a microphone, a BA-
munication facility is a necessity if a television program 14A and relavs with contral kevs. These kevs should be
is to be put on with any degree of success. In the located near the director’s place of operation.

BCS-13A there are six telephone ringdown circuits which

may be connected to outside points. In addition to this.
A separate intercomm system is necessary to provide loud-
speaker talk-back to the following points:

The RCA TS-10A camera switching equipment has pro-
visions for two-way communication 1o the camera oper-
ators. There are many concepts of intercomm facilities

I Projection room 3. Announce hooth but those just mentioned will serve the needs of a great

2. Studio 4. Order wire. many stations.

FIG. 10. The RCA RT-12B console model
tape recorder, which is available with a
remote control unit, may serve for special
or sound effects, musical backgrounds, or
commercials and station breoks when pre-
recorded tape is used. It is a valuoble
device for recording the audio portion of

political speeches, special events, elc.
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TELEVISION

An intercommunication system is an essential part of
any television installation that has live talent shows, film,
or remote programs. Reliability is important since instan-
taneous communication between control room, projection
room, and studio is necessary for shows having minimum
rehearsal time. Intercommunication for television may
be classified into two types:
1. Amplified intercom (Similar to public address
systems)
2. Telephone communications (May be termed in-
terphone)

RCA broadcast intercom equipment is composed of
basic units that may be arranged to suit most installations.
Other requirements can be met by custom equipment.

For future expansion, crossbar type switching is used.
which permits added inputs and outputs. The switching
is usually accomplished by relays that are conveniently
rack mounted. The system described is for use in an
“A Prime”* station, however, the same system is suitable
for studio control room operation in a larger station where
an RCA TC-5A Program Directors’ console is employed.
The same amplified system is suitable for master control
operation.

Amplified Intercom

A primary intercom system will be described, (See
fig. 1.), wherein the directors and projectionist talk over
an amplified system, switching at speaker level in a
crossbar manner. The studio floor personnel talk back to
the control room personnel over an interphone system.

The directors' instructions are amplified and dispatched
at speaker level to any of six parties. The projectionist
talks back over an amplified system to the control room.
Dynamic-type microphones are used by the projectionist
and by the directors. The directors’ key panels have lever
keys representing each party to be called. Each key switch
operates a corresponding relay that switches the directors’
instructions to the selected party.

'The following is a typical list of parties that a technical
director may select and call:

1. Audio Boom Operator 4. Cameraman
2. Lighting Operator 5. Announce Booth
3. Studio Floor Personnel 6. Drojection Room

* See “Four Versatile TV Station Equipment Plans for VHI?
and UHFE,” in the Video Section of this manual.
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INTERCOM SYSTEMS

The following is a typical list of parties that a program
director may select and call:
Studio Floor Personnel
Cameraman
Announce Booth
Projection Room

Men’s Dressing Room

[« Y N

Ladies’ Dressing Room

It is often desirable to increase the level of the directors’
instructions approximately 6 db during adverse ambient
noise conditions in the area of the party being called. An
additional lever key or foot switch will operate a relay
that bypasses a 6 db pad.

The directors receive communication from the camera-
men and studio floor people by means of telephone head-
sets. At the camera, each telephone headset is of the
double earpiece type, so that one earpiece is connected
to the interphone circuit and the other is connected to a

program cue circuit.

During **On Air’ announce periods, the announce booth
intercom speaker is automatically muted by utilizing con-
tacts of the speaker muting relay. During “On Air”
periods in the studio. its intercom speaker is muted in a

similar manner.

Muting of the announce booth and studio speakers
during “On Air” intervals is shown using “A Prime”
audio equipment, however, the same principle would apply
when using a BC-2B Consolette or other audio facilities.
The projection room speaker is never muted. An inter-
locking arrangement mutes the control room intercom
speaker only when either director calls the projection
room. This gives priority of call to the directors and

permits them to be heard at all times.

Telephone Communications

Systems requirements for interphone vary considerably
from station to station. An interphone system is normally
used congruently with an amplified system. Communica-
tion between the directors and the cameraman and studio
floor personnel may be an interphone system. yet supple-
mented with an amplified intercom system to address
the studio floor people and the projection room.
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FIG. 1 (above). Combination of amplified intercom and interphone shown on this
schematic is used as basis for the discussion of a primary intercom system.

An interphone system, as shown in Fig. 2, utilizes the
camera interphone facilities; jack hoxes. headsets. re-
tardation coils, and a power supply. Additional jack boxes
for headsets may be added in a parallel manner for such
functions as the camera control operator. the lighting

operator, and the assistant program director.

A primary type of interphone system will he described.
The technical and program people in the control room
each normally have two-way talking facilities to their
respective party on the studio floor. The program direc-
tor’s switch may be operated to place everyone on a con-
ference bus. The technical director’s switch may he oper-
ated to permit him to talk with a remote point over a

private line.

An induction coil and a capacitor designated as “TIF"
are used to provide an anti-side tone feature that results

in local sounds partially canceling in the local earpiece.

PROGRAM TECHNICAL
DIRECTOR DIRECTOR
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FIG. 2. Schematic diagram of a primary interphone

system which shows the simplicity of such a system.
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The headsets shown are the split type where one ear-
piece is entirely separate from the phone system. Program
cue commonly feeds all separate earpieces. Headsets with
paralleled earpieces may be used to receive interphone

signal in both ears.

The power supply in a common battery-type system is
in series with a retardation coil, and the combination is
paralleled across a telephone line. Retardation coils mini-
mize the effect of the power supply lowering the telephone
line impedance at voice frequencies. vet permit adequate

flow of direct current.

With successively more cameras, which means more
phones in parallel, the signal-to-noise ratio becomes such
that noise conditions exist for considerable periods, over-
riding the interphone signal at the camerman’s ear. An
interphone system provides an adequate signal-to-noise
ratio during relative quiet and average noise conditions
in a studio: but for continuous intelligibility, the direc-
tor's instructions to the camera and tloor personnel must
be amplified during intervals of loud music, crowd cheer-

ing, or applauding.

Recognizing the signal-to-noise limitations, the inter-
phone system simplicity, coupled with its relative low

cost, permits its use in many instances.

A-14

FIG. 3. The double headset (split type) uses one earpiece in
the cue circuit and the other is used in the interphone circuit.
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Custom Equipment For

he rapid growth of TV programming and the increas-

ing complexity of switching operations have shown
a delinite need for special or “custom” equipment. As in
the case of the larger AM installations, it has also been
found in many TV stations that standard items of equip-
ment are not designed to satis{y the many special switching
and operating requirements encountered. These require-
ments are created by many factors, such as studio floor
layout, number of studios. number of live shows, number
of auditions, remotes and network affiliations.

TV Installation

Since no two television stations have the same operating
requirements, the corresponding equipment needs natu-
rally differ for each installation, ranging from special
equipment for small and medium size stations to complex
syvstems for large network installations.

WW/J Installation

Ta illustrate how custom equipment for TV installations
can solve the many complex situations which arise, several
examples are described and illustrated on the following
pages.

The first example of “custom™ handling of TV program
distribution is the new WW]J-TV installation. The hlock
diagram below illustrates the method used by WWJ-TV
to handle their required program facilities in master con-
trol room.

FIG. 1 (at left). WWI.TV Master Control Audio Ringdown and

Remote Panel. Ring and Talk facilities are provided for 12 talk

lines. Two remote busses are provided with mechanically inter-

locked selection for 12 incoming program lines. Gain controls are

provided for each remote bus as well as the network bus. Two

sets of monitor selector and volume controls are provided for
the use of master control operator.
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sP2 [s—w AUDITION
FIG. 2. Simplified block diagram of the 5pP3
WWI-TV Master Control Switching System.
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FIG. 3. WWI.TV
Master Control
Audio Switching
Panel. This panel
switches 12 inputs
to 2 outgoing feeds.
Each outgoing chan-
nel has a left and
right bank, one of
which may be used
for preset while the
other is in use. The
“Transfer” switch
at the bottom of
panel accomplishes
the switching,
Mechanically inter-
locked push buttons
are used for oper-
ating audio relays.
With the "Tie”
switch on and the
“Tie” lamp illumi-
nated, the audio
relays follow video
switching., Tally
lights adjacent to
each audio push
button indicate the
corresponding se-
lected video input.
The “lock out” lever
key maintains su-
pervision on studio
transfer operation.
A “power” switch
is provided for each
channel. The “Stu-
dio On Air” lamp
when illuminated
indicates proper
operations have
been made to feed
master control. A
VU meter is sup-
plied for each chan-
nel. A master gain
control is provided
for each channel.
An “Announce”
lamp indicates over-
ride operation on
each channel.

The audio and video switching is normally combined
so that the audio follows the video switching. The audio,
however, can be divorced from the video switching and
switched separately. The switching is of a pre-set tvpe
which allows one pre-set ahead of the existing program.

It is possible jor the studio “X’’ announcer to override
any or all of the four outgoing audio channels. The studio
“X" audio operator has control over this function. Late
hour program material, such as network or film, can be
handled by the studio “X” console.

The projectionist has facilities for switching the output
of any one of three projectors to a program buss and any

one of the remaining projectors to an audition buss. The
program buss has priority.
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WOR-TV Installation

An example of special treatment of audio facilities
for TV is the WOR-TV installation which is completely
described on the following pages. This includes studio and
master control custom equipment and shows how video
and audio switching facilities are combined.

WNBT Installation

Another example, which illustrates the possible program
complexity encountered in andio switching, is the descrip-
tion of the NBC custom consoles by 3Ir. R. W. Byloff.
In this case, the large number of complex TV shows to
be handled dictated the design of a cusiom audio console.
The facilities handled by this console are numerous and
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FIG. 4. WWI-TV Master Control Video Switching Panel. This
panel switches 12 inputs to 2 outgoing feeds and a preview bus.
Each outgoing channel has a left and right bank, one of which
may be used for preset while the other is in use. The “Transfer”
switch at the bottom of panel accomplishes the switching. The
preview channel may be punched up on any input. Illuminated
non-locking type push-button switches are used for operating
video relays. Tally lights adjacent to each video push button
indicate the corresponding selected audio input. When the “Tie”
lamp is illuminated. the audio follows video switching. The
“Lock Out” lever key maintains supervision on studio transfer
operation. A “Power” switch is provided for each channel.

many unique features may offer some solutions to vour
audio switching and control problems.

Basic Considerations for Custom Equipment

Before any intelligent planning for custom equipment
can be made, certain basic considerations must be known.
To assist the TV planning engineer in determining the
facilities required, a check list is included here for ready
reference.

Studio Equipment
1. Number of studios to be equipped.
2. Type of installation:
a. Self-contained console.
b. Separate rack and console.
3. Type of console:
a. Metal construction most practical for self-
contained consoles.
b. Separate consoles are cheaper if constructed from
wood.
4. Number of mixer positions (list each studio sepa-
rately):

a. Microphones.
b. Turntables.
¢. Remote or net (no pre-amps required).
. Special features:
a. Echo mixers.
b. Sound effect filter.
6. Location of turntables:
a. Studio.
b. Control room.
7. Single or dual channel.
8. Order wire circuits.
9. Talk back features.
0. Floor plan:
a. Space for equipment.
b. Location of windows and doors.
c. Sizeof doors.
11. Preferred relay voltage.
12. Other requirements.

e

Master Control Room
. Number of inputs to be switched (to be itemized).
. Number of output channels.
. Type of switching:

a. Pre-set with masier switching only.

b. Pre-set with modifications for studio switching.

c. Straight switching using mechanically inter-
locked push buttons.

d. Straight switching using interlocked relays.
These may be operated from remote points, thus
providing a means for switching directly from a
studio. This type of switching provides flexibility
that enables a station to operate with reduced
personnel.

. Number of studios controlled from master control desk.
. Facilities in studios controlled from master.
. Type of desk construction—size, material, etc.
. Number of incoming. remote program lines.
. Equalizers:

a. Fixed.

b. Variable.

9. Isprogram cue desired for remote lines.
10. Number of order wires.
11. Number of master monitors.
12. Number of monitor buses.
13. Test equipment.
14. Special features:
a. Echo room amplifiers.
b. A.T.T.reversal equipment.
c. Tonesignals.
15. Floor plan:
a. Space for equipment.
b. Location of windows and doors.
c. Size of doors.
16. Relay supply voltage.
17. Other requirements.

R

o ~1 N

In conclusion, we wish to state that the facilities of the
custom engineering group are available to you. We will
welcome your inquiries, regardless of how large or small
vour problem may be.
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WNBT TV Studio/Audio Console

FIG. 1.

Introduction

LA s the size and complexity of television studio produc-
tions have grown, it has become obvious that a studio
audio svstem specifically designed for television was
needed. Such a svstem had to incorporiate not only the
special facilities demanded by television but, at the same
time, in the interests of standardization, it was necessary
that it he equally usable for radio production. This last
requirement was given added importance when it became
the practice to use the same program simultaneously for
television and sound radio.

An investigation of the requirements of such a studio
audio system disclosed that it must be more tlexible and
larger than one (o be used for sound broadcasting alone.
Specifically, the investigation showed that the system
must include more fader positions, more facilities for
combining or mastering these faders, a simple way of

*By Robert W, BEyloff. Engineeriug Department, \WNBT
(NBC Inc.), New York, N. Y.
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handling program sources (nemos) outside the studio,
special equalization to compensate for unavoidably poor
microphone placement. a switching system for special
effects filters, special control lighting and indexing, auto-
matic gain control, and provision for built-in video
monitoring.

A system, designed from these requirements and de-
scribed herein, has actuallv been built and is installed
in several new television studios. Ameng these are the
world's largest dramatic stwdio and the world's largest
television theater.

Mechanical Features

The principles used in the mechanical design of the

console were as follows:

1. The console to be as small as possible in all dimen-
sions to allow its use in the normally crowded spaces
allotted to television ceontrol rooms, and to allow
good visibility over the console.

2. All controls to be within easy reach.

3. Space to be provided far a script or cue sheet.
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4. Primary operating controls to be on the front panel
and properly indexed, and secondary and preset con-
trols to be on the side panels.

5. Space to be provided for five video monitors in the
console, since video monitoring for the audio oper-
ator is essential in keeping the microphone boom
out of the picture.

6. The video monitor portion to be attachable as a
separate item to allow use of the console in radio
studios or any locations not requiring picture
monitoring.

7. The console equipment to he accessible for mainte-
nance from the front of the console to the extent
necessary to provide maximum flexibility of console
location in the control booth.

8. All equipment. not requiring manipulation by the
operator, to be mounted elsewhere to save operating
space and to permit easy maintenance.

IFig. 1 is a view of the console. The unit as shown is
6o inches long, 36 inches deep, and 41 inches high. With-
out the video monitoring portion, the depth is reduced
to 23 inches and the height toward the front to 36 inches.
The distance from the center of one side panel to the
other is 45 inches, which permits easy reach to either side.
The desk top is wide enough to allow legal size sheets
of paper, which is normal script size, to be placed on it
without overhang. The sloping portions of the top allow
the panels to be set down and thus reduce overall height.
This feature also allows the operator’s hands to reach
the top controls on the front panel more comfortably.
On the right side of the desk top is a sliding panel which
covers a well in which the microphone preamplifier inputs
appear on drop cords. These drop cords (similar to tele-
phone switchboard cords) are used for microphone selec-
tion, and can be patched into the microphone receptacle
jacks in the jackfield directly above the well.

The front panel, sloped at 20 degrees from vertical
for maximum operating case, has in its top row of con-
trols 12 microphone faders. The center group of controls
in the lower row are the red, white and green submaster
faders, a studio master fader and a remote master fader.
These submaster faders are color coded to provide a con-
venient visual tie-in with fader assignments as described
below. The controls on the ends of the panel are for
studio plavback and reverberation. All faders on the front
panel have dials. which are illuminated when they are
in use. Fach dial is calibrated and, in addition, contains
an illuminated pointer enabling the operator to tell at a
glance the position of the fader. Above each microphone
fader is a translucent window which lights up red, white,
or green depending on whether the fader is assigned to be
mastered Dy the red, white, or green submaster. The win-
dow is dark when the fader is unassigned. The surface of
the window is roughened to allow the operator to pencil
and erase any supplementary information he wishes on it.
He may, for example, write “orchestra” or “cast” or
“hoom” on these windows, and the light behind the win-
dow makes his writing show up in the darkened control
room. Thus these windows indicate to the operator

whether or not the fader is connected, the submaster to
which it is connected, and any other information about
that channel he may wish to indicate. Lever keys on the
front panel select remote programs, sound preview remote
programs, control sound effects filter, and do auxiliary
switching. An illuminated volume indicator in the center
of the panel shows the volume level on the output of
the system.

The right side panel contains a jackfield for patching
up effects, equalizers, microphones, and other program
sources, and for emergencies. This panel also contains
equalizer controls for microphone equalization, and a con-
trol for the selection of limiting or compression in the
program amplifier.

The left side panel at the top contains four micro-
phone faders in a separate four position auxiliary mixer
which is used for audience reaction and is normally pre-
set. Controls for monitoring and sound effects filter fre-
quency response and gain are contained at the bottem
of the panel. In the center of the panel are push buttons,
for assigning faders to submasters. There are four buttons
for each fader: a red, a white, a green, and a black one
for ‘off”". Pressing the red button for fader 1, for example,
connects it to the red submaster and lights up the indi-
cator window above fader 1 in red. Another set of push
buttons on this panel is used for effects switching as
described below.

The housing attached to the back of the console allows
five 10-inch video monitors, set on dollies with their
kinescope faces up, to be placed in the console. These
kinescopes are viewed by reflection from a front sur-
faced mirror set in the housing. These monitors enable
the audio operator on a television program to observe
the outputs of all of the cameras and also the program
leaving the studio. This is particularly important to him
from the standpoint of keeping the mike out of the pic-
ture. The housing is completely independent of the rest
of the console and may be removed if not required.

The three panels inside the kneehole of the console
are removable for maintenance of the equipment. The
front panel is hinged and drops forward: the side panels
are removable with thumb screws.

The jackfield located in rack equipment is used pri-
marily for maintenance checking. The racks contain
preamplifiers, boosters, power supplies, relays, and moni-
toring amplifiers for the system.

Electrical Features

Fig. 2 (top of next page) shows a simplified block dia-
gram of the over-all svstem. No attempt has been made
in this drawing to show specific circuit components, which
are known to anyone familiar with audio practices.

Twenty-four microphone outlets are available at the
console, and may be connected to the twelve preamplifier
inputs by drop cords, These sources are then normalled
through preamplifiers to the twelve regular faders. A
push button control system as described previously at
the fader outputs enables each fader to be connected to
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any of three mixers. The reason for having three mixers ticularly for commercial film insertions in a studio

is to permit mastering in three groups. This grouping
reduces the need for individual fader manipulation and
confines much of the operator’s attention to three con-
trols. ‘The outputs of these mixers, following amplification
are connected to the three submaster faders. The out-
puts of the submasters are then mixed and routed to
the studio master fader. The studio master fader output
is mixed with a nemo (or remote) master output which
in turn goes to the studio amplifier to bring the program
level to studio bus level. or to line level if the output is
to feed telephone lines. The studio amplifier is a special
automatic gain control amplifier with selection of either
limiting or compression characteristics. The character-
istic to be used is selected by the audio operator by
means of a kev at the console. One of the advantages
of an amplifier of this tvpe in the system is that it per-
mits greater latitude in gain settings and thus assists the
operator in that respect on a program.

The input of the nemo master fader comes from selector
relays, which choose one of two remote program inputs
which are sent to the studio by the transmission section
of the studio plant. Selection of the proper nemo program
is made either by the audio engineer with a key at his
position or, if he desires, it may be accomplished by the
picture switcher. When this set-up is used, audio and
video switching to remote programs is done together
automatically. Having the nemo master fader and studio
master in parallel enables the audio operator to fade out
his studio program and fade in the remote program with
these two knobs alone. This feature is desirable par-
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program.

Bridges are taken off the remote lines as they enter
the studio system and are brought to a key for selection.
The selected program is then amplified and sent to a
small loudspeaker so that the audio man may listen to
the remote program on a preview speaker before he puts
it on the air.

Two turntables are usually provided in television stu-
dios for bridge music, themes, and actions where a voice
intending to portray the thoughts of the actor is heard.
These bits must be played back to the studio so that the
actors may better know what is happening. In the console
the turntable outputs are normalled to the input of the
studio loudspeaker volume control which goes to a loud-
speaker amplitier, the output of which is sent to outlets
in the studio. A portable loudspeaker may be placed near
the scene of the action and plugged into the nearest
outlet. This placement enables low volume level on the
loudspeaker and avoids excessive echo in the studio.
Actual program from the turntables is connected to a
program fader for transmission and control.

The auxiliary four-position mixer has four input jacks
going to four faders. These fader outputs are combined
and appear on a jack which may be used to patch this
system to any console input. This mixer allows applause
control of four microphones using only one regular fader
position.

Monitoring feeds from the studio bus or line go to the
console volume indicator, to the video and audio booth
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speaker amplifiers, and to a headset monitoring amplifier.
The hooth speaker amplifiers have cutoff relays on their
inputs to avoid feedbacks when the studio address sys-
tem in the control booth is used. The headset monitor
amplifier output is fed to studio receptacles for the use
of sound effects technicians, orchestra leaders, and stage
managers.

All equalizers and sound effects filters in the system
are arranged for zero insertion loss by providing ampli-
fication in these circuits to compensate for filter losses.
The three microphone equalizers have low- and high-
frequency control and are on jacks, so that they may
he connected to any microphone channel desired. The
sound effects filter has a by-pass switch around it. so
that it may be inserted on cue, and a gain control to
compensate for different settings of the filter.

e caMm
w Z
oo 1234 N o ——2% our -
3O QOC
PUSH BUTTONS FOR
CHANNEL 1 -
N2 VST o3 outr 2
Q 1
CHANNEL 2 S
- N3 VST 2 our 3
o0
e ® —ﬂ——k

SIGNALS FROM JACKS FOR
CAMERA RELAYS CONNECTING
TO OPERATE SYSTEM EFFECT

FIG. 3.

The effects switching svstem is shown in Fig. 3 (above).
This is a relay switching system with three inputs and
three outputs. If three microphone channels are connected
through this system, they may each be connected, through
operation of appropriate relays, to any effect required
such as a sound effects filter. an echo chamber, or simply
a volume control. ‘This switching then allows an echo
chamber, for example, to be inserted in different micro-
phone channels during a program without repatching. In
television audio work this facility is important because
a special filter or echo microphone cannot be assigned
for use by the actors as the program demands, and so
these effects must be available on several microphones.
The system is also useful in telephone conversation effects
where both ends of the conversation are shown with first
one party on filter, and in the next instant, the other
party on filter. Control of these relays is provided at the
console. This control may be done either by the engineer
at the console with simple on-off buttons or he may elect
to tie the system to camera switching. If so, the filter
switching is caused by the switching of cameras. A tally
panel in the console shows the audio operator which
camera is on the air.

In addition to the above facilities. the system con-
tains contrast controls on the console for the video mon-
itors, rack to console tie trunks, jack multiple strips,
auxiliary isolation coils, talkback facilities to the studio
address speaker and to the headphones of the boom oper-

ator, telephone facilities to other studios and to master
control, and telephone facilities to other audio operators
in the same studio. Multiple jacks on microphone chan-
nels are provided for connecting to an auxiliary public
address system if the console is used in an audience
studio. This provision allows for individual microphone
public address, which has been found to be essential for
television studio public address systems.

An unusual feature of the console is the microphone
channel mixer. In the past when a split mixer was pro-
vided, it was necessary to have switching keys of com-
plex configuration for connecting the microphone channel
to one or the other mixer. This complexity was required
because the mixer was a matched impedance system and
whenever a fader was removed, a resistor of the same im-
pedance had to be substituted for the fader in order to
keep the same loss through the mixer. If the mixer must
be split three ways, the complexity of the switching key
becomes so great as to be impractical. Therefore, a
bridging mixer was employed. In this system, the series
resistors going to the faders are large enough to keep
the mixer from knowing whether a fader is connected
or not. Terminating resistors are provided at each of the
twelve inputs to terminate the faders properly. Some
compromise must be made in this system to prevent ex-
cessive loss of level. The compromise agreed on was to
allow a 2-decibel variation in mixer loss between the
extremes of having one or twelve faders connected to the
same mixer. With this compromise it was possible to
design a mixing system with approximately 7 decibels
more loss than in a conventional matched impedance
mixer. This loss is easily made up in modern high-gain
amplifiers. The mixing system employed is shown in
Fig. 4 (below).
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FIG. 4.

Performance Data

Performance of the overall system is of interest. Fre-
quency response is essentially flat from 30 to 15,000
cvcles per second. Distortinn at 10 decibels higher than
normal level through the system is less than 0.5 per cent
and the signal-to-noise ratio is 77 decibels below the level
at which the distortion measurements were made.
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FIG. 1. This is the WCAU TV Master Control Room as seen through the window from the
main lobby. The film and announce camera monitoring positions cre at the long console
on the far side of the room. The master control switching console, especially built by RCA
to WCAU's specifications is at the extreme right, Part of the projection room can be seen
through the window al the left. The window further right looks into the announce booth,
and through a second window into the part of the projection room where the announce
cameras are located.

WCAU‘s TELEVISION
MASTER CONTROL ROOM

The TV Master Control Room includes
a custom-built relay switching syvstem built
hy RCA to WCAU'S specifications. Twelve
video and seven audio input circuits pro-
vide for studios, film chains, network and
remotes. Three output circuits feed the
main transmitter, network and an audition
or preview channel from any of the inputs.
Monitor switching controls the connecting
of video monitors among the three out-
going channels. There are provisions for
pre-setting as many as three inputs in ad-
vance. The audition channel can he used
as a preview circuit for the transmitter and
network outputs. A memory circuit is in-
corporated to operate lashing lights con-
tained within the pushbuttons. This notifies
the operator that a new “pre-set” has not
vet been made on a specific row of buttons.
The operator then clears the “ilash” warn-
ing by pre-setting anv desired input. Relay
switching with essentiallv the same system
used for video is also used for audio cir-
cuits. Both video and audio relavs can be
tied together for simultaneous switching. if
desired, or thev can be separated for indi-
vidual control. Of the twelve video inputs,
six would correspond to identical audio
inputs such as network, remote, Studio #1
etc. Six video inputs from the projection
room may have their corresponding audio
mixed at an audio console in master con-
trol. A dissolve super-imposition circuit
with a mixing amplitier is available, using
any two of the input circuits. It is used to
good advantage for film incerts with live
program, live inserts with film program.
multiple points ol origination and for com-
mercial spots, on a fade or super-imposi
tion basis. Audio and video “lever’” tvpe
faders in this circuit are independent of
each other but are physically arranged so
that both levers mav be grasped in one
hand and operated as a unit. A second
switching console, with duplicate facilities,
which mav be required for future expan-
sion, is planned. Space is allowed for it and
rack space is provided for the relays and
associated equipment.

FIG. 2. Closeup of the master switching conssle
which was custom built by RCA to WCAU’'s
specifications, Seven audio and twelve video
input circuits are brought to this console. By
means of pushbuttons which control switching
relays, the operator can connect any of these to
any of three outgoing circuits,
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WOR-TV Custom Audio/Video Equipment’

For a complete description of the WOR-TV Audio/Video
facilities, sce next page.

* The following information is a portion of a complete article, “WOR-TV Studios,”
which appeared in the September-October, 1950 issue of BROADCAST NEWS.
This material was prepared by Newland F. Smith, Engineer-in-Charge of
Television, WOR-TV, New York City, N. Y.
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WOR-TV STUDIO PROGRAM
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FIG. 11. View of Control
Room “A” showing the
WOR.-TV Program Direc.
tor's Console at left and
the Audio Console at right.
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CLIENTS

CONTROL ROOM
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Three program control rooms are pro-
vided at the 67th Street Studios, all of
which are identical as regards facilities.
One of these control rooms is used nor-
mally with each of the two large studios
—Studios A and B. The control room floor
level is about two feet above the studio
floor. A large window from the control
room permits good visibility into the
studio.

Note that this article starts with Fig. 10
because it is only part of an article which
appeared in Broapcast NEws.

FIG. 10 (at left. Typical floor plan of one of
WOR-TV studio control rooms. All three control
rooms are practically identical as to facilities.
Video console components: 1. Preview Monitor—1.
2. Camera Monitor—1. 3. Camera Monitor—2.
4. Camera Monitor—3. 5. Camera Monitor— 4.
6. Line Monitor. 7. Preview Monitor—2. 8. Direc-
tor's Intercom Panel. 9. Projection Room Re-
mote Control. 10. Technical Director’s Intercom.

11. Switching Panel. 12. Receiver Monitor.
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CONTROL ROOMS ““A’, "B" and "'C”

The third control room (Studio C Con-
trol Room) is normally used for handling
of remote programs or film programs. Film
inserts on remotes are easily handled in
this control room by routing the remote
signal through the Studio C switching sys-
tem. In addition, all station breaks and
film spot announcements introduced in the
station break period are handled in the
Studio C Control Room. Studio C Control
Room is therefore one of the busiest spots
in the station, and is manned at all times
when the station is on the air.

Program Relay Switching
Accomplished by TS-20A System

Each of the studio camera switching
systems consists of a sixty button switch-
ing control panel located on each of the

program consoles. These huttons merely

FIG. 12 (below).

operate d-c control circuits that switch the
video bv means of the TS-20A4 switching
relays located centrally in the Camera
Control Center for all studios. Each switch-
ing control panel contains five horizontal
rows of buttons which fundamentally allow
for twelve inputs and five outputs. The
twelve inputs provide normally for eight
local cameras, that is, video signals with-
out sync, three inputs for composite or
remote signals, and one input which is the
‘Effects” input. All of the inputs appear
on the coaxial patch panels in the Camera
Control Center, and therefore any of the
three camera switching systems can be set
up with any of the camera circuits or other
signals required for a given programming.
The five outputs of the camera switching

relays are generally used as follows:

The lower bank selects any one of the
input signals for the program output cir-
cuit for that studio, and is set up for
“gver-lap” switching. The next two banks
are used for up the so-called
“Effects” amplifier inputs. That is, any
two of the inputs mayv be selected for feed-
ing a mixer amplifier, for producing lap
dissolves, super-positions, and fades. The
fader control is located directly to the
right of these “Effects” buttons. The upper
two rows of buttons are used to select in-
puts to the two preview monitors located

at either end of the program console.

setting

In summarizing the available camera
switching sequences, any of the following
specific combinations are obtainable with
the camera switching equipment used (pro-
vided Master Control has patched in the
required signals).

Studio Control Room ‘‘B” during program operation (Program Director at left watches seven monitors; Preview 1,

Cameras 1, 2, 3 and 4, Preview 2 and Line Monitor). Video Switcher sits at director’s right and audio engineer at audio mixing controls.
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CONTROL ROOMS A", "B” and "C” (Cont.)

6. Instantaneous switch between any of
the above signals and black.

B. ErFrcts BaNks 1 anNp 2

The output of these two channels are
mixed according to the setting of the two
fader levers on the right of the switching
panel. The resultant mixed output is fed
back into the #12 input of the switching
svstem where it can be previewed on
either of the two preview monitors and/or
switched on the program line.

1. Lap dissolve between any two studio
and/or film cameras.

2. Fixed superposition of any two studio
or film cameras.

3. FFade down between any studio or
film camera and black.

FIG. 15 (below).

4. Fade up between black and

studio or film camera.

any

S. Any of the above ifades, laps, or
superpositions beiween local cameras and
a remote signal when used in conjunction
with the “Genlock” in Master Control.

The “Ifiects” input also provides for
the addition at a later date of additional
equipment for other special effects, such
as horizontal and vertical “wipes”, “roll
buts”, split between two cameras, auto-
matic fades, etc.

(. PrEview | anND 2 BANKS

1. Preview monitor may be switched in-
stantaneously to any of the signals set up
for this switching svstem: i.e., local cam-
eras, Nlm cameras, remotes, or “[ffects”.

I addition to the switching control
panel on the programming console, there
are located two intercom control panels.
One of these is used for the program
director’s intercom, and the other for the
video switcher’s These enable
the desk-type talk-back microphones to be

intercom.

switched to the various circuits required
for direction of a studio production.

There is also located on the program
console a small panel which contains but-
tons for the remote starting and stopping
of any of the film projectors located in
the I'rojection Room. Control is given by
the projectionist to the particular studio
invalved each time a projector is started
and stopped. Lights internal in the buttons
indicate when this control is available and
when the projector is running.

View of Control Room “C” showing darrangement of technical equipment.

Program Director’s Conscle with switching facilities is at left and Audio Comsole at right.
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FOUR OF THE MANY WOR-TV SWITCHING POSSIBILITIES
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MADE POSSIBLE BY THE TS-20A SWITCHING SYSTEM

..

PROJECTION ROOM S TuUuDI1O B

2%2 SLIDE PROJ
8x10 OPAQUE / 3%4 OPAQUE 35 MM .'

PROJ PROJ
E- IGMM \ /ﬂ

IC 2cC 3C

ANNOUNCE ANNOUNCE
STUDIO D sTuDIO T STUDIO 'E
SWITCHING '
CONTROLS
STUDIO A STuDIO "B’
SWITCHING SWITCHING
CONTROL. CONTROL
MASTER CONTROL
CASE NO.3
STUDIO ‘A-REHEARSAL-3 CAMERAS WITH
FILM & SLIDE INSERTS FROM 2C
STUDIO "B -REHEARSAL -4 CAMERAS
STUDIO 'C-ON AIR-1CAMERA IN'D FILM
SRS (L (S e LINES IN° FROM NEW AMST. (INES OUT TO TRANSMITTER, NR
THEATRE REMOTES & NR.  NEW AMST. THEATRE RECORDING
PG & AUDITION.
PROJECTION ROOM STUDIO B
2*2 SLIDE PROJ
8x10 OPAQUE 3x4 OPAQUE 35 MM
PROJ PROJ PROJ
LS L
[:] ] D 2 2 D i
1C 2C 3C
1
ANNOUNCE ANNOUNCE
STUDIO D sTuDIO ¢ STUDIO E
SWITCHING AVDIO
CONTROLS
w
[
]
>
w
o
STUDIO "A STUDIO ‘B
SWITCHING SWITCHING
CONTROL CONTROL
> MASTER CONTROL <7

CASE NO.4
STUDIO ‘A-REHEARSAL- 4 CAMERAS

STUDIO 'B-NOT USED

STUDIO 'C-REMOTE WITH FILM & SLIDE
INSERTS AUDIO ANNOUNCE

FROM E.
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WOR-TV AUDIO CONTROL, ANNOUNCE BOOTHS D"’ & "E”’

The audio system in each control room
is an assembly of standard RCA com-
ponents. A 76-B4 audio consolette forms
the basic part of the system. This is aug-
mented for additional microphone inputs
hy two OP’-7 mixer amplifiers mounted in
a specially built cabinet matching the 76-B.
Each of the OP-7 outputs appears on an
input fader of the 76-B, thus providing a
sub-master gain control on each of two
groups of microphones.

In addition, each set of inputs to the
OP-7’s can be switched to anv one of five
groups of microphone outlets by means of
relays, thus providing for a maximum of
forty pre-set microphones about the studio
which can be used on different sets as
called for. Two microphone outlets in the
studio normally used for the boom micro-

phones appear directly on the 76-B fader.

A-30

Two turntables and lines from Master Con-
trol for film and remotes complete the
audio system.

Master Control does all the program
output switching and permits audio to be
switched with the video or independently.
This allows the signal source of the audio
to come from a difierent point than that of
the video. Provision is further made for

turntable playback over the studio speaker.

Thus, the audio control equipment em-
ployved in control rooms A, B, and C pro-
vide complete facilities for the handling of
microphones, turntables, film sound, and
Remotes are patched to the
proper control room in Master Control.

remotes.

Announce Booths “D” and "E”
Two announce hooths are provided, and
each hooth is situated so that a view of

www americanradiohistorv com

the studios is available from them. Each
booth may be controlled from two of the
three control rooms. This makes a verv
flexible system in case spot announcements
are to be inserted into film or remote pro-
grams. It also provides an isolated booth
with the
studio to allow for the changing of scenes
«R?
is about 8 feet by 16 fee(, and “D” ap-

that may be used associated

within the studio. Announce booth
proximately 10 feet by 20 feet. Either
booth can be used in emergencies for a
] 143

small “one-camera’ show if required (see
Fig. 21).

The basic equipment and facilities em-
ploved in each announce booth are similar
and consist of a TM-1A announce mon-
itor, announce microphones, and required
camera cables
I'igs. 22

terminations for intercom
and monitoring circuits

and 23).

(see

4

FIG. 20. Partial closeup view
in studio “B” control room
showing the audio control
setup. Facilities consist of
an RCA 76.B Consolette which
is supplemented by two
RCA OP.7 Mixer Amplifiers.


www.americanradiohistory.com

}

FIG. 21. When the occasion arises, %
Announce Studio “D” may be
used for a program setup as shown
here during an introduction

the “Mystery Rider” film program

-

FIG. 22 (above). View of Announce
Studio “B” showing left to right, 44-BX
Microphone, TM-1A Announcer's Mon-
itor, and announce desk microphone.

FIG. 23 {(at right). Closeup of special

terminal box located in Announce Studio

“E"” for microphones, intercom, camera . :
cables, monitor video. monitor power, : : 4

:'l‘ .

‘o an
i
sersacssspsrea,

\
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FUTURE
PROJECTORS

PROJECTION

FILM STORAGE

REWIND RCOM

=

FIG. 24. Floor plan layout of WOR.TV Projec-
tion Room facilities located on the secomd floor.

'

2

ROOM

8Xx10 OPAQUE

PROJ.
D B Y17 0 P

8x10 OPAQUE
PROJ.

=1y (6 MM
N PROJ.

NOTE-~

CAMERAS - MULTIPLEXER &
Ic 2x2 SLIDE PROJ.
2C 4
3c 5
4C(FUTURE) 6

7 FUTURE)

WOR-TV FILM PROJECTION

The film projection facilities are located
on the second floor above the studio con-
trol rooms, In this room, which is approxi-
mately 18 feet by 34 feet, are located
three TK-20A film cameras with space and
trench facilities for locating a fourth when
required. Each film camera is associated
with a film multiplexer for combining
optically three sources of film or slides.
Two 16mm projectors, two 35mm projec-
tors, one Gray Telop, one opaque projector,
and three 2 x 2 slide projectors comprise
the projection facilities, distributed as listed
below as shown in the sketch of Fig. 24.

Camera 1-C

lomm Tilm Projector #1, 8 x 10 Opaque
Projector, 2 x 2 Slide Projector.

FIG. 25 (below). View of one end of the Pro.
jection Room: the two 35mm projectors and the
projeclion room monitoring racks at left with
the TM-1A picture monitors mounted at top.

=T m—— ﬂzﬁ\i_&. ' - |
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ROOM (STUDIO “C”)

Camera 2-C

16mm Film Projector #2, 3 x 4 Opaque
and Slide Projector and Special Telefax or
Scroll Titles, 2 x 2 Slide Projector.

Camera 3-C

35mm Film Projector #1, 35mm Film
Projector #2 2 x 2 Slide Projector.

Above each film multiplexer, and hung
on a skv-hook from the ceiling is a small
intercom speaker and talk-back micro-
phone. This is used for direction between
the program console and the projectionist.
By patching arrangement each of the three
projection room intercom assemblies may
be set up for communication in any com-
bination with the three program control
rooms. Thus, one projector and film camera
assembly may be working with Studio A

FIG. 26 (below).

Control Room for an “On-the-Air” pro-
gram, while #2 camera chain and projector
assembly might be working with Studio B
Control Room for an audition. The talk-
back microphone on each of the intercom
assemblies is opened up by means of a
pedal foot switch located near the base
of each film multiplexer. In this way the
projectionist does not need to use his hands
when talking back to a studio control room.

Five racks of equipment are also located
in a row along the side of the Projection
Room. In these racks are located ampli-
fiers for the projector audio and the inter-
com systems. Four TM-1A monitors, rack
mounted, are also provided for monitoring
the output of each film camera chain. A
switching panel for each monitor provides
for switching the monitor from either the
camera output to any of the studio out-

puts, or to transmitter line. Remote con-
trol starting, stopping, and dousing circuits
are brought over to the racks for central-
ized contirol of all projectors. In addition.
switches are provided on the racks for each
projector, so that remote control mayv be
extended to any of the three studio con-
trol roomns or to a remote control panel
located in the Camera Control Center.
Local starfing of any projector is provided
at the projector itseli by means of a foot
pedal switch conveniently located on the
floor heside that projector.

Directly off from tle Projection Room
is located a film rewind and storage room
designed for the handling of 35mm nitrate
filtm. Filn storage cabinets are provided
here with exhausts directlv from the cab-
inets to the outside, in accordance with
standard City regulations.

Another view of Projection Control Room showing locatlor cf other
equipment. Two RCA TK-20 film cameras with Gray Telop are visible in fereground.

www americanradiohistorv com
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WOR-TV MASTER
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FIG. 28. A special Camera Cable Patching
Panel designed by the WOR-TV engineering ’
staff is located in the “Master Control Center.”

FIG. 29. The studio ccmera shading and mon- 'y
itor controls are centraglly loccted in this con- e
scle. At the extreme left part of the film

shading and monitor conirols are also visible. ¥

Fig g,

i S

A-36
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4

FIG. 27. Center
section of the WOR-
TV “Camera Control
Center” is devoted
to film camera con-
trols on right. and
master control pre-
view monitors with
remote control pan-
els at left. Small
windows face the
film projection room.
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FIG. 30. Floor plan layout of WOR-TV “Master Control” and “Came:za

Control Center”

Adjacent to the film projection room on
the second floor is located the combined
Camera Control Center and Master Con-
trol Room (see sketch of Fig. 30). This
is a large room approximately 24 feet by
51 feet. About one-third of this room is
taken up by the main operating console
space, one-third by the rack equipment,
and one-third for a small maintenance
shop.

The operating console is a large “U”
shaped assembly of standard console sec-
tions (MI-26266). The side of the “U”
nearest the door contains all of the Master
Control switching facilities. The section
of the console facing the studios contains
all of the studio camera control units. The
section facing the Projection Room houses
the film camera control units and some
master control equipment.

Camera Control Section

In the Camera Control Center section
eight studio camera controls and two line
monitors form the section facing the stu-
dios. A window into the upper section of
each of the two large studios provide vis-
ibility for the camera control operators
into the studios. This is not considered
essential, but it was easy to provide. A

showing the arrangement of the technical

WOR-TV MASTER CONTROL

special feature of the Camera Control
Center is the camera cable patch panel
shown in the photograph. This is mounted
on the wall directlv adjacent to the cam-
era control units. The sockets mounted on
this panel correspond to cables leading to
the various studios. Five cables lead to
Studio A, five to Studio B, two each to
the Announce Studios, D and E, and one
to the shop test bench. The camera cable
pigtails that plug into these sockets cor-
respond to the eight studio camera control
units. Thus, the eight camera controls can
be distributed in any combination among
the fifteen circuits to the various studios,
depending upon the program requirements
for that particular operation. This adds
greatly to the flexibilitv of the over-all
svstem, and enables us to take care of
most any special requirement that can
arise. It furthermore reduces the total num-
ber of camera chains required in such a
setup involving several studios. Also, in
case of trouble in the equipment during a
program or rehearsal, it is verv easy to
patch in a spare camera control unit so
that the equipment in trouble can be re-
leased for maintenance. In addition to the
patching of the camera control units to
any of the studios, it is, of course, neces-
sary to patch the video outputs of the
camera controls on the jack panels to the

www americanradiohistorv com

tacilities.

corresponding program control room where
the switching is to be done.

Besides patching the video outputs of
the camera controls to the particular
switching systems involved, it is, of course,
important that tally circuit information
and intercom facilities for that camera and
camera control follow the particular com-
panion program console. For this purpose
a special tally and intercom patch panel
is provided directly above the video patch-
ing panels. Here, a three-circuit plug for
each of the studio and film camera chains
is provided with jacks corresponding to the
inputs on each of the three control room
switching svstems so that any camera con-
trol can be set up on any input to any
of the three switching svstems for tally
and intercom control.

At each section on the camera control
conscle is mounted an intercom box and
jack. This is tied in with the corresponding
camera intercom system. Thus, a camera
control operator mav plug in a headset at
one of the sections he is working with and
have complete two-way intercom with the
video switcher down in the program con-
trol room that he is assigned to and also
with the cameraman. Tn addition, on a sep-
arate earphone he may listen to the pro-
gram audio from that studio.

A-37


www.americanradiohistory.com

ary
]
'S

FIG. 31.

Front view of the WOR.TV Master Contrcl Switching Console which

consists of facilities for switching six incoming circuits to four outgoing channels.
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WOR-TV MASTER CONTROL (Continued)

The master control switching comprises
facilities for switching six incoming chan-
nels to four outgoing circuits. This is set
up for a pre-set system with provision for
either independent audio-video switching
or simultaneous audio-video switching as
required. All four outgoing channels may
be tripped by a single master button, or
any group can be switched together, leav-
ing out other channels. A picture monitor,
TM-5A is associated with each outgoing
channel in addition to an audio monitor
and VU meter. Controls on each outgoing
channel provide for the setting of video
and audio levels independently.

Master Switching (Thru TS-20A Relays)

Master switching is facilitated by the
use of the TS-20A video relay system
which frees control equipment and switch-
ing from usual operating restrictions. For
example, the relays are controlled by
simple d-c lines from any desired point.
Thus, push-button control panels are con-
veniently located for the operator, with
relays and associated equipment ‘“rack-
mounted,” as desired (see rack equipment
on following pages).

The actual switching control panel on
each outgoing channel is mounted in a
standard console housing section which is

made up as a unit with the audio switching
mounted on a chassis behind the panel (see
IFlig. 32). In cases where simultaneous
audio-video switching is done, the switch-
ing is controlled by the video switching re-
lays, which in turn drive the audio switch-
ing relays from the tally contacts on the
video relays. The push buttons used for
pre-setting and switching control are made
up of a standard RCA push-button switch-
ing assembly mounted on an adapter panel.
The whole system comprises eight of the
standard console sections in width, and
makes a very flexible master control switch-
ing system. Only composite video signals
are handled here, such as the studio out-
puts, theatre, and remotes, so that no fad-
ing or lap dissolving is done. Switches are
made only at the end of a complete show
which comes from one of the studios.

Monitoring and Other Facilities

Two TM-5A Master Monitors located
in the console section to the right of the
master control switching console are used
as preview monitors for master control
switching. Each of these monitors can be
switched to any of the six inputs to the
master control switching for checking levels
and matching the outputs of the several
studios and remotes before thev are actu-
ally switched to the outgoing lines. These

monitors are fed from two additional banks
on the master control relays (TS-20A). In
between these two TM-5A preview mon-
itors are located remote controls on six
stabilizing amplifiers. These are the stabil-
izing amplifiers that are used to feed the
normal inputs to the master control switch-
ing system. Therefore, at this one point it
is possible to adjust the synchronizing and
picture levels on each of the studio outputs
and all the remotes to the standard level
while watching the oscilloscope on the
TM-5A. It is also possible at this point
to check the phase of the vertical syn-
chronizing pulse on a remote coming in
with that of the local sync generator. This
is done by using the vertical driving pulse
from the local sync generators as a nega
tive Dblanking pulse on the grid of the
cathode ray oscilloscope in the previev
monitor.

An adjacent console section houses rt
mote controls on the syvnchronizing gen
erators. This consists of a remote control
sync generator switch, enabling a standby
sync generator to be switched in at this
point. In addition, two 60 cycle selsyns
provide a continuously variable phase for
the 60 cycle lock-in on each synchronizing
generator. A TG-43A Genlock unit has
been installed which enables the local sync
generators to be phased with a remote in-
coming signal line-by-line, as well as field-
by-fietd.
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FIG. 35.

Racks. Complete arrangements consist

View of the overall lineup of WOR-TV Master Control Equipment

of four rows of ten racks each.

WOR-TV MASTER CONTROL EQUIPMENT RACKS

A total of forty equipment racks divided
into four rows house all of the power sup-
plies, amplifiers, synchronizing generators,
switching relays, patching facilities and
telephone company equipment for the
whole plant. The first row of equipment
racks is devoted to sync generators,
audio/video patching, stabilizing ampli-
fiers and distribution amplifiers.

In the second row of racks are located
the TS-20A video switching relays. A sep-
arate rack is assigned to each of the studio
switching systems and to the master con-
trol switching system. Besides the relays,
each rack contains the mixer amplifiers
used for fader application and for the pre-
view monitor sync mixing, and, in addi-
tion, the distribution amplifiers associated
with each studio switching svstem. Other
racks in this row contain the audio ampli-
fiers associated with the master control
switching.

The last two rows of racks contain
mainly power supplies. Approximately 150
power supplies are mounted here to pro-
vide power for ali monitors, amplifiers, and
camera chains in the plant. All a-c power
distribution to the rack equipment is car-
ried by means of 4 x 4 overhead ducts
from the main circuit breaker distribution

A-40

panel located on the wall in the Master
Control Room. “Greenfield” is used to
bring the a-c power down from the over-
head duct into each rack where required.
Within the rack the a-c power is distributed
through a 2 x 2 duct having pigtails
branching out at the appropriate points
with motor connectors to plug into the
power supplies.

All d-c circuits and signal circuits are
fed out through the bottom of each rack
through trenches in the floor to the ap-
propriate equipment. All WP-33B and
580-C power supplies were slightly modi-
fied to allow 115 volts a-c to be brought
out on the Jones connector as well as the
d-c circuits. Thus, only a single multi-
wire cable is required to take the complete
power from the Jones connector on the
power supply to the monitor in its console.
This eliminates the need for any junction
point at an intermediate terminal strip.
The whole installation was therefore con-
siderably simplified. A .020 inch copper
grounding strip 10 inches wide passes
through all trenches and each rack and
console housing is tied into this grounding
strip, which in turn is carried to the build-
ing ground. All external circuits to and
from Master Control are handled by tele-
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phone lines. About twenty-four lines
are used for this purpose. These are
routed to and from various points in the
city, such as remote pickup points,
theatre studio, and two outgoing lines.
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FIG. 36 (above). First row of Master Control Racks
centaining synchronizing generators, cudio-videa
patching, “TelCo” equipment, and amplifiers.

FIG. 39 (below). Fourth row of Master CTon-
trol Racks which include the audie test equip-
ment and additional power supply equipment.

FIG. 37 (above). Second row of Master Control Racks which house TS-20A Video Switching
Relays-—one rack assigned to each studio system.

FIG. 38 (below). Third row of Moster Conirol Racks showing centralized power supplies for
monitors, araplifiers and WOR-TV camera chains.
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Television Microphone Techniques’

Many of the microphone techniques which have been

successfully used on standard broadcasting may also
be used in television programming. From the standpoint
of microphone techniques, TV shows may be classified
into three major groups:

1. Programs, in which the visual presence of a micro-
phone or microphones is accepted as part of the
program (panel discussion shows, sporting events,
news programs and some types of interview pro-
grams, dance orchestras and small informal musical
productions, etc.).

2. Programs in which some microphones may be visible
while others are not (amateur programs, quiz pro-
grams and some variety programs).

3. Programs in which microphone appearance would be
a disturbing element (dramatic shows, large variety
programs and interview programs where an air of
informality is to be preserved, etc.).

The microphone techniques for shows in which the ap-
pearance of the microphone is not considered objectionable
are, in general, similar to usual sound broadcasting practice.
One important difference is that the microphone must not
obscure the artists or other important scenic elements.

It should be emphasized that no hard and fast rules can
be laid down for TV audio techniques, each situation must
be explored for its full potentialities. In all cases the final
criteria of achievement is the creation of an effect which is
judged to be most satisfactory.

Television, being a medium which combines sight and
sound for the creation of entertainment, necessarily leads
to a measure of compromise between the audio pickup
techniques and the visual requirements of the programs.
In general, such compromises place an additional burden
on those charged with the responsibility of obtaining the
optimum sound pickup; in a similar fashion, the audio
requirements frequently limit the scope of action of those
concerned principally with the visual elements of the pro-
gram. The ideal television program would, of course,
combine the best audio pickup with the most suitable
visual effects.

The direction taken by deviations from the ideal must
be dictated by the needs and scope of the program.
There would be no question that on a program featuring a
concert orchestra, the end product of which is the enjoy-
ment of good music, no compromise of sound quality would
be considered; however, many of the lovely creatures who
perhaps too frequently flit across the screens of the nation
can, in the opinion of many “experts,” be thoroughly en-
joyed in complete silence! It is a safe assumption then,
that typical TV programs will present audio pickup prob-
lems somewhere between the two extremes described above.

* By Whitney M. Baston, NBC Engineer.
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Radio broadcasting has concentrated on the creation of
many illusions and effects through the medium of the
spoken voice. Delicate shades of meaning and emotional
states can, and are, artfully produced by trained voices.
The audiences have been conditioned to this circumstance
and this highly developed art has been understood and
enjoyed for many years. The techniques necessary to cap-
ture each subtle nuance of meaning in terms of tone shad-
ings would call for microphone placement, which despite
any of the visual requirements of TV, might be considered
as either undesirable or unnecessary in TV programming.
These subtleties can be conveyed perhaps more naturally
and effectively in TV by the facial reactions and movement
of the artist.

The audio man making the transition from sound broad-
casting to TV must be prepared to change his concepts to
meet the needs of the new art. It is almost axiomatic that
a TV program is never a radio show with cameras, but
rather an entity unto itself. The above does not suggest
that the audio man forego any attempt to obtain suitable
sound pickup in TV, but rather that he shoul!d be cautious
in applying sound-broadcasting standards to TV pro-
gramming.

Certainly, there is a very large area of agreement in the
general methods used to obtain good audio pickup in both
media. The audio man undertaking TV assignments will
draw heavilv on his broadcast experience, but he should
also preserve an open mind to some of the seeming conflicts
which cccur. Experience has shown that these men make
the transition easily and that their broadcast experience
is a distinct asset.

It has long been recognized that the ideal television
studio should be able to provide many different acoustic
conditions varying from outdoor scenes to interiors of
large halls and small living rooms. The current practice in
most instances is to keep the actual reverberation charac-
teristic of the studio as low as possible. The reverberant
effect furthermore helps to muffle to some extent the back-
ground noise from off-the-set activities. Liveness can then
be gained by the addition of hard flats which constitute
the scenery, sacrificing weight but retaining high frequency
reflections. The rather wide use of sets having hard surfaces
frequently alters the accustic characteristics in the micro-
phone pickup area and suitable adiustments must be made
in microphone placement. Sometimes acoustic absorbent
flats are used as a band shell and enclosure to isolate an
orchestra from the cast when both groups are functinning
within the same television studio.

The types of microphones currently in use in television
range from the familiar broadcast types, such as the 77-D.
44-BX, to the new models like the BK-1A “Commen-
tator” and the new pencil type microphone exemplified
by the BK-4A “Starmaker.”
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The problem of sound pickup on TV programs includes
many considerations not present in sound broadcasting.
One of the most important points that must be considered is
that of unwanted noise which is the natural result of motion
of the actors, cameras, microphone boom, scenery, etc., all
necessary to the show, but collectively a source of noise
which must he minimized if a successful sound pickup is to
result.

A convenient concept is to consider the existence of an
imaginary line drawn between the scene of action and the
camera. With this division, it will be found that a large
majority of the unwanted noise will originate on the camera
side of the line and almost all of the desired sounds from
the particular scene will originate on the other side of the
line. Such a set of circumstances suggests the use of a
uni-directional microphone. such as obtainable with the
RCA 77-D. A consideration of typical TV scenes would
suggest that the imaginary line referred to above would
shift from scene to scene, it is obvious then that the micro-
phone must he movable. The boom provides the answer to
this problem; typical boom microphones are arranged so
that from one position of the boom the microphone can be
moved a distance of ten feet and can swing in an arc of
280° with adjustable radius from 7 to 17 feet. In addition
to the horizontal motion, the microphone can be raised and
lowered above and below the horizontal. The microphone is
thus capable of occupying various positions in a rather
large solid angle.

Approaching the ambient noise problem from a some-
what different point of view the signal to noise ratio at the
microphone is determined by the ratio which exists between
the direct or desired sound and the unwanted sound. It
is obvious that an increase in the direct sound level will
be desirable. This can be done by following the action with
the boom microphone so that the distance between the
performer and the microphone is kept reasonably con-
stant at perhaps three feet or slightly more. The direc-
tional pattern most frequently used in TV is the uni-
directional pattern ; however. many uses exist for bi-direc-
tional and spherical pickup patterns. Examples of typical
program setups given later will show uses for the several
patterns. In the foregoing somewhat over-simplified ex-
planation of the use of the boom microphone, no mention
was made of the practical dayv to dav problems which
arise.

The usual use of a boom microphone is for scenes in
which the microphone should not be seen by the TV
audience (Figure 1). The scenes taken by the TV camera
will range from closeup to wide angle shots, so that a boom
microphone positioned for good sound pickup on a closeup
would be in the picture on a medium or wide angle shot. In
usual studio practice the audio engineer, or mixer. previews
the picture on a TV monitor and talks to the boom operator
over the inter-communication system advising him of the
position of his microphone and warning him ii there is
danger of the microphone showing in the picture. If such
a danger should be present, and it invariably is, the boom
operator must either raise the microphone above the artist

FIG. 1. TV studio scene showing the use of a
""boom’” microphone.

or “rack’ the boom in, i.e.. shorten the length of the boom
arm. Obviously the change in the position of the boom
microphone will influence the quality of the sound pickup.
Had the microphone been positioned near to the artist for
the closeup, moving it up or away would cause a marked
change in quality. It is the usual practice to anticipate
such changes and not bring the microphone too near the
artist on the closeup, so that the change in quality, when the
microphone is moved. will not be too pronounced.

Consider a scene in which two persons are engaged in a
conversation and the action calls for them to separate while
still carrying on the conversation. Such a case is usually
called a *split” and is handled in several ways depending
on the circumstances. In some cases no preference is to be
given to either person as far as microphone pickup is con-
cerned: in this case, when the actors were close together
the microphone would be placed a reasonable distance
away, so that when the “'split” occurs the quality will be
substantially the same as on the closeup.

Frequently, however, the boom operator is instructed
to “favor’ one character or the other. A possible example of
such a scene would be where a principal is seated and is
approached by a servant who says a few words when close,
and withdraws to the rear to answer a question. Here,
since the servant is seen to go toward the background, a

A-43

wWWwWWwW americanradiohistorv com


www.americanradiohistory.com

FIG. 2. Studio scene
illustrating the use
of the RCA "Star-
maker,” an unobtru.
sive microphone.

FIG. 3. Designed for rugged dety—the BK.1A proves itself
at the National Political Conventions.
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somewhat thinner quality would be expected and would
seem entirely natural, so that the boom microphone would
not necessarily follow the servant. Other examples are
combinations involving a strong male voice and a rather
thin female voice, usually in such cases the weaker voice
is favored. In many instances one actor may be seated and
another standing so that the distance from the microphone
to each actor must be adjusted by selecting a suitable com-
promise position. It is obvious that one microphone cannot
be expected to take care of all situations; in some in-
stances concealed microphones are used to pick up one
or more of the voices.

Where several microphones are required great care
should be exercised in selecting microphones of similar
effective frequency response characteristics to that of the
boom microphone to avoid a noticeable change in sound
quality in going from one microphone to the other. It is
also important that such changes be kept to an absolute
minimum because in most cases concealed microphones are
placed in close proximity to a variety of surfaces or objects
which lead to serious wave interierences and undesirable
phasing effects.

Recently, great strides have been made in developing
unobtrusive microphones which are stvled to blend in
with the television scene without detracting from the
principal subjects. The BK-4A “Starmaker” ribbon-
pressure microphone was especially developed to fill this
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FIG. 4. Sample studio floor plan which may be used to plan "Mike” placement in advance.

requirement without sacrifice of high electrical and acous-
tical performance. Its slim contour makes it particularly
suitable for applications where the microphone must be
concealed in the scene, as in a bouquet of tflowers or a
table lamp. The “Starmaker” is also well adapted to
audience participation shows where an announcer carries
the microphone to someone being questioned or inter-
viewed, as illustrated in Figure 2.

The BK-1A “Commentator” microphone, illustrated in
Figure 3, is a small, rugged pressure microphone also
styled to match the television scene. Rugged and insensi-
tive to wind mechanical shock, it is equally well suited
for audience participation shows where a hand held micro-
phone is desired, sports broadcasts, and round table panel
discussions.

One of the most serious problems faced in microphone
placement for television is the need to make the sound

accompanying the picture suit the apparent distances
shown. Two means are available in achieving the purpose
which sometimes is referred to as ‘‘sound perspective.”
One is by controlling the apparent reverberation either
electrically by the use of filter circuits or through an echo
chamber and the other is by control of the volume or loud-
ness level. Thus, if a camera is to be used to take a long
shot, the volume associated with it is turned down an ap-
propriate amount to produce the desired psychological
effect and the reverberation control opened to give an in-
crease in the apparent reverberation effect. Another scene
taken by a camera having a long focal length lens for a
closeup shot would require more direct sound and full
volume. Such a system implies an automatic switching ar-
rangement between camera and audio controls and is
necessarily complicated, requiring great skill and long re-
hearsals to avoid ludicrous effects which might completely
nullify the intent of the picture itself. Sometimes a solution
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is automatically obtained by merely raising the microphone
boom far enough to be out of the picture, giving the desired
over-all effect. The difficulty, however, lies in returning to
the subject on a “closeup” rapidly enough so as not to lose
the sound.

It is customary on the larger dramatic and variety pres-
entations for the audio engineer to attend the “dry re-
hearsal.” This is effectively a meeting held by the produc-
tion staff, the technical director, the lighting director, and
the audio engineer. All concerned discuss various points
concerning their special field of interest. At this meeting the
audio man sizes up the over-all situation and brings at-
tention to any trouble spots. Quite often the originally
planned boom moves may be very difficult, impractical, or
the element of risk too great; by discussing the problem
with the group, compromises may be worked out so that
hefore the actual rehearsal gets under way the audio man
has had an opportunity to make more definite plans for
boom placement, etc. When a “tight” situation develops,
for example, a change of microphone placement which
cannot safely be made in the time as originally alloted, the
director may rearrange the scene slightly to give the boom
man time to move.

The devices used to gain time are many and varied. One
example would be where a character on leaving a room
says, “Goodnight™ as he walks through the door; this scene
might be followed by action elsewhere on the set. The
boom microphone must be moved from the door to the
other action almost instantly. The scene may be rear-
ranged so that “Goodnight” is said while he is a few feet
from the door, he then turns, smiles and leaves. During the
period of silent action the boom operator has a chance to
make his move.

Many productions are carefully planned in advance and
a layout is prepared on a floor plan of the studio which has
cross-section lines each representing one foot spacing so
that the position of sets, cameras, booms, etc., may be
outlined and trouble spots analyzed in advance. Figure 4
shows the floor plan of a typical studio. It is not unusual
for additional changes to be required but this method saves
time, particularly on larger shows.

The boom microphone positions and moves must be
made so as not to interfere with the freedom of movement
of the camera. artists, technicians, or other personnel. This
calls for very careful planning of each boom position neces-
sary for the particular show. Every effort should be made
to find locations for the boom which will permit a maximum
area to be covered with a minimum of boom moves. It is
also necessary to plan the moves so that after a run-through
the boom may be easily returned to its original position for
the beginning of the rehearsal or air show.

The use of the boom microphone on TV shows, moving
as it does from one position to the other, often leads to
boom shadow problem, The boom should be positioned with
respect to the principal source of illumination so that the
microphone shadow does not fall on the faces of the artists,
on sets, or other places where it would be disturbing to
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the scene. The lighting man and the boom man must work
out the problem so that shadow-free shots are obtained.

On large shows where many boom positions are used it is
customary for the boom man to mark the boom positions
on the studio floor, so that after the rehearsal the boom can
be placed in the exact position for the air show. The boom
must compete with camera, sets, props, etc., for floor space.
Where fast boom transitions are to be made, it is imperative
that the boom be accurately positioned. Figure 5 shows a
layout of a typical television studio as used for an average
network show.

Some examples of shows in which the microphone is
visible in the picture and which are generally handled very
similar to radio programs are “*Who Said That,” a panel
type of show in which 77-1) microphones are placed in
wells in the panel table and while inconspicuous are actually
visible; “Americana,” a quiz type of program in which
77-D microphones were concealed in school desks. Figure 6
shows the ‘‘Starmaker” used on an informal interview
program.

The Ford show, featuring Kay Kayvser, used boom
microphones for skits, etc., and visible microphones for the
orchestra. The interviews between the MC and the con-
testants were picked up by a 77-D placed on the lectern in
full view of the audience. The “Lucky Strike Hit Parade”
uses some visible orchestra microphones, while the balance
of the show is picked up either on boom microphones or
other concealed microphones. News programs usually fea-
ture visible microphones and are quite similar to the radio
counterpart in presentation. Most of the simpler dramatic
programs are done entirely by boom microphones and occa-
stonal transition microphones.

Some of the larger dramatic shows, such as Philco
Playhouse, and Kraft Television Theater, etc., often use
as many as three boom microphones and in many cases a
total of ten or more microphones. Programs which feature
vocalists who accompany themselves on the piano fre-
quently open at the piano and after a short interlude the
vocalist leaves the piano, often continuing the song to the
accompaniment of a small orchestral group. To cover the
transition, a microphone is placed just above the keyboard
of the piano on the far side away from the camera. The two
microphones should be of the same type so that when the
artist rises from the piano and the boom microphone takes
over to follow the subsequent action no noticable change
in quality is evident.

Some typical examples of concealed microphones place-
ment which have been used are as follows: action calls for a
character to talk into old fashioned wall type telephone
located near a corner, a microplione on a regular stand was
set up next to the telephone but just around corner, in this
particular scene only a small area around the phone was
visible so that microphone did not appear. The more
obvious methods of concealment such as behind books on
desk or table, behind flower, etc., are frequently used.
Where foliage is used on sets, the pencil type microphones
have been concealed in bushes and trees, etc.
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FIG. 5. Layout of a typical TV studio as used for an average network show.

In one dressing table scene, a microphone was concealed
in a box used for cleansing tissues, in another scene of a
theatrical dressing table, the microphone was placed near
the mirror and was concealed by placing a few telegrams in
the mirror frame, this is a customary habit of theatrical
people and the appearance of the telegrams in the picture
would be perfectly natural. Perhaps this illustration points
out an important idea in concealed microphone placement
—seek some perfectly natural object to shield the micro-
phone from view. A pencil type microphone concealed in a
corsage of flowers has been used very successfully in some
scenes. This type of microphone has also heen concealed
behind a man’s tie, the camera avoided the lower portion
of the artist’s body so that the microphone cord was not
seen.

On one program which features a ventriloquist and his
friend, interviews are held with members of the audience
who are directed to a chair on stage, the microphone is
placed behind the chair out of view but in good position to
pick up both the guest and the performer. In presenting a

ventriloquist’s show, the audio-man has been known to
bring the boom microphone closer to the dummy for its part
of the dialogue, a perfectly natural mistake.

Once in a while the selection of a place of concealment
leads to a situation which earns a chuckle when retold, but
which is not so humorous at air time. In a scene on one of
the largest shows on the air, a vocalist was shown singing
a song while lving on the grass in a typical hill-billy scene
— to add a touch of rural atmosphere, a live goat was on
stage also in the scene. The microphone used for this pickup
was hidden behind a log; during the song, impelled by
motives of his own, the goat started to lick the microphone

the resulting sounds were not exactly musical.

No hard and fast rules can be stated for correct micro-
phone placement, hut some general principles can be out-
lined. The boom microphone usually is placed from three
to five feet in front, and about two feet above an artist. with
the microphone inclined at a 45° angle. It is the usual
custom to use the 77-D microphone with its uni-directional
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pattern and in one of the voice positions. This setting is
also quite common for musical pickup, largely because of
the increase in pickup of extraneous noise which is pre-
valent during most TV programs.

During rehearsal or during unrehearsed programs the
boom microphone is often inclined so as to be almost
parallel to the floor; this lessens the discriminations between
sounds from several sources, and while it does not give
optimum results, it greatly reduces the number of moves
necessary during a rehearsal.

Rapid movement of the boom microphone should be
avoided because of air noise, caused by air rushing past the
ribbon. In working too close to several subjects, rapid
turning of the microphone should be avoided because of
mechanical noise caused by the motion of the microphone
hanger.

Because of the ever present danger of a microphone ap-
pearing in the scene, it is a natural reaction for many boom
men to keep the microphone high, even when a better
pickup would be possible. As an aid to detecting the boom
before it actually is seen in a shot, some engineers attach a
piece of string about a foot long to the microphone, in this
way the string appears in time to give a warning.

During the average TV show the microphone will be
used on closeups and may be quite close to the camera.
If the camera blower motor is running its noise may be
heard. [t is customary to turn off the blower before such
a scene. Some instances have occurred in which the fila-
ment of lamps in lighting fixtures has made a singing
noise (this usually indicates a defective lamp)} which
when picked up by the microphone can be very annoying.

A word of caution is in order, the boom microphone is
quite heavy and in the course of its aperation care must be
exercised to see that both ends have freedom of motion.
The counter-weight may strike a person while it is being
swung around during the operation of the boom. The
counter-weights which balance the microphone should be
adjusted carefully for the particular microphone used, if
this is not done the boom will be unbalanced and will be
difficult to handle. If the counter-weight is too light the
microphone will drop downward when the locking screw is
released, and may inflict injury on persons beneath it.

Acknowledgment is due Mr. H. Gurin of NBC for much
of the information contained herein, also to the many en-
gineers in NBC who have contributed many of the actual
examples included.

FIG. 6. Studio scene
showing the use of
the “Starmaker”
mike in an informal
interview.
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TELEVISION STUDIO ACOUSTICS

Sound recording in television studios dif-
fers from that in radio studios chiefly by
the greater microphone distances which
have to be emploved to keep the pick-up
device outside the camera angle. In order
to maintain, for maximum intelligibility,
a low enough ratio of reflected to direct
sound at the microphone, the reverberation
time in television studios must be made
considerably shorter. This applies both to
the television stage proper, as well as to
any auditorium area, if such exists.

The acoustic treatment of the stage
should be highly absorbent as well as
durable and fire-proof. Perforated hard-
board or asbestos board backed by 2 inches
of rock wool constitutes an effective treat-
ment, if large flat surfaces of the board
are avoided. A large perforated hardboard
panel gives rise to very pronounced high
frequency echoes, even when the board is
backed bv rock wool. For this reason it
is desirable to install the material on the
stage walls and ceiling in the form of tri-
angular corrugations, none wider than 3
feet, and at least 6 inches deep; or better
still, to apply it in the form of cylindrical
sections. In this manner the sound becomes
dispersed, and the effect of echoes is re-

duced to a negligible degree. As is well
known, the wavefront of a beam of sound
reflected from a convex surface is consid-
erably longer than that from an equally
large flat surface, provided that the wave-
length of the incident sound is small com-
pared to the dimensions of the reflecting
surface. Fig. 1 shows this relationship
graphically, and it is seen that the wave-
front reflected from the convex splay is,
for the condition illustrated, several times
longer than the sum of the two reflected
from the flat panels. The figure shows also
the construction of the wavefronts, anal-
ogous to the optical case. The center of
the reflected wavefront coming from the
curved surface is one-half the radius of the
convex splay (assuming the source to be
at some distance from the surface).

Fig. 2 shows how, in Television Studio
E at NBC Hollywood, a convex reflective
stage splay is being planned to be con-
verted to a convex absorptive splay em-
ploying perforated hardboard for the
“facing” and 2 inches of rock wool for
the sound absorbent. This studio had
previously been used for radio programs

only, and was found to be too live for
television programs.

Many television programs employ the
music of a band for accompaniment or
effect. If the orchestra is placed in front
of the stage, the intelligibility of the per-
formers’ dialogue is sometimes markedly
reduced in the auditorium during high
music levels. This is so even when the
transmitted program has considerable in-
telligibility, because music and dialogue
microphones can be controlled individually,
although in small rooms and at moderately
high music levels it may become difficult
to secure enough acoustic separation be-
tween speech and music at the dialogue
microphone to obtain there an adequate
balance.

For this reason an orchestra pit or lat-
eral placement of the band in the room is
desirable. The latter means is not too effec-
tive, since some scenes may at times have
to be laid on the same side of the room
where the orchestra is located. An orchestra
pit, on the other hand, may extend partly

* By M. Rettinger, RCA Victor Division,
Radio Corporation of America, Hollywood, Cal.

SOURCE

FIG. 1.

Vector diagram illustrating the relationship between
wavefronts resulting from convex and from flat surfaces.
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below the stage, and provides considerable
acoustic screening between the individual
pick-up units.

It is a frequent complaint of television
program attendants that their attention is
distracted and their sight to the stage ob-
structed by the various booms and lights
and their operators on the stage. For this
reason it may be desirable to have a sus-
pended platform along each side of the
stage some 10 or 12 feet high on which
these devices can be placed, together with
the personnel. At the KECA Studio in
Hollywood, for instance, (previously the
“Tom Brennaman Breakfast Studio” and
converted by the writer), the sides of the
stage are dressing rooms, the roofs of
which are strong enough to accommodate
light, booms, and operators.

Television cameras appear far less dis-
turbing, however, and may be assumed to
be part of the show. Even so, an audi-
torium level which is higher than the stage
does much to improve observation for the
spectators as shown in Fig. 3. For this rea-

RADWUS

son, television studios of the future, which
are intended to accommodate an audience,
may have a balcony, even when the studio
is not very large.

No less important than the acoustic
treatment of the stage is that of the audi-
torium proper. Durability of wall and ceil-
ing treatment appears somewhat less im-
portant in this part of the studio, however,
while decorativeness or appearance become
more significant. For this reason a fire-
proof tile which is soft, and hence a good
low-frequency absorbent, represents a de-
sirable material. Many such products can
be painted without impairing their ab-
sorptivity, quite unlike porous ceramic
tiles.

Much as in a theatre, the rear wall
should carry the most effective treatment.
The side-walls as well as the ceiling should
be covered with sufficient treatment to se-
cure in the house a reverberation time no
longer than two-thirds that accorded to the
auditorium were it used for radio shows
only. Needless to say, the rear wall should

FIG. 2. Cross-sectional
diagram showing how
NBC’s Hollywood TV
Studio construction is
planned to be con-
verted to a convex
absorpiive splay.

PERFORATED
HARDWOOD

“ ROCKWOO
| _-2'RO L
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not be made concave, even when it is in-
tended to treat it heavily acoustically, and
the side-walls should not be parallel but
should be angled and/or splayed.!

Television stages without audience ac-
commodations should have as low a re-
verberation time as possible. The reason
for this is that, in general the ratio of
(set-) reflected-to-direct sound at the mi-
crophone is sufficiently high to provide
enough of an impression of reverberation
quality so that the pictured scene will
have a natural character. If the stage walls
are insufficiently absorptive, the added re-
flections will tend, not only to destroy the
illusion of the picture, but also to reduce
the intelligibility of the dialogue. It has,
therefore, become almost customary to line
the stage walls either by nailing a 2 inch
rock wool blanket to the wall studs or by
packing the space between the studs with
rock wool. As a protective measure, mus-
lin and wire mesh are usually applied over
the wool. Fiberboard, hair felt, cork, acous-
tic plaster, etc., are useless for the purpose
of treating the stage acoustically. A glance
through absorptivity tables of acoustic
materials will quickly show that mineral
wool, also called rock wool, has by far
the highest absorption for the frequencies
in the recording spectrum.

Rock wool is made by melting silica and
other compounds (notably magnesia, alu-
mina, and lime) and shredding the molten
mass into fine fibers by one of many
patented processes. Some manufacturers
prefer to use glass for the raw material.
calling the final product either glass wool
or referring to it by a trademarked name
(Red Top Insulating Wool, for instance).
This tvpe of wool is characterized by a
relatively low density (1.5-3 pounds per
cubic foot) and a very clean, white ap-
pearance. Ordinary mineral wool varies in
density from 3 to 12 pounds per cubic foot,
the average run being 7.5 pounds per cubic
foot. In color, it ranges from a very dark
gray, almost black, to a white resembling
that of glass wool. The density of the mate-
rial has a considerable bearing on its ab-
sorptivity, the light wools being less ab-
sorptive than those of higher density.

Regarding its color, it can be said that
dark wool indicates the presence of cer-
tain elements (phosphorus, sulfur, etc.) or
the lack of silica, which may have a bear-
ing on the longevity of the wool. A recently
examined installation of very dark wool

1For further details of auditorium design.
see “Applied Architectural Acoustics,” by M
Rettinger, Chemical Publishing Company.
Brooklyn 2, N. Y.
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in a motion picture sound stage over
twelve years old, showed that a consider-
able portion of the wool had disintegrated
and had settled, in a more or less powdery
form, to the lower portions of the struc-
ture. However, other portions of the same
installation, either because of less contact
with a moist atmosphere or because less
subject to vibrations, had stood up con-
siderably better.

Regarding the texture of the wool, so-
called shot (solid globules of material) is
of course useless for sound-absorptive pur-
poses. Studio specifications usually exclude
wool with shot having a diameter in ex-
cess of %% inch. Another shot restriction
excludes wool having solids in excess of
30 percent by weight or 2 percent by
volume.

The preferred method of applying rock
wool to stage walls consists in nailing
2-inch thick blankets directly to the studs
of the walls, rather than packing the space
between the studs with the wool. The lat-
ter method is undesirable from a work-
man’s point of view (since the incident
mineral dust is injurious to skin and lungs),
and also because it provides neither in-
creased absorptivity nor a saving in cost.
This is true even in the case where the
blanket carries heavy wrapping paper on
one side (the one facing the studs) and
muslin on the other, instead of muslin on
both sides, as did the early and more
expensively manufactured mineral wool
blankets. The use of the paper in no way
detracts from the absorptivity of the prod-
uct, and even tends to increase it at the
low frequencies. Some manufacturers (par-
ticularly of low-density wool) glue the
paper to the wool, and then merely stretch
muslin over the face of the blanket after
its application to the studs. For heavier
wools, however, muslin and paper are
sewed together, approximately every four
inches, with a special sewing machine, the
stitch running the length of the (usually)
four-foot-wide and fifteen-foot-long blan-
ket. The type of paper used varies from
forty-pound (per ream) basis Kraft paper
to the very strong sixty-pound paper. The
muslin is frequently specified as 44-40
count, weighing six ounces per square vard.

If a blanket has been fabricated this
way, it can be nailed to the studs with
ordinary box nails, although so-called
foundry nails (large-headed nails) are
sometimes thought to provide greater se-
curity. Certainly the use of 1-inch diameter
tin washers in conjunction with the nails
to give greater security to the installation
appears superfluous, judging from the
many blankets which have been nailed

FIG. 3. An auditorium level higher than that of the stage and the removal of mike
booms and lights to a raised level at the sides improves the viewing for spectators.

to the studs with no more than 2Y%-inch
long plasterboard nails 2 feet on center.

The use of a wire mesh over the blanket
for protective purposes is recommended.
This mesh need not extend from floor to
ceiling, but may be applied to a height of
approximately 16 feet from the floor.
Ordinary 1l5-inch chicken-wire is fre-
quently employed for the purpose, although
l-inch hexagonal wire mesh (somewhat
more expensive) is used by some studios.
A 6-inch baseboard and a 2-inch by 6-inch
nailer 4 feet from the floor usually com-
plete the treatment of such a stage wall.

If for any reason the recorded dialogue
is to sound reverberant, this can be ac-
complished by means of a reverberation
chamber. The sound is reproduced in this
chamber and the output from a microphone
in it is mixed with the original. Unlike
other methods, electrical or mechanical, of
adding a reverberating note to a record-
ing, the chamber method provides both the
proper growth characteristic and the decay
quality of sound in a live enclosure. Delay
networks, magnetic tape recordings, and
other devices for achieving synthetic re-
verberation usually permit only provision
for the decay characteristic; no attempt is
made to introduce the growth character-
istic since the latter is held less essential
in an approach to total reverberation.

The following recommendations for re-
ducing acoustic difficulties on television
sets are presented as a guide in set design
to reduce sound pick-up difficulties often
encountered during programs.

www americanradiohistorv com

1.

wn

All alcoves, window recesses, concave
spaces of any type, should be made of
cloth to eliminate boominess.

. Avoid parallel walls in sets such as

kitchens, offices, boat interiors, etc., un-
less opposite walls are made of cloth.
When opposite hard walls are angled,
the slope should come to 1 foot in 10
feet.

. Where ceilings are used, they should be

made of cloth. Tt may be noted that
dialogue can well be recorded by plac-
ing the microphone on the other side of
the “ceiling”, that is, above the thin
cloth representing the ceiling.

. Whenever possible, the treads of stair-

ways should be covered with soft mate-
rial and the stairs so constructed as to
eliminate squeaks.

. The use of glass in windows should be

kept to a minimum. Wherever possible,
black gauze or narrow glass borders
should be used. Large plane surfaces re-
flect a large percent of the incident
sound which reinforces the direct sound,
particularly at the low frequencies,
causing these frequencies to be over-
accentuated. Indeed, “boominess” of re-
corded dialogue is probably the most
common acoustic defect experienced on
television sets.

. Noise from footsteps, vehicles, etc., on

gravel walks can be reduced through the
use of chipped cork in place of gravel,
which gives the identical appearance of
gravel when televised.
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STUDIO PICKUP TECHNIQUE

Progress in the engineering development
of broadcasting equipment and studios has
been greatly accelerated in the last decade,
and noteworthy contributions have been
made in this field.! As a result, the expec-
tations of higher standards of technical
perfection and performance may be justi-
fied. The usefulness of any improvement
is premised on the skill with which this
information can be applied so that the
quality of the periormance can keep pace
with technical advances placed at one’s
command.

In broadcasting, whether it is AM or
TV, the primary purpose is to bring to
the listener, in the most pleasing and in-
relligible manner, whatever information
may be transmitted. For speech, one would
normally look for intelligibility and nat-
uralness of the reproduced sound so that
a mental picture of the person and his
surroundings may be formed as well as the
message being clearly understood. Ir music,

A-52

faithful reproduction without distortion
and the enhancement of musical programs
to heighten the listeners’ personal pleasure
are the major objectives.

The transmisston of sound from a broad-
casting studio, to achieve the results men-
tioned above, involves a number of tech-
nical factors among which are:

a. The acousiics of the studio.

b. The electrical system characteristics,
(amplifiers, filters, microphones, etc.).

¢. The studio pickup and microphone
technique.

It is with the last mentioned item that
this article is primarilv concerned, and
only some comaments will be made of the
first two factors. Since the program is to
originate in a broadcasting studio of con-
ventional design, it is assumed that: (1)
the frequency/reverberation time charac-
‘eristic of the space is acceptable, (2) that
the volume is adequate for the intended
programs and audiences, if any, (3) that

WwWww americanradiohistorv com

the diffusion of the sound field obtained
by proper acoustic treatment and geo-
metrical configuration is satisfactorv and
that no unusual grouping of resonant fre-
quencies exists.? It is further assumed that
in the electrical system® (1) there is no
discrimination in any of the component
parts against any frequency within the
range under consideration unless specific-
ally desired for special effects, (2) there is
a minimum of phase distortion, (3) there
is a minimum of harmonic distortion, (4)
there is a minimum of extraneous noise.

*By H. M. Gurin. Engincering Department,
National Broadcasting Co.

INygren. A—FA and Television, May 1946,
Vol. 6, No. 5. p. 25; Volkmann. J. E—Journal
of Acoustical Socicty of America X111 234
(1942); Olson. H. F—RCA Review, Vol. 1,
No. 4, p. 68 (1937) ; Olson & Massa., “Applied
Acoustics,” P. Blakiston Sons, Philadelphia.

2Morse, P. M & Bott, R. H—Rev. Mod.
Phys. XVI1, 69, 1944,

3 NBC Engineering Decpartment Bulletin—
“Down to Earth on High Fidelity”—O. B.
flanson, C. A. Rackey, G. M. Nixon.
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Studio Pickup Technique
. TABLE |
Of the factors listed, probably the most )
controversial is that relating to studio General Properties and Charac-eristics of Microphones
pickup technique, which includes the ap- Frequency Output Output Directional
o 3 3 Model Type Response”* Impedance Level® Characteristics
plications and placement of microphones
and performers. It is important to remem RCA Ribbon 30-15,000 20/150/2501 )
. 4 44-BX Velocity +6 db 55 wi Bi-directional
ber that the system we are dealing with s , cis '
: e : RCA ombination 0—15,000 54.3 vu Bi-directiona
is monaural and lacks the ability to dis- 77.0 Ribbon Velocity +5 db 30/150/250+F  —57.3 vu Uni-directional
criminate as to the location of a sound and Pressure 60.3 vu Non-directional
although it can differentiate as to apparent RCA Pressure 60--10,000 30. 150, 250 B Semi-directional
distance between the source of sound and BK-1A (moving coil +5 db
the microphone. RCA Ribbon 70- 15,000 30/150/25C 60 vu Non-directional
N BK-4A Pressure +5 db
A\ hgn sound is geperated in a space, th'e WE P — 50— 9.000 20 59 vu Non-directional
collecting system, via the microphones, is 633-A (moving coil +3 db
generally so oriented that the first sounds WE Garabination 40--10,000 35 55 wu Uni-directional
come from the source directly and are fol- 639-A Ribbon Velocity *4 db g'l vu ?\;d"emoi‘a' |
n-directiona
lowed by the sound reflected from the S AERET, o '°I
H 2 WE Condensar 50-—-15,000 (Amp. Out Amp, Out Uni-directiona
surrounding stnrfaFes. When the absorption g i Wy i e
between boundaries equals the output of amplifien) 250 Non-directional
the source, the steady state condition is
reached. The ratio of reflected to direct * Input level of 10 dynes/cm?
. - . ok L N 1
sound is considered the effective reverbera- g T Jic iAo
. - N + Earlier models were 50/250
tion of the collected sound. It is obvious + Earlier models were 50/250/600
that an increase in the total number of

retlections reduces the energy density of
each reflection and permits a more uniform
and diffusive sound field to exist.

TABLE 1 (above). General properties and characteristics of microphones.

Thye .proportl.on of . reflected ,to direct FIG. | (bs2low). Ratio of reflected to direct sound energy with respect to
sound in a pickup is determined only distance from a ribbon velocity microphone.

partly by the acoustical characteristics of
the studio. The directional character of the
sound source and the receptive angle of
the microphone used as well as its distance
from the source are also important.

Fig. 1 illustrates the relationship of re-
flected to direct sound energy, E,/E,,
with respect to distance of the sound source
from a ribbon velocity microphone in a
suitably treated studio for frequencies be-
tween 200 and 1000 cycles. It is readily
apparent that any enhancement of the
tonal quality of a singer or instrumentalist
by the acoustical properties of the studio
is negligible when the performer is too
close to the microphone. Fig. 2 shows the
energy response for various microphones
in a typical studio.

E
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()
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Since most musical sounds and human
voices produce sound waves of a compli-
cated series of harmonics, each with a dif-
ferent wavelength, frequencv, and ampli
tude, two or more microphones placed at
unequal distances from the source of the
waves will receive them successively, rather
than simultaneously, The time interval will
cause the composite wave to present a dif-
ferent arrangement of its harmonics to each
microphone at a given instant. If the out
puts of these microphones are then blended
and reproduced by a single loudspeaker,

2
DISTANCE IN FEET
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FIG. 2 (top). Energy response curves
for direct and reflected sounds in a
typical studio.

FIG. 3 (middle). Frequency response
of the RCA Type 44-BX microphone.

FIG. 4 (left). Directional characteristics
of the RCA Type 44-BX microphone.
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the results manifest themselves as raspi-
ness and raucous tones, particularly at the
higher frequencies. It is for this reason that
single mike pickups are recommended, par-
ticularly for musical programs. However,
if multiple microphones are required to
obtain full coverage, considerable care must
be exercised to avoid distortion caused by
wave interference and phasing.

A general understanding of the charac-
teristics of the microphones commonly used
in broadcasting is of material assistance in
selecting the proper type for a specific task
to obtain optimum results. The tabulation,
Table 1, shows the general properties and
characteristics of several such microphones.

I'igs. 3-4 graphically show the direc-
tional and frequency response character-
istics of the RCA-44-BX ribbon velocity
microphone. Fig. 5 illustrates the RCA-
77-1) combination velocity and pressure
microphone characteristics.

The acceptability of the final outcome
depends in a large measure on the subjec-
tive reaction of the individual responsible
for the performance as well as on the
listener, and for this reason no hard and
fast rules can be established. Instead, some
illustrations will be given in which various
acoustical problems have been met and
from which general principles may be
derived as a guide to acceptable practice.

When an interview for an individual is
conducted or a brief address is being de-
livered from a small speaker’s studio, a
bi-directional microphone can be used,
from both sides if necessary. The recep-
tive sides of the microphone should be
located at least 8 feet from the nearest
reflecting wall so that no distortion due
to wave interference results. Since the
major portion of the sound is direct, as it
should be, when articulation is important,
the reverberation time should be low. This
condition may be carried too far, and some-
times sounds artificial and unrealistic.
Under practical application, the apparent
reverberation may be increased by increas-
ing the microphone distance from the
speaker, thereby increasing the ratio of
reflected to direct sound at the pickup
point. The bi-directional microphone is
particularly suitable for a speaker in a
“dead” studio, because the microphone
responds to sounds originating both in
front and behind it, thereby increasing the
apparent reverberation. Of course, where
the background noise is excessive or the
studio reverberation time is high, a uni-
directional microphone which discriminates


www.americanradiohistory.com

T

ChiG0B0n i

OPEN CIRCUIT FREQUENCY RESPONSE

OF A TYPICAL
TYPE 77-D MICROPHONE

N el | +s v
GJJ 0 j / -
' o ™ Vity - rd \
b < )
w
R SN / ve
| / UNIDIRECTIONAL POSITION
' S[l)
UNI-DIRECTIONAL POSITION l 60 100 1,000 10,000 15,000
| FREQUENGY IN CYCLES PER SECOND
' OPEN CIRCUIT FREQUENCY RESPONSE
l OF A TYPICAL
TYPE 77-D MICROPHONE
| *
M
I P =
0o 7 — _
| ™N / N—
0 _g / -
l d V‘\{y/
| 2o
N 4
| o 5 / LV2
- YV
| / BIDIRECTIONAL POSITION
I -20 /
I 60 100 1000 10,000 15,000
Bi-DIRECTIONAL POSITION l FREQUENCY IN CYCLES PER SECOND
| OPEN CIRCUIT FREQUENCY RESPONSE
| OF .A TYPICAL
TYPE 77-D MICRCPHONE
| +5 P
M ’-\ \\
I 0 )‘ = 1 e T
»
] o 3! // \
2 ST
= | +1 14
l S 1o Ye
w
w 1
=15
| NONDIRECTIONAL POSITION
| -20
I 60 100 1000 10000 15,000
l FREQUENCY IN CYCLES PER SECOND
NON-DIRECTIONAL POSITION
Directional Patterns l Frequency Response Curves
FIG. § (above). Directional patterns and frequency response curves for the RCA Type 77-D microphone.
A-55

www americanradiohistorv com



www.americanradiohistory.com

r - BE against all frequencies equally, other than
those in front of it, is preferable.

-30 i .
| . Special Effects
J o Very often, during dramatic sequences,

special speech effects are desired or simu-
lated, as for example, during a telephone
conversation or when voices in a cavern
or supernatural voices are being reproduced
in a fantasy or mystery story. The cus-
tomary means involve the use of electrical
filters and equalizers inserted in the micro-
phone circuit. Fig. 6 is a block diagram of
such a device with its corresponding char-
acteristic curves. By means of this unit,
large variety of effects may be obtainec
as required by the script.

—40

=50}~

FILTER
POSITION

-60

A very useful adjunct along the same
line is an echo chamber, within which ar
additional microphone, either non-direc
tional or bi-directional, and loudspeaker
« are located and connected in the transmis
MIKE |— PREAMP|— FILTER [—{PREAMP— FADERI sion system so that an artificial delay, to

gether with multiple reflections, are intro

duced. The echo chamber is sometimes usec

for musical programs, particularly witk

R \ ‘ small or medium sized groups where ar

300 560 000 2000 5000 16000 aural effect of spaciousness similar to =

FREQUENCY — CYCLES PER SECOND concert hall is to be envisioned. Fig. 7 i

a block diagram showing an echo chambe

line-up. Fig. 8 illustrates a typical arrange

ment for a dramatic presentation using ar

orchestra for musical bridges, sound effects:

voice effects, together with the usual cas
and announcer’s microphone.

FILTER LOSS IN DB

_70 -

[ TELEPHONE FILTER
—80 i - 1 {

FIG. 6 (above). Typical telephone {ilter characteristics.

FIG. 7 (below). Echo chamber line-up.

Groups
In setting up musical groups, the tech
TO OTHER NORMAL n-ique for microphone placement in rela
LI LR GRS  tion to the performers depends on the typ
of program, the number of participants
and the effect desired. The pickup for :
solo instrument or vocalist is generally :
simple matter. Care must be taken, how
— —_|_sTUDIO CONTROLS | _ _ __ __ _ ever, not to place the microphone clos
T enough to pick up the mechanical nois
of an instrument such as a piano hammer
the plucked strings of a guitar, or th
surface noise of bowing, as in the case o
a violin. In the case of a vocalist, it i
{MIXER) important to remember that the low fre
quency response of the velocity or ribbor
microphone is accentuated when the dis
tance between the source and the micro
phone is less than a wavelength. Conse
quently, singers should stay at least 3 fee
away or more, depending on their volum
range. Tvpical arrangements for voice wit
piano accompaniment are shown below i

Figs. 9A and 9B.
NORMALLY .
FIXED 5 Small musical groups, such as quartet

or trios, may be treated similarly to
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soloist with piano accompaniment, with
some slight modifications. In this case, it
would be preferable to keep all the instru-
ments on the same side of the microphone.
as shown in the Fig. 10.

If the microphone is located too close
to an instrumental group, high differentia-
tion of the individual instruments would
result. If the microphone is further away.
the sounds will blend together, as they do
when heard in an auditorium or music
room, and result in a more realistic and
normal reproduction. Care must be exer-
cised, however, in not going too far since
“definition” may be lost entirely.

For the concert orchestra, the sensitive
and comparatively noise-free ribbon veloc-
ity microphone has been highly useful.
Because of its uniform receptivity at all
frequencies, it permits greater control of
the low pitched instruments by proper
angular orientation to the axis of a
microphone.

It is possible to bring the entire group
within an effective angle of 90° by placing
a single microphone sufficiently far enough
in front of the orchestra, Under such con-
ditions, the arrangement of the instruments
needs little, if any, changing from the reg-
ular concert seating plan for satisfactory FILTER MIKE
results in broadcasting. Illustrated, in Figs.

FIG. 8 (right). Setup for dramatic program with O
musical bridges.

FIG. 9 (left. below). A—Microphone placement

for solo with piano accompaniment. B-—Alter-

nate microphone placement for solo with piano
accompaniment.

FIG. 10 (right, below). Arrangement and micro-
phone placement for small musical groups.

ELECTRIC ORGAN

PIANO

sog?l ST \\
d =

(a) ) / > \

&
é’? SOLOIST =
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FIG. 11 (above).

11 and 12, are the seating plan and micro-
phone position for the NBC Symphony
Orchestra.

The optimum distance and height of
the microphone in any pick-up can be
determined when all the factors, such as

FIG. 12 (below). Microphcne elevction and platforms for orchestra for N3T Symphony.

Arrangement and microphone placement for symphony orchestra and soloist.

acoustical conditions, random noise, size
and character of performing group, type
of microphone selected, etc., are known.
Laudable efforts* have been made in set-
ting up some mathematical basis for deter-
mining the position but the elements of
personal judgment plus the individual

FIG. 13 (belewl.

acoustical character of the space from
which the program originates are too im-
portant to be neglected.

The varying directional characteristics
of the orchestral instruments themselves
must be considered; for example, strings,
woodwinds and percussion are practically
non-directional, while brasses project
strongly in the direction of their bells.
Since the microphone is essentially mon-
aural, it is strongly affected by the direc-
tivity of the instruments and since the
apparent volume of sound at a given angle
is inversely proportional to the distance of
the source from the microphone, the strings
should be placed nearest and well within
the effective response angle of the micro-
phone in use. On the other hand, the per-
cussions are not only non-directional, but
capable of almost unlimited volume. Con-
sequently, they should be located at the
maximum distance and anywhere within
the limits of the response angle. It will be
noted that this arrangement is quite similar
to the usual concert seating plan.

When a soloist is accompanied by an
orchestra, the pick-up for the orchestra
remains the same as described above, but
the soloist may have a separate micro-
phone, and placed so that its position
toward the orchestra is at its minimum
response angle as shown in Fig. 11. Fre-
quently, in the case of instrumentalists or
vocalists with strong, well-projected voices,

4J. P. Maxfield—"Liveness in Broadcasting”
—W. E. Oscillator, Jan. 1947.

Microphone pickup for small concert orchestra.
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additional microphones are not required.
and the orchestra mike serves as the sole
pick-up.

Smaller Groups

For smaller groups, such as a salon
orchestra or 20 to 30 piece orchestra, the
fundamental treatment is the same as pre-
viously described. The principles of direc-
tivity and volume of the instruments must
be kept in mind, and the weaker, non-
directional strings, woodwinds, etc., placed
in a correspondingly more favorable loca-
tion, as illustrated in Fig. 13.

A departure from the single microphone
pickup for a musical group is frequently
justified when a popular dance band is
being broadcast. The use of multiple micro-
phones in many cases is absolutely neces-
sary. When the program originates in
night-clubs, hotels, ballrooms, etc., con-
siderable random noise exists. As a result.
it is necessary to place the mike as close
to the source as possible to exclude the
mwanted noise. Because of the proximity
of the microphone to the band, all the
instruments cannot be included within its
effective response angle, and additional
microphones are necessary to obtain full
coverage.

Another equally important reason for
the use of multiple microphones with a
dance band is the prominent use of low
volume sounds such as a muted trumpet
or trombone, and other special effects,
which are an inherent part of the musical
content itself. Frequently a rhythm sec-
tion, consisting of piano, drums, bass viol,
and guitar are grouped together and sepa-
rated from the brass and strings. Because
of these special effects, a popular singer
almost always requires his own micro-
phone. Two illustrations at right, Figs. 14
and 15, show the setup for popular dance
bands with and without a vocalist. In most
cases, the special effects achieved by use
of multiple mikes are considered more im-
portant than any detrimental effects due
to wave interference.

The foregoing principles as to methods
and applications constitute only an out-
line and indicate the results that might be
expected using the various pick-ups, micro-
phores, and acoustical conditions. They
are intended as a guide rather than strictly
formulated rules. There is no known sub-
stitute yet for individual judgment, taste,
or listeners’ reactions, which are the prin-
cipal guides in achieving the optimum

O O O

%

O O ¢

SAXOPHONES

O

TRUMPETS
O
O O BASS
TROMBONES

GUITAR

-~ vocaList

DRUMS

FIG. 14 (above). Typical arrangement for dance orchestra.

results. The success of every broadcast
depends on sound fundamental principles
intelligently applied with flexibility and
originality, taking full advantage of every
technical advance to meet the needs of a
particular situation. In this way, only, can
the skill in technique of broadcasting keep
pace with the engineering developments so
frequently being provided.

FIG. 15 (below).

microphone.

The author wishes to acknowledge the
generous help of the NBC staff and is
particularly indebted to Rinehart and
Company for permission to reproduce Figs.
9 to I5 from their current book “Broad-
casting Music,” by E. La Prade (1947).

Thanks are hereby extended to Audio
Engineering for artwork and additional
material.

Microphone pickup for dance orchestra with strings and a vocalist. A—Principal
B—Vocalist's microphone. Other microphones for group accentuation.
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FIG. 1. Floor plan of building de-

signed to house studios, trans-

mitter, offices and other facilities
of a small television station.
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can be added to building
in Fig. 1 to make provis
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expanding activities of
vision station.

PLANNING RADIO AND

TELEVISION

The planning of sound and television
broadcast studios requires very careful
consideration and coordination of a num-
ber of technical and economical factors
to insure the satisfaction of present and
anticipated requirements and the provision
of sufficient means to accommodate future
needs. The size of the plant, the number
of studios, and similar questions must be
answered, in large part by the station man-
agement itself as it is best equipped to
determine whether it will originate a large
number of live talent programs, use re-
corded material to a considerable extent,
or rely to an appreciable degree on receiv-
ing programs from a network.

The general technical problems involved
in the selection of the studio plant loca-
tion are in the main quite similar whether

A-60

the plant is for sound or television broad-
casting. Television studio broadcasts in-
volve scenery, props or appreciable size,
etc., which must be conveyed to the
studio, removed from it and stored so that
convenient location near the ground level
is to be preferred. Television broadcasting,
where live talent studios are involved, will
occupy about 3 or 4 times as much space
as sound broadcasting, consequently, eco-
nomic considerations may dictate lower
rental space or more economical land.
There is no fundamental difference be-
tween the planning of Standard (AM)
Broadcasting and Frequency Modulation
(FM) Broadcast studio facilities as the
difference between these two types of
broadcasting occur in the RF portion of
the link between the studio and the
listener.

www americanradiohistorv com

STUDIOS

Space

There is considerable experience in
sound broadcasting to indicate the space
required for the studio plant. The number,
size, and types of studios selected influ-
ence space requirements particularly if an
appreciable audience is to be admitted to
the broadcast. The number and tvpe of
studios planned should be adequate to
accommodate the contemplated types and
sizes of performing groups with an ade-
quate allowance for rehearsal time. The
total floor space required for the plant
varies considerably dependent on the
building but is usually 3 to 6 times the
area of the studio space.

There is not yet the background or ex-
perience in television broadcasting as in

* By George M. Nixon, Manager, Engineer-
ing Development, National Broadcasting Co.,
Inc.,, New York.
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STuoic

7x24

sound broadcasting to indicate as definitely
the amount of space required except to
state generallv that, where an appreciable
number of live talent programs are to be
originated, the space requirements will be
about 3 to 4 times that of sound broad-
casting. It is most important in planning
that provision be made for future space
expansion so that as television broadcast-
ing develops and grows the plant may keep
pace with its growth.

LOUDNESS CONTOLRS

JTUDI(:-
|7x2+

STUuDIC @
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Cc;nlrna\. | 25 x 25

AUDITORIUM
/]'anmﬂ 100 seats

There are two main wavs in which the
studio plant may be developed.

(a) The horizontal plan
() The vertical plan.

The horizontal plan which involves the
location of the studios on the same level
is adaptable to existing structures for
small plants, but larger plants would re-
quire the erection of a building specifically
designed to house the studios. The larger
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plants will involve considerable land area
which in some cities might require its loca-
tion too remote from the business and
entertainment areas. luture expansion is
in general most easily accomplished by
this type of studio arrangement. A sug-
gested arrangement of studio facilities is
shown in Fig. 1, and those same facilities
expanded are shown in Fig. 2.

The vertical plan is adaptable to either
an existing building or one specifically

100 300 1000 5000 10000

FREQUENCY IN CYCLES PER SECONO

FIG. 3.

Loudness intensities of the ear.

1D 10.0
WEIGHT IN POUNDS PER SQUARE FOOT

FIG. 4. Increase in sound attenuation in terms of weight of various homogeneous materiats.
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built to house the studios. Appreciable ex-
pansion sometimes results in a scattering
of work areas in different parts of the
building with resultant inconvenience un-
less included in the original planning.

Location

The location of the studio plant is a
most important decision to make. It should
be located so that convenient transporta-
tion is available to performers, technical
personnel and general public.

The major potential technical difficulty
to be studied is that of noise. Noise is
transmitted in two ways.

(1) Airborne
(2) Vibration of the ground or ele-
ments of the building structure.

The airborne sounds exterior to the plant
include those due to thunder, railways,
busses, aircraft, streetcars, industrial ac-
tivities, automobile traffic, etc. Certain of
these such as railways, streetcars, indus-
trial activities, etc., may transmit sound
by vibration of the ground to the studio
plant. The rental of space in an existing
structure requires investigation of the
activities of present tenants, and also the
restriction placed on future tenants as to
their noise producing activities. Major
sources of noise within the building may
include printing presses, pumps, industrial
machinery, punch presses, and the like.
Conversely, it should be kept in mind that
noise from a broadcast plant can be just
as annoying to others, particularly profes-
sional people such as doctors, or dentists
in the conduct of their work.

The problem of noise is stressed as it
is one for which the precautions must be
taken in the construction of the studio
plant. Tt is for that reason that a survey
should be made at the proposed location
with a sound level meter so that the mag-
nitude of the noise is known and the iso-
lation to be provided can be determined.

The use of a sound level meter is prefer-
able but in the event one is not available
some indication of the noise level may he
obtained by the use of a portable field
amplifier which practically all broadcast
stations have available. The absolute
magnitude of the noise may be calculated
approximately by obtaining the sensitivity
of the microphone from the manufacturer.

In those cases where the noise is from
a source which develops considerable vibra-
tion, the solution may not be economically
feasible. The location of the studios on
the floor directly above or below a bank
of large printing presses is such an ex-
ample. The amount of vibration generated
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by the presses is of such a magnitude that
there is no practical and economic means
to reduce it to a satisfactory value. Fur-
ther, it is not possible to predict accu-
rately the reduction which will be effected
because of the many related factors. Stu-
dios have been built in substantially this
type of location and as far as is known
trouble has always ensued—sometimes to
the extent of making necessary the installa-
tion of a high pass filter in the program
circuit to reduce the noise and compromise
the overall quality.

The maximum tolerable noise level in
studios is as follows:
Sound level meter

Scale A—Iless than 25 db*
B—1less than 35 db
C—Iless than 45 db

*(db above the threshold of hearing . . .)

Scale C is substantially “flat” as regards
frequency response and Scales B and A
correspond respectively to the Loudness
Intensity curves of the human ear.

It will be noted in Fig. 3 that the ear
at moderate intensities is less sensitive at
the lower frequencies than at medium and
high frequencies. This is fortunate as
sounds of these frequencies are most diffi-
cult to control.

Sound Control at Boundary Surfaces
The attenuation of airborne sounds is
dependent largely on mass of the material
rather than other characteristics of the
material itself. This is a generalized state-
ment, to which there are some exceptions,
and cinder concrete appears to have some
advantage over other materials for studio
partitions. The increase in attenuation
with mass is at a relatively slow rate as

wwWw americanradiohistorv com

. 8. Construction details of sound retarding studio door.

may be seen in Fig. 4. For example, a
6-inch wall (45 pounds per square foot)
of solid cinder concrete may be expected
to have an average attenuation (128 cycles
to 4096 cycles) of about 48 db and a
12-inch wall (90 pounds per square foot)
about 54 db.

Two 6-inch solid cinder concrete walls
with an intervening air space of more than
6 inches may be expected to produce an
attenuation of about 60 db. The use of
double walls is to be preferred to single
walls, because of the increased sound at-
tenuation over a single wall, the reduction
of impact sounds, and the lesser weight for
a given degree of sound attenuation. The
partitions should extend f{rom the tloor
slab to the under portion of the floor slab
above (or the roof). Cinder Dblock walls
have appreciable sound absorbing proper-
ties which absorb sound in the interven-
ing space between walls and also are fairly
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free from pronounced resonances which are
manifest as reduced attenuation over a
band of frequencies.

The use of two 6-inch solid cinder block
partitions (each plastered on one side)
separated by an air space is the minimum
that should be provided between adjacent
studios. The use of partition block of
smaller dimensions, say of 4 inches thick-
ness and hollow instead of solid will per-
mit the transmission of more sound than
is desirable.

Commercial sound isolation systems are
effective in attenuating airborne sounds
but experience has shown them to be less
effective than is desirable in reducing the
transmission of vibration at lower frequen-
cies (of about 100 cycles and lower).
There are advantages in their use where
weight becomes a factor. Construction de-
tails of sound isolation systems for walls,
floors, and ceilings are shown respectively
in Figs. S, 6, and 7.

There are types of multiple wall struc-
tures of light weight which are effective
in reducing sound transmission but usually
such walls occupy appreciable space, are
relatively expensive and require careful
supervision of their installation to insure
proper performance.

Attention must also be given to the ceil-
ing and floor surfaces to insure the mainte-
nance of the high degree of sound atten-
uation provided by the partitions. In the
buildings with stone concrete floor slabs
of adequate thickness (4 to 6 inches thick),
adequate isolation from the floor above is
usually obtained by the installation of a
“suspended” or “hung” ceiling. (It is pre-
sumed in this case that the occupants of
the ftloor above are engaged in “quiet”
activities.) Such a ceiling is required for
light fixtures, concealing duct work and
the like. The ceiling should be supported
on resilient mountings, as the increased
cost due to their use is quite small, and

covered by loose rock wool fill, blanket
or similar sound deadening material.

The floor on which the studios are
mounted should be also studied as to noise
coming from the floor below and addi-
tional cinder fill topped by smooth con-
crete finish added or a sound isolated floor
installed.

Buildings with wooden floors present
some problems as to loading bearing
capabilities which may require re-arrange-
ment of the studio grouping to obtain
isolation by ‘“separation” rather than
structural means.

If the space surrounding the studios is
quiet these precautions may be relaxed
somewhat, but the effect of sounds from
the studio to the surrounding space should
be considered.

The observance of these precautions at
the boundary surface of the studio will
provide satisfactory noise conditions in
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most all cases. Practically, these surfaces
must be pierced by windows, doors and
duct work and where so pierced every
precaution must be exercised to maintain
the sound isolation provided originally.

Doors

Entrance to a studio should be effected
through two doors separated by a vesti-
hule which is acoustically treated over as
much of the areas as is possible. Experience
has shown satisfactory performance with
214" solid wood doors fitted with an auto-
matic bottom closer and gasketted on the
head and side, at each end of the vestibule.
Construction details of a satisfactory sound
retarding door are shown in Fig. 8.

Windows

Windows are needed for observation
purposes in the control booth and public
observation Dbooths. The use of double
glass of “lights” 74" and 12" thickness
respectively separated as widely as pos-
sible will provide sufficient isolation. The
isolation is improved to the extent of 6
to 10 db by acoustical treatment of the
boundary surfaces between the panes or
“lights” of glass. Construction details are
shown in Fig. 9.

Outside windows should be ‘‘sealed” by
masonry or treated in the same general
manner as control booth windows if re-
tained, to prevent transmission of sound
between the studio and outside spaces. If
no ventilating system is provided, and
windows must be opened during the sum-
mer, the sound isolation system of the
studio is greatly reduced in efficiency. The
studio may be oriented so the windows
face a quiet location, but thunder, aircraft
and similar noises will undoubtedly prove
disturbing.

Air-Conditioning and Ventilating Systems
There are four general sources of noise

due to ventilating systems:

(a) The fan (which inherentlyv generates
a fairly turbulent air stream).

(b) The system of duct work which may
transmit sounds through it or along
its surfaces.

(¢} The supply and return outlets.

(d) Rotating or reciprocating machinery

such as pumps, fans

(vibration), etc.

CoOmpressors,

All rotating and reciprocating machinery
together with its driving sources should be

www americanradiohistorv com

“*Anemostat” type.

mounted on a sound isolated base. Suit-
able isolation materials or springs include
rubber in shear, metallic coil or leaf
springs, cork, etc. The performance of
practically all these materials is dependent
on loading and the material should be de-
flected as much as possible (within the
limits of the material) to obtain as low
a natural resonant frequency as possible
thereby providing the greatest amount of
isolation. All connections to the equip-
ment should be as flexible as possible, elec-
trical wiring should be enclosed in flexible
armour rather than conduit, etc.

Duct work should be connected to the
fan through a canvas collar and the same
procedure employed in connecting the duct
work to the supply and return outlets.
The duct work should be wrapped where
it pierces the wall and wrapped within the
confines of the studio. The duct of dimen-
sions of 12" x 12”7 or smaller should be
lined for a distance of 16 feet between
the fan and first outlet; and between
outlets in studio and other spaces. Duct
work to listening areas, such as control
booths when of this dimension or smaller
should be lined for a distance of at least
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FIG. 12. A speaker’s studio simulating a living room can double as conference or sales room.

8 feet. The lining should bridge partitions
which are pierced by several feet on each
side of the partition.

Lining is adequate for small ducts but
most studios will require larger ducts in
which case, lining alone is not sufficient.
In the case of a duct 12” x 48", it should
be lined as indicated above and divided
at 12" intervals or less by absorbing mate-
rial so that in effect 4 small ducts in
parallel are created.

The supplv and return outlets are an-
other source of noise if the air velocity
is too high or the duct work is not ar-
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ranged for a smooth flow of air. Guiding
radial vanes should be employed as re-
quired which will aid in the distribution
of the air in the studio and also result
in quieter conditions. The details of a
satisfactory supply outlet of the “pan”
deflector or “Anemostat” tvpe are shown
in Fig. 10.

Air velocities which have been found
satisfactory are 1200 feet per minute or
less in main duct work; 500 feet per
minute or less for supply outlets and 300
feet per minute at return outlets.

www americanradiohistorv com

Pumps and compressors are sometimes
troublesome acoustically as completely
flexible joints or coupling to piping are
not too practical and also the liquid col-
umn may be substantially “solid” so sound
is transmitted along the piping in that
way. Such equipment should be located
as remotely as possible from the studios
and the piping suspended by resilient
mounting to prevent transmission of the
vibration to the building structure.

Recessed light fixtures pierce the ceil-
ing constructions and the manner in whch
sound precautions are observed is shown
in Fig. 11,

Types of Sound Broadcast Studios
There are three major types of broad-
cast studios from which live talent pro-
grams may originate:
(a) SpeakERs’ Stupio — This type of
studio is usually small, 12 by 18 feet
or similar, designed to simulate a
living room and intended only for
speech. Where economy is a factor,
such a studio may also serve as an
audition room, conference room, or
sales room. A studio of this type is
shown in Fig. 12.
GENERAL Purprose  Stupio — This
studio is intended primarily for the
accommodation of the performers,
with the visible audience, if any, of
secondary consideration. Its size may
range from 15 feet by 25 {feet to
50 feet by 80 feet. A photograph of
a small studio of this type is shown
in Fig. 13.
(¢) Aunitorium Stupio—The auditorium
studio is intended for accommodating
a visible audience and the presenta-
tion of the program from a platform
or stage, and has no prescribed limits
on size. The degree to which stage
furnishings are provided is dependent
on the amount of ‘“show” desired.
Such studios may be used for other
purposes, such as demonstrations,
cooking lessons, meetings, etc., as a
part of the station’s activities. A stu-
dio of this type is shown in Fig. 14.

(b)

Shape

The proportions of the studio should be
pleasing and at the same time technically
correct. The desired proportions of 2:3:5
for height, width and length have proven
to be a practical guide in studio con-
struction. In larger studioes, economy and
practical considerations may result in a
lowering of the ceiling height to a value
somewhat below the proportions stated.

Fig. 15 shows the preferred studio
dimensions together with the recommended
“maximum occupancy” (including per-
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formers and audience) and the “acoustical
optimum” which refers to the number of
performers only.

The object of incommensurate room
dimensions is to avoid a grouping of the
harmonics of natural room frequencies.
These proportions will result in reasonably
uniform distribution of these frequencies.
In the case of larger studios these “reson-
ances” become of lesser importance as the
natural frequencies are extremely low and
their harmonics within the audible range
substantially weaker.

Reverberation Time Frequency
Characteristic

The optimum reverberation time at
1000 cycles becomes larger as the studio
size increases. The optimum shown in
Iig. 16 is based on practical experience
and the critical judgment of a large num-
ber of people. Reverberation Time may be
defined as the length of time required for
a sound, having reached steady intensity
in an enclosure, to decay 60 db or to
one millionth of its original power. The
relation between reverberation time and
frequency provides a longer reverberation
time at lower frequencies than at medium
and high frequencies to compensate par-
tially for the characteristic of the human
ear and provide some aural decav period
at all frequencies. The Sabine-Evring
Knudsen formula for calculation of re-
verberation time has been found (o pro-
vide good correlation between calculated
and measured value. Fig. 17 shows the
relation between the function (a) or aver-
age absorption and the value —log. (1-«).

Te— 053

—S loge (1-0) + 4 mV

Where

T — Reverberation time in seconds. (The
time required for a sound having
reached steady state intensity to
decay 60 dbh).

V = Volume Cubic Ieet.

S = Total Surface Area-—square feet.

a — Average absorption co-efficients.

ap Sy - az Sz -+ ag sy
2! e i

m == Co-efficient of absorption of air at
50% R.H. (varies with frequency).

Arcoustical Treatment

The required total ahsorption is easily
calculated from the optimum frequency
reverberation time characteristic by use
of the Eyring formula. There remains.
however, the selection of the type and
thickness of material and distribution in
conjunction with reflective areas.

3 0l

FIG. 13.

FIG. 14.
There are several general tvpes of
acoustical materials.
(a) Plaster
tb) Draperies and carpets
(c) Tiles
(«1) Membrane covered absorbing
materials.

{coustical plaster is usuallv of only
moderate absorbing efficiency at medium
and high frequencies but the absorption is
subject to some variation dependent on
joh conditions—the manner of mixture,
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The acoustical treatment of a generzl purpose studio.

A typical auditorium type studio.

pressure of the trowel (or applicator),
etc. Tts relatively poor resistance to abuse
restricts its use to ceilings, if used at all,
in studios.

Draperies and carpets in general have
little absorpiion at the lower frequencies
and the absorpton increases with the fre-
quency. Draperies, lined and interlined,
hung 100 percent full (twice the area of
material is required for the area of wall
to be covered) and ! foot or so from a
wall will have verv appreciable low fre-
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FIG. 15. Preferred studio dimensions and

maximum occupancy.

quency absorption. Draperies are perhaps
the most economical means of providing
adjustable acoustical conditions. They are
useful in this regard particularly on the
rear stage wall of an auditorium type
studio to provide an acoustical change
in that area. Carpeting is useful in seat-
ing sections on the walking area of audi-
torium studios, on the floor of speaker’s
studios, under microphone stand to reduce
“scuffling” of feet and in certain cases to
reduce the noise of footsteps in corridors.

Acoustical tiles provide fairly high ab-
sorption at medium and high frequencies
and a lesser degree at low frequencies
dependent on the manner in which they
are mounted on ceilings or walls. Certain
types which are homogeneous and rely on
the porosity of the material for absorp-
tion tend to be fragile and subject to dis-
coloration due to “breathing.” (‘“Breath-
ing” is the discoloration due to temperature
and pressure differentials which tend to
entrap the dirt on surfaces due to the
passage of air through the tile near the
exposed surface.) (Plaster is also subject
to this effect.) In common with acoustical
plaster, porous tiles may be subjected to
indiscriminate painting when redecoration
is necessary and even careful painting in-
variably substantially reduces the absorb-
ing efficiency. Typical cases have shown
a reduction from 50 to 60 percent down
to 20 to 30 percent.

Membrane covered absorbing materials
are those in which the perforated mem-
brane whether it be metal, asbestos board,
or hardboard, serves as an acoustically
transparent covering of the absorbing
material up to about 4000 cycles after
which the covering becomes increasingly
reflective. These coverings are fairly abuse
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resisting and capable of painting several
times without adverse effects on the ab-
sorbing efficiency.

The decision as to which type or com-
bination of types of treatments is deter-
mined by the total absorption required,
decorative schemes and economy. In gen-
eral, if it is expected that the treatment
is to last for more than five years the
best economy ultimately is to provide
the best, the most durable and a type
capable of re-decoration.

The control of absorption at the low
frequencies can be accomplished by an in-
crease in thickness of one or more of the
materials selected, the furring or mount-
ing of the treatment at some distance
from the wall or the use of large areas
of generally “reflective” curved surfaces
which have appreciable absorption at low
and medium frequencies and almost none
at high frequencies.

Distribution of Treatment

One objective in studio design is to pro-
vide a reasonably diffuse sound field but
it is not believed desirable to obtain or
even approach complete diffusion as indi-
cations are that this results in a “confu-
sion” of sound. The desired diffusion is
achieved by the arrangement of acoustical
treatment generally throughout the studio
interspersed with plane, splayed, serrated
and diffusely reflective surfaces. Care
should be exercised that any large and
opposed flat reflective surface are avoided
to prevent persistent discrete reflections
manifest as “rattles” or “flutters.”

Speakers Studios to resemble a living
room should employ a carpeted floor (with
lining) and an untreated ceiling. The
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walls may be treated with an appropriate
area of commercial acoustical treatment or
heavy draperies. Since these rooms may
be small and used mostly for speech, par-
ticular attention should be given to pro-
vide adequate low frequency absorption
to avoid a “boomy” and unnatural speech
sounds. Where draperies are employed it
may be necessary to mount 2 inches or
more of rock wool blanket or similar
material behind the drapery to raise the
low frequency absorption.

General purpose studios should have a
floor covering of linoleum or similar sound
reflective material. The wainscot or chair
rail should be of abuse resisting material
such as cement plaster about 3 feet 6
inches or 4 feet high.

There are almost an infinite variety of
arrangements of wall and ceiling treat-
ments; consequently only generalized sug-
gestions can be made. The peripheral area
of the ceiling may be untreated so long
as the distance from the side walls is less
than 3 to 4 feet. If this distance becomes
larger the area should be convexly curved,
splaved or a band of acoustical treatment
provided. Large areas of reflective surfaces
parallel to the floor centrally located must
be avoided, because of the danger of per-
sistent vertical reflection in the microphone
field. The wall treatment should be ar-
ranged in some decorative pattern of
curved or serrated reflective surfaces alter-
nated with absorbing areas. It may be
noted that convexly curved wooden sur-
faces are in current use. There is no objec-
tion to wood, but the major virtue appears
to be in the shape of the curvature rather
than the material which forms the curve.
(There is some difficulty in certain cities
in the use of wood because of fire-proof-


www.americanradiohistory.com

-L0G g (I-%)

ES
[t

02
o3 | /|

03
0.3

0.

DA 0.2 03 04 05 06 0.8 I1.C
ABSORPTION COEFFICIENT-OC

FIG. 17. Value of expression —Log¢(1—q).
ing requirements of Fire and Building
Departments.)

Auditorium studios are divided into two
sections where the platform is in effect a
stege and so equipped. Where the platform
is merely a platform the division is less
obvious but the same general procedure
follows.

The stage floor should be linoleum cov-
ered. The side walls treated in much the
same way as the general purpose studio.
Tte rear wall should be entirely reflective
but serrated or contain convexly curved
surfaces. The rear wall should be provided
with a draw curtain so that adjustment
of acoustical conditions is possible. (See
Fig. 18.) The stage ceiling should be gen-
erally serrated and by a suitable sawtooth
arrangement border lights may be con-
cealed from the seating section. This
obviates the use of masking borders as
their extensive use tends to reduce ex-
cessively the reverberation time at higher
frequencies.

The seating section should contain up-
holstered seats thereby providing substan-
tially the same absorption in this area
whether empty or fully occupied. The
flocrs on the walking areas should be car-
petzd to deaden foot falls and scuffling of
feet. The ceiling above the seating section
may be left untreated as an aid in the
pronagation of sounds from the stage to
the listeners. The forward portion of the
side walls (perhaps 2/3 or 3/4 of the

FIG. 18. Rear wall of auditorium stage is reflective with draw curtains to vary acoustical conditions.

distance from the stage) may be untreated
provided they are splayed so that opposed
surfaces are non-parallel. It may be neces-
sary to treat the rear portion of the side
walls to reduce delayed reflection back
to the stage. The rear wall should be
heavily treated and if desirable to appear
architecturally as curved with a radius
near the stage apron, the wall should be
arranged in a series of convex curves or
serrated. Despite the fact that some 80
percent or more of the sound energy may
be absorbed, a relatively large area reflect-
ing sound energy to a concentrated small
area can and has caused trouble. Where
the difference in path length between
direct sound and reflected sound is 50 feet
or more the plans should be examined care-
fully as appreciable reflected sound energy
of this path difference will tend to be
manifest as a fairly distinct echo.

Absorption Due to the Air

The increased attention to higher fre-
quencies in sound transmission and repro-
duction indicates a review of acoustical
techniques in this field. The information
of the performance of acoustical materials
generally available includes a frequency
range of only 100 cycles to 2000 or 4000
cycles as contrasted to reliable information
from 30 to 15,000 cycles to most avail-
able communications engineers. This is a
serious limitation in which only some
progress has been made in the extension
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of the range but the information is not
generally available.

The absorption of the air itself becomes
a factor at about 4000 cycles and above
10,000 cycles is the controlling factor. At
a relative humidity of 50 percent the ab-
sorption due to the air itself is such that
even though the walls, ceiling and floor
were perfectly reflective, no studio regard-
less of volume, can have a reverberation
time greater than 1.5 seconds at 10,000
cycles and about 1.0 seconds at 15,000
cycles. Fig. 19 shows the reverberation
time at various frequencies (regardless of
the volume of the enclosure) when the
total absorption is that due to the air
alone. Attention is called to this factor,
not that appreciable control can be exer-
cised, but rather that it be known and
recognized in the planning. The absorption
due to the air rises gradually to a peak
in absorption at 20 to 30 percent relative
humidity and at higher values (ahove 50
percent) decreases appreciably.

Control Booths

The floor of control booths should be
sound reflective, covered by linoleum or
similar material. The ceiling should be
treated over about 80 percent of the area
with a material equivalent to 2 inches rock
wool covered by perforated asbestos board.
The treatment of the walls will depend
somewhat on the particular booth, but if
an entrance door is assumed on one end
wall, a general statement may be made.
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REVERBERATION TIME ~— SECONDS

FIG. 20. A typical television studio set showing microphone and camera placement.

The wall opposite the control booth win-
dow and the adjoining wall (opposite the
entrance door) should be treated above a
wainscot 3 feet or 3 feet 6 inches high
over the entire area with a material equiv-
alent to the ceiling treatment. (If the con-
trol booth ceiling is 8 feet high, the treat-
ment may be started 3 feet above the
floor and stopped 7 feet above the floor—
in a 4-foot panel.) This would be a more
economical procedure as perforated as-
bestos board is usually supplied in sizes
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FIG. 19. Reverberation time at various frequencies
with total absorption due to air alone.
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of 2 feet by 2 feet or 2 feet by 4 feet.
The same condition would apply hori-
zontally where an additional 6 inches or
so would involve cutting and fitting.

Television Studios (Live Talent)

There is not the same amount of ex-
perience with live talent television studios
as in sound broadcasting but the experi-
ence of a period of eight years with a
studio 30 feet by 50 feet and 18 feet high
has taught some lessons. The observations
of the experience of others in this field
have also proven helpful. The problem in
the television studio is different acous-
tically in that a set with three sides or
even two sides tends to determine the
acoustical quality of the sound pickup in
that set. The studio itself should be sub-
stantially non-reverberant or acoustically
“‘dead.” The studio, by its very nature,
cannot be a showplace in the usual sense
so that decorative effects may be subor-
dinated very definitely to practical re-
quirements. It is to be expected that
provision must be made for a visible audi-
ence in some cases, but the flexible use
of the studio and the screening of viewing
action by the sets themselves will tend to
locate such an audience adjacent to the
control booth or at some other location
well above the floor level of the studio
and in a sense out of it.

The acoustical treatment in a television
studio would approximate that of a mo-
tion picture studio (not a scoring stage).
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The entire area of the walls and ceiling
should be covered by 2 inch rock wool
blanket or similar material. To prevent
“dusting” of the material another cover-
ing of flame-proof muslin should be ap-
plied on the ceiling and upper wall sur-
faces. The wall surfaces to a height of
about 12 feet should be covered with
perforated asbestos board or similar mate-
rial painted a light matte-gray or alu-
minum color. The upper wall and ceiling
surfaces should be covered by 14 inch or
I inch mesh screening.

The noise requirements are perhaps
more stringent than in sound broadcasting
as the microphone is located 3 to 6 feet
from the performers and will receive a
higher ratio of random to direct sound than
in sound broadcasting. Figs. 20 and 21

show typical views of a television studio.

The light levels in sound Dbroadcasting
require 20 to 30 feet candles incident on
a horizontal plane about 3 feet above the
floor. This is roughly equivalent to about
6 watts per square foot of floor area. Tele-
vision lighting requires between 200 and
500 feet candles of incident light on the
set even with the more sensitive pick-up
tubes. This amount of light is required
for artistic lighting and while the camera
pick-up tubes will work at lower light
levels, the increased ease of operation with
the lens “stopped down” with attendant
greater depth of focus is a desirable fea-
ture. These light levels are roughly equiv-
alent to 20 to 30 watts per square foot of
floor area. The difference is that broad-
cast studios are uniformly illuminated
whereas in television the lighting is con-
centrated on one or more sets. The light-
ing may be on two at the same time as
in a small studio the proximity of the sets
is such that some spilling of light from
one to the other is unavoidable. The in-
creased lighting load requires increased
air-conditioning (or ventilation) to dissi-
pate and carry away this heat. A noise
problem is introduced by reason of the
fact that duct sizes become increasingly
larger and there will be a tendency to in-
crease the velocity of air to reduce the
size of the duct. The increase in velocity
in the duct in the main run is not objec-
tionable provided that adequate sized
ducts run to the studio properly treated
so that the noise generated in the main
run due to the velocity of the air is effec-
tively attenuated. The desired practice of
introducing the air at a height of about
15 feet above the floor and removing air
at the ceiling and floor tends to bring
the supply outlets closer to the probable
microphone locations.
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‘T'he same general conditions as (o air-
conditioning or ventilation apply in the
control booth, particularly if appreciable
equipment is located in that space. The
power load per camera chain dependent
on auxiliaries such as monitors, etc., is
about 3 KW. A separate exhaust system
over the equipment itself to remove its
heat is desirable. The occupants of a
sound broadcast control booth may range
from a minimum of one to a maximum
of rwo or three. (These numbers refer to
persons performing useful functions and
do not include the usual onlookers.) The
occupants of a television control booth will
range from four to seven dependent on
the manner in which technical and pro-
gram production is accomplished. The
acoustical requirements for listening are
jus. as critical and the same attention
must be given to sound control as in sound
breadcasting. It is evident (see Fig. 22)
that the television control booth is, of
necessity, considerably larger than a sound
broadcast booth.

The size of television studios will be
appreciably larger particularly as to height
to permit light bridges, cat walks and the
like. The experience in a studio 30 feet
by 50 feet by 18 feet high has shown thal
the low ceiling is a disadvantage and that
this studio is almost the minimum size.
A minimum sized television studio would
be about 25 feet by 40 ieet by 22 feet
high. A more desirable minimum size is
about 40 feet by 60 feet by 25 feet high.

FIG. 2I.
There is another difference and that
concerns the control booth. In sound

broadcasting location of the comntrol booth
17 to 2 feet above the studio floor level
and at one end is generally satisfactory.
In the case ol television for flexihility and
adequate vision the control booth floor

T
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Another typical television studio sel.

should be located midway on the long side
of the studio and should project into the
studio for a distance of several feet.

General

It is desirable to appreciate that stu-
dio planning is based on satisfying the
opinions, wishes, and desires of people.
That is, the end result is the subjective
opinion of people rather than the objec-
tive measurements by means of a technical
instrument. It is not to be expected that
any plant will completely satisiv everyone
that uses it or views or hears the product
of its output. It is to be expected that the
proper planning will satisfy about 70 per-
cent of the people and that the remainder
will admit perhaps grudgingly that it is
at least tolerable. Because such planning
involves subjective judgment there is a
probability of change in requirements as
tastes in general may change. These
changes may not Dbe of a fundamental
nature but in details or in a tendency
more toward one direction than the other.
It was for that reason that mention was
made of planning for future expansion so
that {uture requirements may be accom-
modated. Tt is hoped that the material
presented will be some help to those con-
cerned with present and future planning.

FIG. 22. View of a television studio control room
showing video and audio monitoring facilities.
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Video Equipment Theory

A Review of the Basic Concepts of the System and

Their Effect on the Design of Studio Equipment

Introduction

The problems which arise in the design of television
equipment involve a branch of electronics which is
strange to many technicians entering the field for the
first time. This is especially true of those who have long
experience in the field of sound broadcasting and repro-
duction, but whose education and experience antedate
the post-war television boom as well as the war-time
period, during which were developed so many of the
techniques of electronic pulsing circuits. Basically the
_art involves the generation and reproduction of high-
speed transient phenomena at both regular and irregular
intervals and the consequent need for understanding cir-
cuits used for amplifying and transmitting wide bands
of frequencies. Not only are the techniques new, but a
whole new language has been developed to aid in their
expression. It is hoped to provide here at least a brief
glimpse of this new field and its language, thus helping
the beginner to a firmer grasp of the tools he must now
employ.

Limitations

No true appreciation of any system can be realized
without some understanding of its basic limitations, and
a discussion of the television system should therefore
begin by reviewing these. The most serious limitation
of a television system, as in the case of an aural system,
is “noise.” The same phenomena that cause hum, crackle,
and hiss in the background of a sound broadcast, cause
bar-like shadows, random blotches, and “snow storms”
in the background of a television picture. The word,
noise, has been carried over from aural terminology into
television terminology with the same connotation; thus,
any spurious elements in a television picture are gener-
ally called noise. In reading the following discussions, it
will be helpful to remember that much of the reasoning
behind the methods used in the television system is based
on the need to minimize the effects of noise.

Spurious noise components in the signal arise from
three general sources, (a) shot noise and thermal agita-
tion in vacuum tubes and other circuit elements, (b)
pickup from associated or remote electrical apparatus,
and (c) microphonics. The best means for minimizing
noise is to maintain a high signal-to-noise ratio in all
parts of the system; but where this is impossible  special
circuits are a distinct aid in extending the useful range
of operation.

Noise, limits among other things, the ability of the
system to resolve fine detail. However, a more direct
limitation on the resolving power of the system is the
frequency bandwidth available in the transmission sys-
tem. This limitation has commercial aspects of more
significance than the technical aspects because of the
limited room available in the radio spectrum. As a re-
sult, the decisions of the FFederal Communications Com-
mission effectively determine the limits of resolution
within the noise-free service area of any station. Long
vears of field testing have shown that a six-megacycle
channel will provide adequate resolution and at the same
time will vield a reasonable number of channels.

Other factors which limit overall performance are
the fineness of scanning apertures,* the degree of accu-
racy with which tonal gradations are reproduced, and
the brightness range of which the reproducing device is
capable. However, if it can be assumed that the trans-
mission system between the pickup and reproducing de-
vices is reasonably linear, then the problems arising from
these particular limitations are confined largely to the
pickup and reproducing devices themselves, and do not
affect system considerations to the same extent as limita-
tions described in the preceding paragraphs, and as cer-
tain economic factors do.

Economic factors usually limit the degree to which
technological development is used to improve the quality
of performance. Methods may be known by which some
of the physical limitations of the system can be overcome,
but sometimes such methods are not used for a long
time after their discovery because means for applying
them economically are not developed simultaneously. In
other words, their use increases the cost of equipment
excessively. This is especially true in the case of re-
ceiving equipment which must be produced in large
quantities at low unit cost.

* The use of the word aperiure in television probably arose
from the use of scanning disks where the light passed through
small holes which traversed the projected area of the scene.
Small holes traversing closely spaced lines in the area were
capable of greater resolution than larger holes traversing more
widely spaced lines. Though scanning  disks are no longer
used, the term aperture is still applicd to the scanning device
m a gencml sense. In electronic television, the diameter of the
“aperture” is simply the diameter of the scanning beam of
electrons in the pl(me of the scanned image. Similarly the term
aperture correction is applied to means (usually the use of
special circuits) for compensating the picture signal for loss
of resolution caused by finite size of the beam and by non-
uniform distribution of electrons over the cross-sectional arca
of the beam.

B-1
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Such methods often do find their way into transmit-
ting equipment, where low unit cost is not so important
and where quality of performance is paramount. Quality
is stressed in transmitting equipment to provide reliability
and to reduce the need for including in the receivers
complicated and expensive corrective circuits. Examples
are circuits for automatic correction of scanning linearity,
and clamp circuits for accurate re-establishment of black
level, or d-c restoration, as it is often called.

Standards

During the decade preceding the entrance of the
United States into World War IT, Radio Corporation of
America carried on an extensive program of research and
development in television which has been largely re-
sponsible for the formulation of the standards governing
our present black-and-white system. The earliest work
on standards was done through the medium of the Radio
Manufacturers’ Association. Much more extensive work
on standards was carried on later by the National Tele-
vision System Committee and the Radio Technical Plan-
ning Board, the former body being set up to deal ex-
clusively with television standardizing problems and to
bring about agreement among the several interested
groups on suitable standards for recommendation to the
FCC. With the approach of commercial broadcast service,
the FCC adopted the recommendations of these bodies
as the basis for tentative standards of good operating
practice. Activity of the RMA has continued on tele-
vision and its recommendations have been extended to
cover much of the detail of studio and transmitter opera-
tion, and of receiver design. While a considerable portion
of this material still exists only in the form of recom-
mendations to the FCC, it will undoubtedly constitute
the major part of the final standards.

One of the most important standards recommended
is the one which describes the waveshape of the picture
signal. This standard is outlined in detail in a drawing
which is reproduced in Fig. 5. Reference will be made
to this drawing from time to time in discussing the sys-
tem, and an attempt will be made to clarify the reason-
ing involved in establishing many of the specifications
included in it.

Scanning System

The standard system of scanning in television is one
in which the scene or image is traversed by the aperture
in lines which are essentially horizontal, from left to
right, and progressively from top to bottom. The aim is
to have the aperture move at constant velocity both
horizontally and vertically during actual scanning periods
because this type of motion is simple to duplicate in
the reproducing aperture and because it provides a uni-
form light source in the reproducer. At the end of each
line the aperture, or scanning beam moves back to the
start of the next line very rapidly. The time occupied
by doing this is called the fly-back or retrace period.
In a similar way, the beam moves from the bottom
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back to the top after the end of each picture scan.
Motion during retrace periods need not be linear. The
complete traversal of the scene is repeated at a rate high
enough to avoid the sensation of flicker. This rate has
been set at 60 times per second because most of the
power systems in the United States are 60-cycle sys-
tems, and synchronism with the power system minimizes
the effects of hum and simplifies the problem of syn-
chronizing rotating machinery in the television studio
(film projectors) with the scanning.

It has appeared rather recently that the choice of 60
cycles for the vertical scanning frequency was a for-
tunate one for another reason. The progress of the art
has included means for obtaining brightness levels in
the reproduced pictures which are appreciably greater
than those used in motion picture theatres. It is well
known that the threshold of flicker increases as the
brightness increases. Thus, 48- or 50-cycle flicker would
be noticeable to some observers at modern brightness
levels in television receivers. Persistenge of vision varies
in different people, and those whose persistence charac-
teristics are short are conscious of the 60-cycle flicker
in the bright pictures on some present-day receivers.
Therefore it appears that a still higher vertical frequency
would be desirable if other factors would permit. Need-
less to say, the interline flicker, mentioned later in con-
nection with interlacing, is also less objectionable with
the higher scanning rate.

Another important factor affecting flicker is the per-
sistence characteristic of the screen material in the re-
ceiver. This can be made long enough to overcome any
appearance of flicker, even with scanning rates less than
50 cycles per second, but, if carried too far, such long
persistence causes ghost-like trailing after moving objects
in the scene. Judicious choice of screen persistence is a
great aid in reducing flicker.

Obviously the scanning apertures in the pickup and
reproducing parts of the system must be in exact syn-
chronism with each other at every instant. To accom-
plish this, synchronizing information is provided in the
form of electrical pulses in the retrace intervals between
successive lines and between successive pictures. The
retrace intervals are useless in reproducing picture in-
formation, hence are kept as short as circuit considera-
tions permit, but are useful places in which to insert the
synchronizing pulses. These pulses are generated at the
studio in the same equipment that controls the timing
of the scanning of the pickup tube, and they become
part of the complete composite signal which is radiated
to the receiver. Thus scanning operations in both ends
of the system are always in step with each other. Syn-
chronizing is discussed in more detail in a later section.

The number of scanning lines is the principal factor
determining the ability of the system to resolve fine de-
tail in the vertical direction. The number of scanning
lines is also related to the resolving power in the hori-
zontal direction because it is desirable to have the same
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resolution in both directions. Thus, as the number of lines
increases, the bandwidth of the system must also increase
to accommodate the greater resolution required in the
horizontal direction. The present system employs 525
lines, a number arrived at after thorough consideration
of the related questions of channel width and resolution
by the N.T.S.C. and the R'T.P.B.

Interlacing

One of the most interesting features of the television
scanning system is the interlacing of the scanning lines,
a scheme which is used to conserve bandwidth without
sacrificing freedom from flicker. The sensation of flicker
in a television image is related to the frequency of the
illumination of the entire scene. It has no relation to
the number of scanning lines nor to the frequency of
the lines themselves. Therefore a system which causes
the entire area of the scene to be illuminated at a higher
frequency, even though the same lines are not scanned
during successive cycles of illumination, results in greater
freedom from flicker. Interlacing does just this by scan-
ning part of the lines, uniformly distributed over the
entire picture area, during one vertical scan, and the
remaining part or parts during succeeding scans. Thus,
without changing the velocity of the scanning beam in
the horizontal direction, it is possible to obtain the effect
of increased frequency of picture illumination.
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FIG. 1. Odd-line interlaced scanning system with 13 lines. Con-
secutive fields are indicated by solid and dotted lines, respectively.

In the standard two-to-one interlaced system, alter-
nate lines are scanned consecutively from top to bottom,
after which the remaining lines, that fall in between
those included in the first operation, are likewise scanned
consecutively from top to bottom. (Figs. 1 and 2
illustrate this principle.) In the 525-line system, each
of these groups, called a field, consists of 262%2 lines.
Two consecutive fields constitute a frame, or complete
picture, of 525 lines. Each field is completed in 1/60
of a second and each pair of fields or frame, in 1/30 of
a second. The effect on the observer’s eye, from the
standpoint of flicker, is that of repetition of screen illu-
mination every 1/60 of a second, yet the complete pic-
ture is spread out over 1/30 of a second.
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FIG. 2. Even line interlaced scanning system with 12 lines.

The important result of interlacing is a reduction in
the bandwidth of the frequencies generated in the picture
signal, for a given value of limiting resolution, as com-
pared to the bandwidth produced in a system using
sequential scanning. This may be understood as follows.
In either svstem, interlaced or sequential, the vertical
scanning frequency must be the same and must be high
enough to avoid the sensation of flicker. In the standard
television system this frequency is 60 cycles per second.
In a sequential system, all of the scanning lines must
be traversed in the basic vertical scanning period. How-
ever, in the two-to-one interlaced system, only half of
the scanning lines are traversed in the same period. Thus,
obviously, the horizontal velocity of motion of the aper-
ture in the interlaced system is only half of the velocity
in the sequential system, and likewise the signal fre-
quencies are reduced by the same factor.

Interlaced scanning has certain inherent faults among
which are interline flicker, and horizontal break-up when
objects in the scene move in the horizontal direction.

Interline flicker results from the fact that adjacent
scanning lines are separated in time by 1/60 of a second,
and that each line is repeated only at intervals of 1/30
of a second. Tt is apparent in any part of a scene where
some detail of the scene is largely reproduced by a few
adjacent scanning lines, and where the contrast in the
detail is high. For example, the top edge of a wall which
is oriented in the scene so as to be nearly parallel to the
scanning lines might be reproduced by only two or three
adjacent lines. The 30-cvcle flickering of the line seg-
ments forming the edge of the wall would be quite
noticeable. Tn the limiting condition, where the wall is
exactly parallel to the scanning lines, the edge would be
reproduced by only one line repeated at intervals of
1/30 of a second. This is probably the worst possible
condition, but one which is encountered rather infre-
quently. The top and bottom edges of the raster nearly
always produce objectionable interline flicker because
they are nearly parallel to the scanning lines. Interline
flicker, like any other type of flicker, is most objection-
able in scenes where the highlights are very bright and
the contrast is high. When the brightness and contrast
are low, interline flicker becomes negligible.
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Break-up exists when an object in the scene moves in
the horizontal direction rapidly enough to cause the total
motion in 1/60 of a second to be equal to one or more
picture elements. Then vertical edges of the object become
jagged lines instead of smooth lines and there is apparent
loss in horizontal resolution. This is roughly illustrated
in Fig. 3 where two rectangles are shown_ the upper
one being stationary, and the lower one moving toward
the right. The moving rectangle is shown as though it
started moving from a position directly below the other.
In the moving rectangle, signal is generated, in both
ficlds, from the starting position of the left edge because
of the storage of information in the pickup tube during
the interval between fields. Thus the storage effect causes
actual blurring of the trailing edge of a moving object.
This is illustrated by the thin extensions of the scanning
lines in the second field at the left side. The leading edge
of the moving object may have a more definite jagged
appearance because the storage effect in the pickup tube
cannot fill in the spaces. In non-storage pickup devices,
both edges will appear jagged.
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FIG. 3. Effect of horizontal motion on resolution of vertical edges
in 2-to-1 interlaced system. Upper object stationary. Lower object
moving to right.

The geometrical distortion, illustrated by the tendency
for the moving rectangle to become rhombic, is charac-
teristic of any scanning system, whether interlaced or
sequential. It is similar to the effect produced by a
focal-plane shutter in a photographic camera.

Further consideration makes it clear that higher ratios
of interlacing would produce these troubles in aggravated
form, which would be intolerable. Another objection to
higher ratios of interlacing is an illusion of crawling of
the scanning lines either up or down, depending on mo-
tion of the observer’s eyes. The effect is extremely annoy-
ing and tends to distract the observer’s attention from
the scene.

The type of interlacing adopted for commercial tele-
vision is known as odd line interlacing. The total number
of lines is an odd integer. Thus the number of lines in
each of two equal fields is a whole number plus a half.
In this system, the use of perfectly uniform vertical
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scanning periods (equal to half the product of the total
number of lines and the period of one line) and constant
vertical scanning amplitude, results in consecutive fields
which are displaced in space with respect to each other
by half a line, thus producing interlacing of the lines,
as illustrated by the 13-line system in Fig. 1. Specif-
ically, as stated above, the total number of lines in the
standard system is 525; the number per field is 26215 ;
the vertical scanning frequency is 60 cycles per second;
the number of complete pictures (frames) per second is
30; and the horizontal scanning frequency is 60 X 26214,
or 15,750 cycles per second.

Interlacing may also be obtained when the total num-
ber of lines is an even number, but even-line interlacing
requires that alternate fields be displaced vertically one-
half line with respect to each other by the addition of
a 30-cycle component to the amplitude of the vertical
scanning sawtooth wave (see Fig. 2). This frame fre-
quency component must have a degree of accuracy that
is impractical either to attain or maintain. Hence even-
line interlacing is not used for commercial television.

One other factor has influenced the choice of the par-
ticular number of scanning lines. This is the need for an
exact integral relationship between horizontal and ver-
tical scanning frequencies. It has been the practice to
attain this relationship by using a series of electronic
counting circuits. To secure a high degree of stability,
the characteristic count of each circuit was limited to a
small integer less than ten. Thus the h/v frequency
ratio was required to be related to the combined product
of several small integers. In the RCA synchronizing gen-
erator equipment, for example, there are four such cir-
cuits counting the numbers 7, 5, 5, and 3 respectively.
The combined product of these four numbers is 5235, the
number of lines per frame. The product of 525 and 60
is 31,500 which is the frequency of the master oscillator
in the sync generator. To obtain the correct frequency
for the horizontal scanning system, another counter cir-
cuit divides the master oscillator frequency by two to
vield the required frequency of 15,750 cvcles.

Synthesis of the Picture Signal

The basic part of the signal applied to the reproducer
is the series of waves and pulses generated during the
actual scanning lines in the pickup or camera tube. No
matter what else is done in the equipment intervening
between the two ends of the system, this basic part of
the signal should be preserved in character with the
greatest possible accuracy. However, during the retrace
periods, the pickup tube may generate signals which are
spurious or which at least do not contain valuable pic-
ture information. Furthermore, retrace lines in the repro-
ducing tube itself, especially during vertical retrace,
detract from the picture. It is therefore desirable to
include in the picture signal, components which will
eliminate spurious signals during retrace and the retrace
lines themselves in the reproducer. These results may
be obtained by adding synthetically some pulses known
as blanking pulses.
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Blanking pulses are applied to the scanning beams
in both the camera tube and the kinescope in the re-
ceiver. Camera blanking pulses are used only in the
pickup device and never appear directly in the final
signal radiated to the receiver. They serve to close the
scanning aperture in the camera tube during retrace
periods. In orthicon tubes, the picture signal during re-
trace thus goes to reference black or to some level
constantly related to reference black. This is a useful
result to be discussed later. In iconoscopes, no such con-
stant relationship to black exists during retrace, and the
only function of camera blanking is to prevent spurious
discharge of the mosaic during the retrace periods.

Kinescope blanking or picture blanking pulses are
somewhat wider than corresponding camera blanking
pulses. They become integral parts of the signal radiated
to the receiver.

The function of the kinescope blanking pulses is to
suppress the scanning beam in the kinescope (reproduc-
ing tube), or in other words, to close the aperture in
the receiver during the retrace periods, both horizontal
and vertical. They are simple rectangular pulses having
duration slightly longer than the actual retrace periods
in order to trim up the edges of the picture and eliminate
any ragged appearance. They are produced in the sync
generator from the same basic timing circuits that gen-
erate the scanning signals; hence they are accurately
synchronized with the retrace periods. Typical wave-
shapes of a basic camera signal and blanking pulses are
illustrated in Fig. 4, A and B respectively. Only parts

REFERENCE WHITE |
T

o N———BLAGK LEVEL

PEDESTAL

PULSE
FIG. 4. Steps in synthesis of picture signal.

of two scanning line periods are shown, and the pulse
in B is therefore a single horizontal blanking pulse. The
result of adding the signals in A and B is shown in C,
where it may be seen that the unwanted spurious part
of the camera signal has been pushed downward out of
the territory of the basic picture signal. This unwanted
part may now be clipped off and discarded, leaving the
signal illustrated in D.

The blanking signal, shown only in part in Fig. 4B,
actually contains pulses for removing visible lines dur-
ing both horizontal and vertical retrace periods. The
horizontal pulses recur at intervals of 1/15,750 of a
second and are only a small fraction of a line in dura-
tion; but at times corresponding to the bottom of the
picture they are replaced by wvertical blanking pulses
which are just like the horizontal pulses, except that
they are of much longer duration, approximately 15
scanning lines long, because the vertical retrace is much
slower than the horizontal. The period of recurrence of
the vertical blanking pulses is of course 1/60 of a second.
Both horizontal and vertical blanking pulses, and their
approximate relationship, are shown in diagrams 1 and 2
of Fig. 5.

The picture signal shown in D of Fig. 4 may be
considered as partly natural and partly synthetic. It is
important to point out here that the natural part, or
basic camera signal, may contain certain noise com-
ponents arising from the fact that the output of the
pickup tube usually is not large compared to the noise
threshold of the first picture amplifier stage or some
other part of the system, such as the scanning beam
in an image orthicon. On the other hand, the blanking
pulses, or synthetic parts of the signal, are added at a
relatively high-level part of the system and are there-
fore noise-free (at least in the transmitted signal). The
importance of noise-free blanking pulses will become
apparent in the discussions of other functions which
they perform.

Details of horizontal blanking pulse shape are shown
in diagram 5 of Fig. 5. That part of the diagram
below the point marked Blanking Level is a synchroniz-
ing (sync) pulse which will be considered later. The
overall vertical dimension f is the maximum height of
a blanking pulse. Thus the top horizontal line is Refer-
ence White Level, as indicated in diagram 3. The dura-
tion, or width, of the pulse must be sufficient to cover
the horizontal retrace in the most inefficient receiver.
Thus, the circuit limitations in such receivers set a
minimum limit to the horizontal blanking width which
was the basis for the RTMA specification in Fig. 5.
This minimum is indicated by the width near the peak
(lower end) of the pulse and is prescribed by the sum
of two dimensions x - vy, the value of which is 16.5%
of the horizontal period, F. The impossibility of produc-
ing infinitely steep sides on the pulse is recognized in
the greater maximum width (18% of H) allowed at
the upper end of the pulse and in the obviously sloped
sides.
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Because of inevitable discrepancies at the extremes
of the sides of the pulse, all measurements of pulse
widths are made at levels slightly removed from the ex-
tremes of the sides. These levels are shown by dotted
horizontal lines in diagram 5 of Fig. 5, spaced 10%
of § from top and bottom of the pulse.

Details of the vertical blanking pulses are shown in
diagrams 1 and 3 of Fig. 5. The width of the pulses
is not limited by circuit considerations, as is the width of
horizontal blanking. The limitation here is the require-
ment of television film projectors of the intermittent
tvpe, that the scene be projected on the pickup tube
only during the vertical blanking period. The maximum
period of 8% is ample for the operation of present-day
film pickup systems, the criterion being that enough
time must be allowed for projection so that there is
adequate storage of photoelectric charges on the sensi-
tive surface of the pickup tube. The minimum period of
5% is an indication of expected system improvements
in the future, when it will be possible to reduce waste of
picture transmission time in vertical blanking. The pres-
ent usefulness of the 5% minimum is to require receiver
manufacturers to maintain vertical retrace periods at less
than 5% and thus avoid the need for modifying old
receivers when improvements are made in the system.
The problem of film projectors is discussed in a later
section.

The final step in synthesizing the complete com-
posite picture signal which goes to the modulator in the
transmitter is to add the synchronizing pulses which are
required for triggering the scanning circuits in the re-
ceiver. These pulses, like blanking pulses, are essentially
rectangular in shape. The blanking pulses serve as bases
or pedestals (inverted) for the sync pulses, as shown in
E of Fig. 4. Here is one of the most important reasons
for having noise-free blanking. The synchronizing func-
tion in the receiver is a very critical one, and it is im-
portant that nothing be allowed to distort the sync
pulses either in shape or timing, as noise during the
blanking intervals would do. The nature of the vertical
svnc signal is rather complicated; it is not illustrated
in Fig. 4, but will be discussed later along with other
details of synchronizing.

The sync signal is not added individually to the out-
put of each camera, but is added at the studio output
so that switching from one camera to another will not
cause even momentary interruptions in the flow of syn-
chronizing information to the receivers.

The D-C Component of the Picture Signal

The visual and aural senses differ in one important
respect which places a requirement on the television
transmission system which has no counterpart in the
sound transmission system. The response of the ear to
sound is actually a response to variations in air pressure.
While the ear is very sensitive to rapid variations in
pressure, it is completely unconscious of absolute values
of air pressure, or of slow variations in pressure, as

sound. In other words, there is a definite low limit to
the frequency of pressure variations which the ear accepts
as sound. Therefore there is no need, for a sound trans-
mission system, to pass frequencies below the aural limit
which is somewhere in the neighborhood of 15 cycles
per second. The circuits may be a-c coupled without loss
of essential information. Even the best of practical sys-
tems have a low-frequency cutoff at about 30 cycles, and
most others cut off somewhere between 50 and 100 cycles.

The eye, on the other hand is sensitive to absolute
intensities of light and to slow variations of intensity.
As the frequency of variation increases, the eye rapidly
loses its ability to follow the changes and tends to pro-
duce a sensation which is an average of the variations.
It is this averaging ability that enables the eye to in-
terpret a rapid succession of still pictures as a portraval
of smooth motion. This phenomenon is the basis of both
motion picture and television syvstems.

The important point, in the present discussion, is that
the eye recognizes a slow change in light intensity. The
period of the change may be a fraction of a second or
it may be a minute, an hour, or a half-day in length. A
television system must be capable of conveying these
slow changes, no matter how long the period, to the
receiver. The rapid scanning of the image of the scene
in the camera produces a signal containing these slow
changes as well as very rapid variations caused by the
passage of the scanning beam over small light and dark
areas of the image. The slow changes often have periods
so long that they may be considered as d-c levels which
simply change value occasionally. Hence, the signal is
said to contain a d-c component. The television system
must either pass the entire spectrum, including the d-c
component, in each of its stages, or the signal must con-
tain such information that it will be possible to restore
the d-c component, which would be lost in an a-c coupled
system, when it finally arrives at the reproducer. Because
of the well-known difficulties in constructing multistage
d-c coupled amplifiers, it is desirable to use an a-c
coupled system. It is fortunate that relatively simple
means are known for d-c restoration, thus making pos-
sible the use of an a-c coupled system.

Fig. 6(a) illustrates a signal which contains a d-c
component in the form of a temporary change in the

]

(a) D-c ComPONENT
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FIG. 6. D-C component.
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amplitude of the pulses. The period #; embracing the
low-amplitude pulses may be of any arbitrary length.
The original signal is characterized by the constant level
of the negative peaks of all the pulses, regardless of
amplitude. After passing through an a-c coupled system
(in which the time constants of the coupling networks
are short compared to the period f,), the signal becomes
distorted approximately as shown in Fig. 6(b). Here
the negative pulse peaks no longer fall on a constant
level, but the signal tends to adjust itself in a consistent
manner about an axis called an a-c axis.

The a-c axis of a wave is a straight line through the
wave, positioned so that the area enclosed by the wave
above the axis is equal to the area enclosed by the
wave below the axis. The broken line marked a-c axis
in Fig. 6(b) is actually the correct axis only for a
wave composed of large pulses like the first four at the
left. During the transient condition following the first
short pulse, the line shown is not the true a-c axis, but
represents the operating point of the amplifier in the
a-c coupled system. The actual a-c axis of the short
pulses (shown by the dotted line) gradually adjusts
itself to coincide with the operating point of the ampli-
fier. This adjustment is shown by the exponential rise
of the signal during the interval ¢, but it is interrupted
before completion by the resumption of the large pulses.
Thence a second transient condition takes place, leading
to a gradual restoration of the signal to its original form.

The departure of the pulse peaks from the original
constant level indicated by the line m, is called loss of
the d-c component or loss of “lows”. It is interesting
to note that this loss causes an increase in the peak-
to-peak amplitude of the signal, a condition which is
undesirable, especially in high-level amplifiers.

Black Level

An absolute system of measurement must have a fixed
standard reference unit or level. This rule applies to
the problem of reproducing absolute light intensities. The
simplest and most obvious reference for such a system
is zero light, or black level as it is often called. This
is a reference level which can be reproduced arbitrarily
at any point in the system. Now if the television signal
can be synthesized in such a way that frequent short
intervals have some fixed relationship to actual black
in the scene, then it becomes possible to restore the d-c
component by forcibly drawing the signal to a fixed
arbitrary level during these intervals.

D-C Insertion and D-C Restoration

Because the blanking or retrace periods are not useful
for transmitting actual picture information, they offer
convenient intervals for performing special control func-
tions such as d-c restoration as mentioned in the pre-
vious paragraph. If the peaks of the blanking pulses are
coincident with black level, or differ from black level
by a constant amount, then d-c restoration can be accom-
plished simply by restoring these peaks to an arbitrary
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reference level. Thus, in Fig. 6(b), if the peak of
each pulse can be restored to the line #, then the signal
will appear as in (a) and the d-c component will have
been restored. Small errors will remain, corresponding
to the displacements in level between pulses, but these
are usually negligible and in any case do not become
cumulative. Hence the restoration is essentially complete.

It now becomes apparent that an extremely important
step in the synthesis of the television signal is that of
making the peaks of the added blanking pulses bear some
fixed relationship to actual black level in the scene. It
was pointed out previously that the peaks of these pulses
are produced by clipping off unwanted portions of the
signal, as illustrated in Fig. 4, C and D. A second,
and most important, function is performed when the
clipping is controlled in such a way that the resultant
peaks have the required fixed relationship to black level.
This process of relating the blanking peaks to actual
black level is called d-c¢ insertion, or insertion of the
d-c component. A subsequent process, later in the sys-
tem, of bringing these peaks back to an arbitrary refer-
ence level is called d-c restoration. D-c restoration must
be accomplished at the input of the final reproducing
device (the kinescope) in order to reproduce the scene
faithfully.

It is desirable to restore the d-c component at other
points in the system also, because the process reduces
the peak-to-peak excursions of the signal to a minimum
by removing increases in amplitude caused by loss of
the d-c component. In a similar way, it is possible to
remove switching surges, hum, and other spurious signal
components which have been introduced by pure addi-
tion to the signal. Maintaining minimum excursion of
the signal is important, especially at high-level points
in the system, in order to avoid saturation in amplifiers
and consequent distortion of the half-tones in the scene.
For a specific example, d-c restoration helps to maintain
constant sync amplitude in high-level amplifiers. In other
words, it makes possible economies in the power capabil-
ities of amplifiers such as the final stage in the picture
transmitter.

Diagram 3 in Fig. 5 illustrates part of a typical
picture signal including two horizontal blanking pulses.
It may be seen that there is a distinct difference between
actual black level and blanking level which is prescribed
as 5% of maximum blanking pulse amplitude. This dif-
ference is usually called setup and its magnitude was
set as a reasonable compromise between loss of signal
amplitude range and the need for a tolerance in oper-
ating adjustment. Setup is desirable as an operating
tolerance in the initial manual adjustment of the clipper
in that part of the system where the d-c is inserted.
It simply insures that no black peaks in the actual pic-
ture signal are clipped off.

The accuracy with which setup is maintained depends
on characteristics of the pickup or camera tube. Some
types of pickup tubes produce signals during blanked
retrace periods which are the same as, or are constantly
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related to, black level. In systems where such tubes are
used, the magnitude of setup may be held constant
automatically at whatever value is determined in the
initial manual adjustment of the clipper circuit. In gen-
eral, pickup tubes employing low-velocity scanning, such
as the image orthicon, provide this kind of hasic black
level information. The iconoscope differs from orthicons
in this respect, because the secondary emission resulting
from the high-velocity scanning produces a potential dis-
tribution on the mosaic in which black level is far from
the level existing during the retrace periods when the
beam is cut off. In fact, the difference between black
level and blanking level varies continuously as the scene
brightness changes, because the potential distribution
caused by resetting of the secondaries likewise changes.
Automatic maintenance of setup, or pedestal height, can-
not therefore be obtained by reference to the signal
during blanked retrace periods in the iconoscope, but
may be obtained by reference to actual black peaks in
the picture signal. Where such reference is not practical,
a manual control may be readjusted from time to time
to keep the setup at the required value.

Synchronizing

The horizontal and vertical scanning circuits in a re-
ceiver are two entirely independent systems, both of
which require extremely accurate information to keep
them in step with the corresponding scanning systems in
the camera, where the signal originates. Because the dura-
tion of svnc pulses may be rather short, these pulses
may be added to the picture signal in such a way as to
increase the overall amplitude of the final signal with-
out increasing the average transmitted power level very
much. Thus, simple amplitude discrimination can be used
to separate the synchronizing information from the in-
coming composite signal in the receiver. It is, however,
desirable that a second increase in amplitude should not
be used to distinguish between horizontal and vertical
sync. The reason for this is that a further increase in
signal amplitude would make necessary an increase in
the peak power rating of the transmitter or else would
unnecessarily restrict the power available for the pic-
ture and horizontal syvnc portions of the signal.

A synchronizing syvstem has therefore been chosen in
which both vertical and horizontal pulses have the same
amplitude, but different waveshapes. Frequency discrim-
ination may then be used to separate them in the re-
ceiver. The shapes of these pulses and their relation
to the blanking pulses are illustrated in detail in Fig. 5.
Fig. 7 is a functional block diagram showing the steps
necessary to ‘“utilize” the sync signals.

Diagrams 1 and 2 of Fig. 3 illustrate a typical com-
plete composite picture signal in the neighborhood of
the vertical blanking pulse in each of two successive
fields. Interlacing of the scanning lines is shown by the
time displacement of the horizontal blanking pulses in
one diagram with respect to those in the other diagram.
This displacement is one-half of the interval of a scan-
ning line (H/2).

LF Second Picrure
DeTecTOR AMPUFIER KInESCOPE
AT
Sync. HoRiz Osc.
H

SCANNING

SEPARATOR A
INTESRAT Vc}N‘I’.DOsc,
NETWORK [ | SCANNING

OUTPUT

FIG. 7. Block diagram of picture-signal amplifier and
scanning circuits in typical receiver.

All sync pulses appear below black level in an ampli-
tude region which is sometimes called blacker-than-
black; hence they can have no effect on the tonal grada-
tion of the picture. Horizontal sync pulses are (except
during the first portion of the vertical blanking interval)
simple rectangular pulses, such as those appearing at the
negative peaks or bases of the horizontal blanking pulses
and during the last portion of the vertical blanking pulses.
The duration of a horizontal sync pulse is considerably
less than that of the blanking pulse, and the leading
edge of the sync pulse is delayed with respect to the
leading edge of blanking, forming a step in the composite
pulse which is called the front porch. Correspondingly,
the step formed by the difference between the trailing
edges of sync and blanking is called the back porch.
The purpose in forming the front porch is to insure that
the horizontal retrace in the receiver (initiated by the
svnc pulse) does not start until after the blanking pulse
has cut off the scanning beam. It also insures that any
discrepancies which may exist in the leading edge of
blanking do not effect either the timing or the ampli-
tude of sync.

The choice of the nominal width of horizontal sync
(0.08 H, see diagram 5 of Fig. 5) was influenced by
three factors. First, the width should be as great as pos-
sible so that the energy content of the pulses will be
large compared to the worst tvpe of noise pulses which
may be encountered in the transmission process, thus
providing maximum immunity to noise. Second, the width
should not be greater than is necessary to meet the first
condition, because average power requirements of the
transmitter mayv thereby be minimized. Modulation of
the picture transmitter is such that sync pulses repre-
sent maximum carrier power: hence it is desirable to
keep the duty cvcle as small as possible. Third, the hori-
zontal sync pulses should be kept as narrow as possible
so as to maintain a large difference between these pulses
and the segments of the vertical sync pulses described
in the following paragraph. Such a large difference makes
it easier to separate the vertical sync from the composite
sync signal. It has also been recognized that the back
porch is useful for a special type of clamping for d-c
restoration. Hence it should be as wide as possible.

Vertical sync pulses are also basically rectangular in
shape, but are of much greater duration than the hori-
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zontal pulses, thus providing the necessary means for
frequency discrimination to distinguish between them.
However, each vertical sync pulse has six slots cut in it,
which make it appear to be a series of six wide pulses
at twice horizontal frequency, i.e., wide compared to
horizontal sync pulses. The slots contribute nothing to
its value as a vertical sync pulse but do provide means
for uninterrupted information to the horizontal scan-
ning circuit.

Before and after each vertcal pulse interval are groups
of six narrow pulses called equalizing pulses. These also
are for the purpose of maintaining continuous horizontal
sync information throughout the vertical sync and blank-
ing interval. The repetition frequency of the equalizing
pulses and the slots in the vertical pulses is twice the
frequency of the horizontal sync pulses. This doubling
of the frequency does two things. First, it provides an
arrangement in which the choice of the proper alternate
pulses makes available some kind of a horizontal sync
pulse at the end of each scanning line in either even or
odd fields. Second, it makes the vertical sync interval
and both equalizing pulse intervals exactly alike in both
even and odd fields. The importance of this latter result
will become evident in following paragraphs. It is impor-
tant to point out that the leading edge (downward
stroke) of each horizontal sync pulse and of each equal-
izing pulse, and the trailing edge (again the downward
stroke) of each slot in the vertical pulses are responsible
for triggering the horizontal scanning circuit in the re-
ceiver; hence the intervals of H or H/2 apply to these
edges.

Perhaps the most difficult problem in synchronizing,
and the one in which there is the largest number of
failures, is that of maintaining accurate interlacing. Dis-
crepancies in either timing or amplitude of the vertical
scanning of alternate fields will cause displacement, in
space, of the interlaced fields. The result is non-uniform
spacing of the scanning lines, which reduces the vertical
resolution and makes the line structure of the picture vis-
ible at normal viewing distance. The effect is usually called
pairing. The maximum allowable error in line spacing
in the kinescope, to avoid the appearance of pairing, is
probably 10% or less. This means that the allowable
error in timing of the vertical scanning is less than
one part in 5000. This small tolerance explains why
so much emphasis is placed on the accuracy of vertical
synchronizing.

The presence of a very minute 30-cycle component in
the wvertical scanning invariably causes pairing. The fact
that the rasters produced in alternate fields are displaced
with respect to each other by half a line means that
the horizontal sync signal has an inherent 30-cycle com-
ponent. Tt is this situation, and the need to prevent any
transfer of the 30-cycle component into the vertical de-
flection, which account for the introduction of the double-
frequency equalizing pulses before and after the vertical
sync pulses. The vertical sync pulses are separated from
the composite sync signal, before being applied to the
vertical scanning oscillator, by suppressing the hori-
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zontal sync pulses in an integrating network similar to
that illustrated in Fig. 8.

Most receivers employ integrating networks of three
stages instead of the two illustrated. However, the gen-
eral character of the circuit action is clearly shown by
the wave-form diagrams in Fig. 8. In simple terms,
the equalizing pulses before the vertical sync pulses cause
the integrating network to ‘“forget” the difference be-
tween alternate fields by the time the vertical sync pulses
begin. This is illustrated by the gradual convergence of
curves f and g during the equalizing pulse interval, as
the result of integration in the first stage alone. The
effect of further integration in the second stage is shown
by curve %, which is typical of the pulses applied to the
vertical oscillator in a receiver. Thus, the 30-cycle com-
ponent is effectively eliminated, from the standpoint of
accurate timing of the start of vertical retrace, by the
addition of the first set of equalizing pulses and the slots
in the vertical pulse itself. The second set of equalizing
pulses which follow the vertical pulse affect to some
extent the impedance of the circuit to which the vertical
scanning oscillator is coupled, and thus affect the ampli-
tude of its output; hence these pulses help to p.avide
more nearly constant output of the oscillator. Both sets
of equalizing pulses contribute materially to the neces-
sary accuracy of vertical synchronizing.

The width of an equalizing pulse is half the width
of a horizontal sync pulse (see diagram 4 of Fig. 3,
and Fig. 8). This width is chosen so that the a-c
axis of the sync signal does not change at the transition
from the line-frequency horizontal sync pulses to the
double-frequency equalizing pulses. The curves f, and
g: in Fig. 8 illustrate the undesirable effect of making
the equalizing pulses the same width as the horizontal
sync pulses. There is a slight rise in the integrated wave
during the equalizing pulse interval, which could cause
premature triggering of the vertical oscillator in the re-
ceiver if the hold control were adjusted near one end
of its range. This rise in the integrated wave results
from the change in the a-c axis.

The width of the slots in the vertical sync pulses is
approximately equal to the width of the horizontal sync
pulses. The slots are made as wide as possible so that
noise pulses or other discrepancies occurring just prior
to the leading edge of a slot (i.e., near the end of the
preceding segment of a vertical pulse) do not trigger
the horizontal oscillator. Premature triggering can hap-
pen if the noise pulse is high enough and if it occurs
very close in time to the normal triggering time. Increased
time-separation (a wider slot) reduces likelihood of such
premature action. Here again, the requirements of spe-
cial clamping also are met more easily if the slots are
made as wide as possible.

A further important advantage of the RTMA system
of separating the vertical sync by frequency discrimina-
tion is that the integrating network is a potent factor
in reducing the effect of noise on vertical synchronizing.
Noise signals contain mostly high-frequency components;
hence they are almost completely suppressed by the in-
tegrating circuit.
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Differentiation, or suppression of the low-frequency
components, of the sync signal before it is applied to the
horizontal scanning oscillator is done sometimes, but it
is not necessary, and has not been indicated in Fig. 7.

The methods just described for synchronizing the scan-
ning circuits in a television receiver are complicated by
the need for transmitting the complete information over
a single channel. In the case of the scanning circuits in
the cameras, however, the situation is very different. The
cameras and the synchronizing generator are so close to
each other that there is no problem in providing as many
wire circuits as may be desired. Therefore it is customary
to use what are called driven scanning circuits in cam-
eras and sometimes in picture monitors used with the
cameras, Separate pulse signals, called driving signals,
are produced in the synchronizing generator for exclusive
use in the terminal equipment. Horizontal and vertical
driving signals are completely independent of each other
in the RCA system and are carried on separate trans-
mission lines to the points of application. The driving
signal pulses trigger directly the sawtooth generators
which produce the scanning wave forms. This method
reduces interlacing errors in the terminal equipment to
the errors inherent in the driving signals.
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Fig. 9 illustrates a portion of the scanning lines ap-
pearing on a kinescope as a result of the application of
a television signal composed of RTMA sync and blanking
pulses. The group of lines shown are those occurring in
the neighborhood of the vertical retrace period including
a few before and a few after the vertical blanking pulse.
As noted on the diagram, the triggering of the lines has
been displaced both vertically and horizontally so that
the shadows produced by the sync and blanking pulses

. appear near the center of the raster rather than in the

normal positions at the edges of the raster. This displace-
ment is brought about simply to clarify the illustration
of the effect of the pulses on the raster.

The shadows produced thus are called a pulse cross.
When expanded vertically so that individual scanning
lines become easily apparent, the pulse cross becomes a
ready means of checking the performance of the sync
generator. The shadows produced by the different pulses
are indicated clearly on the diagram. With linear scan-
ning, the horizontal dimensions of the shadows are meas-
ures of time or pulse width, and, because of the expanded
scale, they provide a relatively accurate means of measur-
ing pulse width. Furthermore, by counting appropriate
lines, the numbers of equalizing pulses, slots, vertical
svnc pulses, etc., can be checked easily.

+03V.

FIG.2
FIELD A

FIG.3
FIELD B

FIG. |
SCANNING LINES AS THEY

APPEAR ON KINESCOPE

WHEN SYNC. 1S DISPLACED

SO AS TO APPEAR NEAR

CENTER OF RASTER,

EQUAL. PULSE .04H L—

SLOTS IN VERT. SYNC. .07H

HOR SYNC. PULSE O8H T
HOR. BLANK.
T8HMAX.
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-
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re——— VERT. SYNC. PULSES 43H :

FIG. 9. Television synchronizing signal and pulse cross.
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A useful piece of station test equipment can be made
by modifying the deflection circuits in a picture monitor
to provide the displacement of the lines and the extra
large vertical expansion described.

Avutomatic Frequency Control of Scanning

The constant search for means of immunization
against the effects of noise has brought about the de-
velopment of automatic frequency control (afc) of the
scanning circuits in television receivers. In triggered cir-
cuits, each scanning line (and each field) is initiated
individually by a pulse in the incoming signal. In con-
trast to this, in an afc system, scanning generators are
governed by stable oscillators which, in turn, are con-
trolled by voltages obtained from phase comparison of
the incoming sync pulses with the scanning signals them-
selves. The time-constant of the comparison circuit is
usually made long, compared to the period of the scan-
ning, so that random noise pulses have very little effect
on the resulting control voltage, and correspondingly
little effect on the scanning frequency. The fact that
such afc circuits are keyed provides a further immuniza-
tion factor by eliminating the possible effect of all noise
pulses except those which coincide with the short keying
intervals. The use of afc scanning circuits makes possible
accurate synchronizing of a receiver under such bad
conditions of noise that the masking of the picture by
the noise renders it completely unusable. Thus, failure
to synchronize may be largely eliminated as a limiting
factor in picture reception.

AFC may be used with both vertical and horizontal
scanning circuits, but so far is being used commercially
for horizontal circuits only. One reason for not using afc
with the vertical circuits is that the time-constant must
be very long to provide a stable control voltage. As a
result, the circuit will not recover from an extended
interruption of the incoming signal until an intolerably
long time has elapsed. The frequency of the oscillator
drifts during an interruption, and may not recover for
a large number of seconds after the signal returns. Dur-
ing the period of recovery, the raster rolls over con-
tinuously at a decreasing rate until control is restored.
The time-constant of the horizontal circuit, on the other
hand, may be short enough so that recovery takes place
in less than one field. Triggered scanning circuits, of
course, recover from signal interruptions very rapidly,
but they do not have the same high immunity to noise
that the afc circuits have.

As a result of the use of afc circuits in receivers, a
high degree of frequency stability is required in the hori-
zontal sync and blanking signals. Frequency modulation
of the horizontal pulses is intolerable because it causes
the right- and left-hand edges of the blanked raster in
the receiver, as well as vertical lines in the scene, to
assume the same shape as the modulating wave. As
shown in Fig. 10, the border of the complete raster
in the receiver is rectangular, but frequency modulation
of the horizontal sync and blanking will distort the shape
of the border produced by blanking. Frequency modula-
tion by a 60-cycle sine wave is illustrated.
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FIG. 10. Ettect oi frequency modulation of horizontal sync
and blanking on shape of raster in receiver with AFC
of horizonial scanning.

Horizontal retrace begins along a straight vertical
line regardless of timing; and since this retrace is con-
trolled by a stable oscillator in the receiver which is
not responsible to short-time changes in sync timing, the
presence of variations in sync timing and of correspond-
ing changes in blanking pulse timing. will show as a
displacement of the edges of the blanked raster. The
frequency stability of the sync generator must therefore
be at least equal to the stability of the oscillators used
in afc receivers. The maximum rate of change of fre-
quency allowable in a sync generator has been specitied
by RTMA as 0.15% per second. This is a rather strict
tolerance, as indicated by the fact that it allows a total
displacement of only 1/32 of an inch (approx.) in a
period of one field in a picture 10 inches wide.

Film Projection

The use of standard sound motion picture film for
television program material offers a special problem which
arises from the difference in the picture repetition rates
use. For reasons explained previously, the rate used for
television is 30 frames and 60 fields per second. The
standard speed for sound fAlm, both 16mm and 35mm,
is 24 frames per second, and since each frame is pro-
jected twice, the picture rate is 48 per second. The basic
problem of reconciling the frequency difference has been
met by using special projectors for television, in which
alternate frames of the film are projected twice and the
remainder are projected three times. In this way, 60
pictures are obtained in place of the usual 48, but the
average speed of the film through the projector is un-
changed: hence the sound take-off is entirely normal.

Another problem also presents itself in the use of
intermittent film projectors for television. The vertical
scanning period occupies from 92% to 95% of the total
period. If the projected image is to be thrown on the
pickup tube during the scanning period at all. it must
be for the entire time so that all parts of the area will
be subject to the same lighting conditions. Such an ar-
rangement would leave only the vertical retrace period
(5% to 8% of the total, or approximately one thousandth
of a second) in which to pull down the film to the next
frame. 35mm film will not stand up under accelerations
produced by sprocket-hole pull-down in such a short
period ; hence some other scheme must be used. The
method which has been adopted for use with intermittent
projectors makes use of the storage property of certain
kinds of pickup tubes  such as the iconoscope. The frame
of film is projected with very intense illumination during
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the vertical blanking period only, while neither the pickup
tube nor the receiver is being scanned. Then the light
is cut off and the pickup tube is scanned in the absence
of any optical image from the film. The signal generated
during this scan results from charges stored on the sensi-
tized surface during the preceding flash of light. While
the light is cut off during the scan there is ample time
to pull the film down before the next flash of light, with-
out exerting destructive forces. The pulses of light may
be obtained by chopping the output of a continuous
source with a rotating disk, or (with a special type of
arc lamp) by pulsing the source itself by electronic
means. The storage properties of pickup tubes for this
purpose must be sufficiently good so that dissipation of
the stored charges is negligible between light pulses.
Appreciable dissipation causes loss of contrast at the
bottom of the picture.

Another solution to the problem of film projection in
television is the use of a continuous projector, a type
which produces a stationary image from continuously
moving film by means of moving mirrors or lenses.
This solution has not been accepted commercially so
far because of practical difficulty in making the optical
system sufficiently accurate to stop motion of the image
completely.

The film problem in England, Europe, and other areas
where 50-cycle power systems are standard, and where
the television field frequency is also SO cycles per sec-
ond, is simpler in one respect, namely that it is not
necessary to use the two-three ratio for projection of
alternate frames of film. Instead, the film is projected
as it is in theaters where each frame is projected twice.
No attempt is made to compensate for the difference
between the 24 frame taking speed and the 25 frame
projection speed. The results are an approximate 4%
increase in the apparent speed of motion of objects in
the scene (which is probably negligible) and a slight
rise in the pitch of all sounds. This latter effect is the
more objectionable of the two. though generally it is
not noticeable in speech and many other ordinary sounds.
The change in pitch is undoubtedly noticeable to the
trained musician in the case of musical sounds and must
produce an unpleasant mental reaction to the music.
However, no easy solution to the problem is known, and
the situation is accepted without serious complaint. The
other aspects of the film problem are not affected by
the use of 30 fields instead of 60.
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not serve as much more than an outline for further
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One book deserves special mention as a reference cov-
ering much of the engineering background of our tele-
vision system. It is entitled, “Television Standards and
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National Television System Committee, as edited by
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recommended by the Committee to the Federal Com-
munications Commission, discussion of the investigat-
tions on which the recommendations were based, and
references to pertinent papers.
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Fundamental Circuit Theory

Introduction

The foregoing discussion of basic concepts shows that
television circuits use vacuum tubes and components in
ways that differ significantly from audio- or radio-fre-
quency circuit applications. Sinusoidal wave forms are
the exception rather than the rule, Usually the complex
wave forms observed in television circuits are rectan-
gular pulses, sawtooth shapes, or combinations of both.
Vacuum-tube grids may be driven from a point well
helow cut-off potential into the positive region where
grid current flows. The vacuum tube may operate as a
switch in which total voltage and current values are
used rather than small incremental quantities. Also time
becomes an important factor since certain circuits must
function in a particular manner with respect to time.
The following notes are concerned with some fundamental
television circuits employing concepts outlined above.

Overdriven Amplifier

An overdriven amplifier is one in which the grid
voltage is varied from a point below the tube cut-off
voltage to some value in the positive region where grid
current flows. This type of amplifier may be used as a
limiting or clipping device or as a pulse amplifier. A
circuit diagram is shown in Fig. 11.

Rg L !
-——/WVWWT .- €p %R
© TR
i _,I,h__i

FIG. 11. Overdriven amplifier.

In the overdriven amplifier the following symbols
apply:

r, — d-c plate resistance — ¢,/i,. For ¢, = 0 assume
7, constant

— 10,000 ohms approximately for 6SN7.

ry —d-c grid resistance = ¢,/i,. Assume 7, constant
for given tube

— 1,000 ohms approximately for 65N7.

E., — grid voltage for plate current cut-off
— Ep/ut for triodes only.

R, = grid limiting resistor which limits grid voltage
to a value slightly positive with respect to the
cathode.

Fig. 12 shows an equivalent circuit and the resultant
wave forms when a sinusoidal voltage e; is applied to
the grid. In this equivalent circuit, switches S, and S,
are open when the grid voltage is below cut-off. They
are closed when the grid voltage is positive with respect
to the cathode.
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FIG. 12. Overdriven amplifier. equivalent circuit and wave form.

When e; — 0, the grid voltage e, is equal to FEj.
When ¢; — E, = 0, grid current flows and limits e, to
a slightly positive value. The grid voltage remains posi-
tive and constant, because of the drop across R, (note
that R, >> r,), until e; approaches the 180-degree point
of the cycle. During the first half-cycle 7, rises rapidly
to a value determined by 7,, R,, E:, and E,, and
then remains constant until e, becomes negative. When
e; + By is equal to the cut-off voltage, 7, falls to zero
and no plate current flows for the remainder of the
cycle. During the time that e, is zero or slightly positive.

E _RL (El)h - Eh)

e A
ry + Ri

When plate current is cut off (S, open),

EL = Ebb'

In this circuit the sinusoidal input voltage has been
clipped at both top and bottom to give a rough square-
wave output voltage.

Cathode Follower

A linear cathode-follower stage differs from the ordi-
nary amplifier circuit in five ways: (1) the signal polarity
is not inverted, (2) the gain is less than 1, (3) the out-
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put impedance is low, (4) the input impedance is nigh,
and (5) the input capacitance is lowered. It may be used
(1) after a pulse-shaping circuit to prevent loading of
the circuit, (2) to drive tubes requiring grid power with-
out altering the waveshape, or (3) as a device to match
high to low impedances. It can deliver high currents to
a low-impedance load without altering the waveshape.
The basic circuit and equivalent circuit are shown in
Fig. 13 for incremental quantities.

oE d€s
(I
e
PCq
RH e;
FIG. 13. Cathode follower circuit.

From Fig. 13 it may be seen that ¢, =— e; — ex:
hence we, becomes u(e; — ex). Then in the equivalent
circuit

. ule;i — e;)
i, = . R
ry + R]‘-

and the output voltage ¢, is
e, = € = iRy
— ,’fgei__ ex) Ry
rp + R
from which the gain 4 is expressed

€ _ u Rk
e 1, + (u+ 1) Ry

If the amplification factor u is large, compared to 1, the
gain A becomes

A=

. /le
"+ u Ry

In another form, the gain may be expressed

4+ LR
+r,,"

. §m Rk
- 1 + Em Rk

The last equation resembles the equation for the gain
of an ordinary amplifier stage reduced by the factor

1
1 + ngk

The grid-to-cathode input capacity is reduced by the
same factor, and the total input capacity becomes
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Clk
Ci—= Cyp +—2
ot 7 T Ry
Similarly, the output impedance is reduced to
Ry
I S
¢ 1 'Jr" ngk
Multivibrators

A multivibrator is a circuit arrangement in which two
tubes operate as switching elements to control the dura-
tion of current flow in the two load resistances. It may
be compared to an oscillator, in that its action can be
self-sustained. Such a multivibrator is called a “free-
running” multivibrator. Tt may be synchronized to a
desired frequency by either a sine wave of the given
frequency or by a pulse whose repetition rate is equal
to the desired frequency. There is also a type of multi-
vibrator known as a “flip-flop”, “one-kick”, or “one-
shot” multivibrator. This type of multivibrator performs
one cycle of operation only when triggered by an ex-
ternal synchronizing signal.

Iig. 14 is a circuit diagram of an unbiased free-
running multivibrator. Capacitor C, couples the grid of

N

1i—

FIG. 14. Unbiased free-running multivibrator.

T, to the plate of T, Similarly, C; couples the grid
of T, to the plate of T°,. The circuit operates as follows:
Suppose E,;, is applied when both tubes tend to conduct.
Any small difference in circuit values or tube character-
istics will result in one tube carrying more current than
the other. Suppose more current flows in T',. The greater
voltage drop in Ry, is impressed on the grid of T',, mak-
ing that grid more negative and decreasing the current
flow in T,. The plate potential of T, rises, and this drives
the grid of T, toward positive potential, causing T, to
draw a still greater current. The effect is cumulative
and results in T'; carrying maximum current while T,
is cut off.

The cycle of operation following the cut-off of T, is
shown in Fig. 15. The plate voltage of T, drops to a
value equal to

Tp

———Ey.
rp + Ria v
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FIG. 15. Operating cycle of free-running multivibrator.

Since the grid of T, is coupled to the plate of T,
through C,, the grid voltage of T, also drops below zero
by an amount equal to e,;;. Grid voltage ¢, tends to go
positive because e, rises to Ey, when T, is cut off; how-
ever, ('; charges quickly through R;. and r,; and leaves
e,; at approximately zero potential. Capacitor (', begins
to discharge exponentially through Ry, and Ry, and 7y,
in parallel. The equivalent circuit, for C, discharging,
is shown in Iig. 16.

R, Cz

FIG. 16. Capacitor discharge circuit.

The equation for the discharge of a capacitor is
e, — E, e /RC

woere ¢, — voltage on capacitor at time ¢

E, = total discharge voltage

RC = time constant of discharge circuit.
Since we are interested primarily in €,,, we shall con-
sider the voltage across R,,. At the beginning of the
discharge ¢,, = ¢y, The steady-state condition toward
which e,, is tending is zero volt; however, when e,
réaches cut-off voltage, tube T, will begin to conduct,
ard tube T°; will be cut off.

From Fig. 10 it can be seen that the total resistance
in the discharge path is

"pl RLI
Vp1 + Ry:

Stray capacity is neglected in the calculations, but tends
to round the corners of the plate-voltage wave form as

Rye +

shown in Fig. 15. From the foregoing we may write
the equation for the voltage on the grid of TY,:

€g9 = €p;, € G238
r.r + R
: pt L1 o
B, = €r,, ¢ t2/(}?!/.‘2 -+ r R ')(’2
pt L1

(specific equation to point of cut-off).

In the usual design problem all the constants are
known or can be determined, with the exception of Ry,
and C,. The value of R;; is determined by the ampli-
tude of plate-voltage change desired. E;, and r,, depend
upon the tube type. The time interval ¢, is known for
a particular application and is the time that T'; is not
conducting. The product R,,C, may be calculated from
the equation for voltage across R,,.

The operation of 7', follows an identical cycle when
it is cut off. The sum ¢, 4 ¢, of the cut-off periods de-
termines the total period of the cvcle. The frequency of
the multivibrator mav be varied by varying either or
both grid resistors.

1t will be noted in Fig. 15 that ¢, approaches F,.,
at the angle a. Since this angle is small. any variation
in tube characteristics or components causing a shift in
E., will alter the cut-off period ¢ because the point of
intersection of e, with F., will change. When it is essen-
tial that ¢ remain nearly constant over a long period
of operation, the grid may be returned to F,, as shown
in Fig. 17.

FIG. 17. Grid return circuit.

The discharge wave form for ¢,, is shown in Fig. 18.
In this example, e,; is heading for E,, instead of zero
potential as in the previous case, and the angle a is
large. Small variations in E., will not greatly alter the

————————— 7~ — Eseb
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FIG 18. Grid voltage wave form.
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intersection of e;, and E,, and thus ¢, will remain very
nearly constant. The equation for the discharge of C,
becomes

Ew 4 Eo = (ery, + Euw) e 4/RC

An example of the so-called “flip-flop” multivibrator
is shown in Fig. 19 with the associated wave forms.
Tube T is normally conducting, and plate-current flow
through R, keeps T; cut off. When the grid of T, re-
ceives the trigger pulse, ¢,; decreases and drives the grid
of T, below cut off. T, remains cut off until C, dis-

TRIGSER
PULSES

- }_ -
LY , , l I
{3

U [4

FIG. 19. “Flip-flop” multivibrator.

charges to the cut-off potential, at which point T, re-
sumes conduction until another trigger pulse is received.

Cathode-Coupled Multivibrators

The mutivibrators discussed thus far operate well, up
to pulse repetition rates of several thousand pulses per
second. At higher repetition rates, stray capacity tends
to cause unstable operation. To minimize stray-capacity
effects and extend the stable range of operation, one can
resort to cathode coupling between stages.

A cathode-coupled multivibrator is shown schematically

in Fig. 20.
Rel e [\!
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FIG. 20. Cathode-coupled multivibrator.

When +B voltage is applied to the circuit, plate-
current flow establishes across R; a bias voltage com-
mon to both tubes. At the same time the voltage drop
across Ry,; is impressed on the grid of T, reducing the
plate current in T; and lowering the bias voltage across
R,. With lower bias voltage, T, carries a larger plate
current, and the resulting plate-voltage drop drives the
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grid of T, more negative. The process is cumulative and
rapid, so that T is cut off quickly.

Capacitor C, discharges in normal manner until the
grid reaches cut-off potential. This cycle is shown, dur-
ing ¢,, in Fig. 20. Then T, begins to conduct. The flow
of T, plate current through R; reduces the plate current
in T, because of increased bias. The plate voltage of T,
rises as the plate current decreases, and this voltage rise
is coupled to the grid of T, through C,. The grid of T
is driven positive by this cumulative process. Heavy cur-
rent in T, cuts off T';.

Now C, begins to charge through Ry, and the parallel
combination of 7, and R,.. It charges quickly until the
grid voltage is reduced to cathode potential. Then T
grid current ceases, and C, continues to charge through
Ry, and R,,. At the end of the time interval £, plate
current in 7, has been reduced sufficiently to allow T,
conduction. From this point on, the cycle is repeated.

This circuit does not have a stable state, because
neither tube can keep the other in cut-off condition, thus
it is free-running and unstable. The effect of stray
capacity is reduced by interstage coupling to one grid
only, and the input capacity of that grid is reduced by
cathode-follower action. The controlling signal is coupled
between stages by a low-impedance circuit in the
cathodes, in which the effect of stray capacity is lessened.
A multivibrator of this type may be operated in reliable
manner at a pulse repetition rate of a million pulses
per second.

Clipping Circuits

Clipping circuits are used to eliminate undesired por-
tions of complex wave forms by limiting the amplitude
excursion in either the positive or negative direction, or
in both directions. Clippers or limiters are usually applied
in circuits in which pulses are formed and shaped to
desired specifications.

Fig. 21 illustrates a simple peak-clipping circuit
which may be used to form a square wave from a

T, CONDUCTING

FIG. 2]1. Peak clipping circuit.

sinusoid. Two diode elements, T'; and T, are connected
as shown. Bias battery E, keeps tube T'; cut off until
input voltage e; increases in the positive direction to a
value equal to E;. Further increase in e; causes conduc-
tion of T, and results in a voltage drop across R. as ¢;
increases, both the current in T, and the voltage drop
across R increase so that the output voltage e, is fairly
constant after e, becomes slightly greater than E;. A sim-
ilar condition holds for the negative half-cycle of the
input voltage. In this, the output voltage increases in
the negative direction until bias Es is overcome. Then
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conduction in T, limits the output voltage to a fairly
constant value. Wave forms for the cycle of operation
are shown in Fig. 21.

To produce, from a sine wave, a square wave with a
short rise time by using a clipper of this type, it is
necessary to connect several stages in cascade, inserting
amplifiers between stages.

The overdriven amplifier discussed on previous pages
may also be used for performing a clipping operation.
Fig. 22 is a practical triode clipper circuit utilizing a

[} 4
[ r—r-t+-|-———————=-- €,
[
¥ le—e,
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FIG. 22. Triode clipper circuit.

type 6SL7 tube. It may be desirable, for example, to
remove overshoots or distortion in the tops of a square
wave such as e; in Fig. 22. If ¢; is symmetrical about
the a-c axis, the grid of 7', will assume a bias voltage,
due to grid current, which will permit just the tip of
the pulse to reach zero potential with respect to the
cathode. If the pulse amplitude is sufficiently large, the
negative excursions will drive the tube beyond cut off
and eliminate the overshoot on the negative half-cycle.

The signal on the plate of T, consists of a square
wave with overshoots eliminated in the positive half-
cvcle. By passing this signal through T, the overshoot
is eliminated in the negative half-cycle, and a clean
square wave is obtained in the output.

In the foregoing examples of clipping circuits, the
action was symmetrical about the a-c axis. In some cases
it may be desirable to clip only the tips of positive
pulses, retain the tips and eliminate the remainder of
the wave form. Such a circuit and the appropriate wave
forms are shown in Fig. 23. Suppose the input voltage
consists of alternate positive and negative pulses ob-

s &0 \ k

é}? ln;o A A t
1]

W[V

¢} 4
FIG. 23. Clipper circuit.

tained by differentiating a square wave. It is desired to
clip the positive pulses midway between the axis and
the tips. Voltage relationships are shown in Fig. 23.

The clipping level is set by adjusting the bias in the
cathode circuit so that, without signal, the tube is biased
beyond cut-off. Only the positive tips of the input pulses
cause plate current to flow.

In the clipping circuits described thus far, no attempt
has been made to compensate for the inherent curvature
near cut-off in the plate-current-cut-off type of clipper.
Where the clipper is used to clip the blanking pulse and
establish black level, as (c¢) in Fig. 4, it is imperative
that the slope of the grid characteristic curve remain
constant to the clipping point; for this will prevent
squashing of the video signal near black level and avoid
change in the transfer characteristic. The linear clipper
shown in Fig. 24 accomplishes the desired result.

The linear clipper circuit includes a pentode V,, a
load resistor R, in series with a diode section V,, and
an additional load resistor R, in parallel with R, and V,.

ouT

+Eb’

FIG. 24. Linear clipper circuit.

The value of R, is approximately 20 to 30 times that
of R,. Both plate and screen supplies are regulated.

Fig. 25 shows the characteristic curve for the linear
clipper.

|
CLIPPING LEVEL I

(BLACK LEVEL) ——: |

FIG. 25. Linear clipper characteristic.
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When 1, is operating on the linear portion B-C, the
plate current i, is ¢; 4 i,, and the plate voltage is less
than E,/2: hence V, conducts and causes signal current
i, to flow in R,. At point B the plate voltage of V, is
equal to E,/2. Between B and .l the cathode voltage of
V, is greater than E,/2; therefore i, is zero, and there
is no change in signal output voltage. Thus the blanking
pulse is clipped at black level. Only the linear portion
of the curve between B and C is used for the picture
signal.

Cut-off in this clipper is abrupt. The use of a pentode
tube permits an abrupt change in external load re-
sistance without affecting plate current. As i, approaches
zero, the ratio #,/i, changes rapidly, resulting in a rapid
change of 17, cathode voltage in the cut-off region.

By adjusting the equivalent bias on 17, point B can
be made to coincide with black level.

A serious drawback of the linear clipper is capacity
feed-through of transients. This trouble can be cured by
connecting a second diode element, as shown by the
dotted lines in Fig. 24. By proper bias adjustment the
second diode can be made to conduct at a potential just
above cut-off of the limiter so that unwanted signals are
shunted to ground when the limiter is inoperative.

Blocking Oscillators

A blocking oscillator is a form of self-pulsed oscillator
that is used as a simple means for obtaining a short pulse
at some desired repetition rate. Fig. 26 is a schematic
diagram of a simplifted blocking oscillator circuit. The
coupling coefficient of the iron-core transformer T is very
nearly unity. The connection polarities of the trans-

FIG. 26. Blocking oscillator circuit.

former must be as shown. Wave forms for the operating
cvcle are given in Fig. 27.

When B71 is applied and plate current starts to flow,
a voltage develops in the primary winding, due to the
inductance drop L 4/4. This voltage is coupled to the
secondary so as to cause the grid voltage to rise in the
positive direction. Thus  the plate current is further in-
creased. The effect is cumulative and causes the grid
to go positive quickly. As the grid is driven positive,
two actions occur: Grid current flows and charges C;;
and plate voltage is reduced to such a low value that
further increase in grid voltage will not increase the
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FIG. 27. Blocking oscillator operating cycle.

plate current. The secondary voltage then ceases to in-
crease, and (', begins to discharge. The discharge of C;
lowers the grid voltage, causing a decrease in plate cur-
rent. The induced voltage in the secondary is in the
negative direction, due to the change in di,/dt, and the
grid is driven quickly below cut-off. Then (', is dis-
charged through R, and the transformer secondary until
the grid voltage is less than cut-off. When plate current
starts to flow, the cycle is repeated. The unbiased block-
ing time is roughly 2 or 3 times C,R;, depending upon
the transformer turns ratio, inductance values, and self-
resonant frequency. The blocking oscillator frequency
may be controlled by varying the bias on the grid or
on the cathode, or by varying R,.

The blocking oscillator may be synchronized by apply-
ing either a sine-wave or a pulse voltage across a resistor
in the ground lead of the transformer secondary.

Step-Charging Circuits

A step-charging circuit is one in which the potential
across a4 capacitor is built up in a series of steps. Its
fundamental use is in a frequency-dividing system in
which a blocking oscillator is triggered after a number
of steps have been completed. Fig. 28 shows a simple
step-charging circuit and the resultant wave forms.

FIG. 28. Step-charging circuit.

Assume that the plate voltage e, rises quickly at time
t; and that ¢, == 0. Diode section T, will conduct and
charge C; and C,. The voltage across C, is given by the
equation.

ebC1
Cr + Ce

€; ==

www americanradiohistorv com


www.americanradiohistory.com

When ¢, returns to its minimum value, diode section T,
will conduct and discharge C,. At time ¢, diode T, con-
ducts again, charging C, and C,. This time, however, the
total change in ¢, is not divided between C, and C, since
(', has on it the voltage developed at time #,. Let ¢, de-
note voltage to which C, was charged during the initial
pulse. Then

. (e, —e;) C,

“= 0+ G

Each succeeding step mayv be calculated in the manner
shown above. The voltage on C, during the preceding
step must be subtracted from the peak-to-peak plate
voltage in determining the amplitude of the next step.

At the end of a given number of steps. a blocking
oscillator is triggered, ', is discharged, and the cycle
is repeated.

Non-Linear Mixers

In some television applications, specifically in the syn-
chronizing generator it is necessary to mix two pulses
in such a manner that the resultant signal is not the
algebraic sum of the two pulses. In effect. a third pulse
is created which differs in character from the original
pulses. Consider the circuit in Fig. 29. The 6L7 tube
is biased at such a high value that both grids must re-
ceive positive pulses before the plate current can flow.
During the time that a positive pulse exists on both
grids, plate current flows and gives an output voltage
as shown.

w1 [

FIG. 29. Non-linear mixer.

Iig. 30 is a curve taken on a tvpe 6L7 tube for
the electrode voltages shown. If the bias voltage is set
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FIG. 30. Characteristics of Type 6L7 Tube.

at —14.5 volts as indicated, either grid potential may
be reduced to zero without plate current tlow.

A-F-C Discriminator Circuit

To improve receiver performance, certain limitations
have been recommended by the RTMA Committee on
Standards for the maximum acceleration of the syn-
chronizing-signal frequency. Also, it is desirable to lock
the frequency of the svnc generator to a local 60-cycle
power supply so as to simplify studio and remote opera-
tion. Since the local power-supply frequency may change
by an amount exceeding RTMA standards during sudden
load changes. a means of delayed frequency control must
be devised, in which the acceleration of frequency, in
cvcles-per-second per-second, does not exceed the recom-
mended standard. Such a circuit is the lock-in circuit
shown in Fig. 31.

60~ PULSE INPUT

D-C QUTPUT
Ro VOLTAGE

1C2 IC3

1
1
PULSE INPUT !

FIG. 31. Frequency control circuit.

The circuit consists of four diode elements in a bal-
anced bridge network. The sine wave of the local 60-
cycle supply is clipped and applied across the bridge. A
60-cyvcle pulse voltage, derived from the synchronizing
signal oscillator, is applied to the center leg of the bridge
through a transformer. The phase of the local power
supply voltage is adjusted so that the pulses occur at
the zero-voltage point.

With reference to Fig. 31 it mayv be seen that, nor-
mally, 7, and 7', would conduct during the negative
half-cycle: however, a bias voltage, built up across R,C,,
prevents conduction. Similarly, T; and T, would nor-
mally conduct during the positive half-cycle, except for
the bias voltage. The pulse voltage overcomes the bias
voltage when the clipped sine wave is passing through
zero, and T; and 7', conduct briefly during a small por-
tion of the negative half-cycle, while Ty and T, conduct
momentarily during a small portion of the positive half-
cycle. If the pulse voltage is in phase with the power
line voltage and of the same frequency, the net charge
on C, will remain the same.

If, however, the frequency relationship between C,
and the pulse voltage should change, the charge on C,
will change because the diodes will conduct more during
one of the half-cycles than during the other. The time
constant of R,(; may be adjusted to provide for slow
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changes in the d-c output voltage, thus preventing erratic
changes in power-line frequency from appearing in the
control voltage.

The d-c output voltage is used to control a reactance
tube for changing the frequency of the pulse voltage.

Reactance Tube Circuit

A reactance tube is used for controlling the frequency
of an oscillator by varying the effective tank circuit in
the plate of the oscillator. Fig. 32 shows a typical re-
actance tube circuit.

D-C CONTROL
VOLTS

e

= nG"___

FIG. 32. Reactance tube circuit.

In this circuit, R, >> 1/jwC,. Let the impedance
between points “C” and “D” be Z, = R,. The impe-
dance from “D” to “G” is 1/jwC,, which we shall call
Z,. Then we may draw the equivalent circuit shown in
Fig. 33.

o
ip&"o ? L l
- Z, > E ° = ¢
7] es HEg ‘ T
1 | ﬂ |

FIG. 33. Reactance tube equivalent circuit.

I 2,55 Zy ey = poit =22
1 >> 2)60—21+22= ZI
If Zy 4+ Zy >> 1y, by =i
. gm Zs E
but 7, = gméy :—ZT—

The admittance, looking into the reactance tube
plate is

7 gm 22
Vig = —E—'= Z,
or
_ Em
Yar = jwCs R,y

Thus, the admittance of the reactance is equivalent
to an inductance which would vary with g,,. The vector
diagram of current and voltage relationships is shown
in Fig. 34.
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FIG. 34. Reactance tube circuit vector diagram.

Mutual conductance of the reactance tube is varied
by changing the d-c grid bias. This circuit, in conjunc-
tion with the lock-in circuit previously described, may
be used to keep the frequency of an oscillator syn-
chronized to a local power source.

Sawtooth Generators

A sawtooth generator is a device whose output voltage
has a repeating triangular wave shape of which the
positive slope is constant. Thus

de
dt
This type of voltage is used as a time base for the
scanning of cathode-ray or kinescope tubes. In view of
the present television standards, we shall be concerned

with sawtooth wave forms whose frequencies are 60
cycles and 15,750 cycles per second.

= Constant

"l‘Eb

? AN

mnn_ »eo

e _T_C
4 7 I

FIG. 35. Sawtooth generator circuit.

Fig. 35 is a circuit diagram of a sawtooth generator
commonly used in television equipment.

Assume that C is charged at the beginning of a cycle.
Pulse ¢; is applied to the grid with sufficient amplitude
to drive the grid positive. The triode conducts heavily,
discharging C. During the positive pulse interval, the
flow of grid current produces a bias voltage across the
grid resistor of sufficient amplitude to cut the tube off
when the pulse goes negative. Capacitor C charges
exponentially through resistor R while the tube is cut
off between pulses.

In the analysis of the sawtooth generator, certain
assumptions will be made. First, we shall assume com-
plete discharge of C during the pulse. Usually r, << R
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ard ¢, is long enough to permit the voltage across C to
discharge to E,r,/(r, + R). With », << R, we have
e; = 0.

Now we shall define a linearity factor 1. Consider
Fig. 36 in which we have a linearly increasing voltage

e St it Eg

1
i

9 cconstant AET/RC

(d¢ T BT

-7 4———L5—)\
& \ -7 ', RC
-

o I
//. !
- 1
Z {
l
0 I}
t > T5

FIG. 36. Analysis of sawtooth voltage.

of constant slope de/dt. Such a voltage may be obtained
by making the charging current constant, or

E, ¢

" RC
In the ordinary sawtooth generator circuit, the charging
carrent is not constant, but varies exponentially so that

the voltage on C at the time T is less than the voltage
for the ideal case by a factor 1, or

Eb Ts
¢ = "pC A

The linearity factor 1 is thus expressed as the percentage
of ideal voltage to which C charges in a simple circuit.

From the simple circuit we know that
oo = Ey(1 — T/RC);

hence
RC

A= (1 — ¢ TYRC) T
s

If we expand the exponential term about zero by
means of a McLaurin's series we obtain

T, Gy N T, \*
’1:[1_(1—1\’6)+(R(‘);*('RC)%JF
T\ 1 RC
(re) ot ) 7
Tyl Tont1l , Tan® 1
:1_(’RC4)7+(RC')6 (RC)7+"']

Let us take the first two terms and rearrange

2

_—— =

)=

T,
A RC

If we restrict the value of 1 to the limits 0.75 to 1, we
may write

T, _ 2 5
RC 1
Substituting, we obtain
2
€p = Eb (7 - 2) A

=2FE, (1 —1)

The preceding equations are useful for determining
the charging time constant and output voltage for a
given supply voltage and linearity requirement. The
linearity factor usually varies from 0.90 to 0.95.

Blocking Oscillator Sawtooth Generator

The sawtooth generator described above requires a
pulse driving signal of fairly good rectangular wave
shape. If the driving pulse fails, no sawtooth output is
obtained. A blocking oscillator can be used as a saw-
tooth generator to provide output voltage even though
the synchronizing source may fail. Fig. 37 is a circuit
diagram of such a generator.

SYNC

INPUT I

FIG. 37. Blocking oscillator sawtooth generator.

In this circuit, R and C form the sawtooth through
the charging and discharging action of the tube. Assume
that C is charging through R. Then the blocking oscil-
lator conducts heavily, discharging C. When the grid
is driven below cut-off, the tube ceases conduction, and
C charges through R. The blocking oscillator is syn-
chronized by a pulse signal whose wave form need not
be rectangular. Frequency is adjusted to the synchroniz-
ing signal by the “hold” control. Amplitude of the saw-
tooth is adjusted by the “height” control.

Linearity

The linearity of the output voltage from the conven-
tional sawtooth generators described above varies with
the time constants used; and the voltage always is an
exponential instead of a linear, function of time. Special
methods may be applied to improve the linearity of
the sawtooth. One means by which linearity may be cor-
rected is shown in Fig. 38.
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I
L4
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0
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FIG. 38. Sawtooth linearity circuit.

In this circuit  is charged during the input pulse
and discharged through a constant-current pentode T,.
Since the discharge current is very nearly constant, the
voltage on the capacitor becomes

1
ee—— — [t i
Kt

The plate resistance of the pentode can be increased by
using a large cathode resistor R,, thus increasing the
effective plate resistance by 1/(1 — g,,R,).

It will be noted that the output is inverted from the
conventional sawtooth generator.

By the use of feedback to the pentode of Fig. 38,
a perfect sawtooth may be obtained. In Fig. 39 a por-

FIG. 39. Linearity feedback circuit.

tion of the sawtooth output is fed back to the cathode
of the constant-current pentode. The effective plate re-
istance is high as C begins to discharge, and decreases
as the discharge proceeds. Not only may a linear saw-
tooth be obtained. but a strong overcorrection may be
attained.

These, and other methods of linearity correction, are
described in the December 1946 issue of “Electronics”
in the paper “Linear Sweep Circuits,” by Robert I.
Owen.
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Magnetic Deflection

Deflection of the electron beam in kinescope and cam-
era tubes is accomplished by a uniform magnetic field at
right angles to the tube axis. When it travels through
the magnetic field, the electron is subjected to a trans-
verse force which causes it to move along an arc of a
circle. On leaving the magnetic field, the electron con-
tinues along a straight line which is tangent to the arc
at the field boundary, as shown in Fig. 40. The elec-

A

FIELC BOUNDARIES

ELECTRON
FATH

S}
AN

FIG. 40. Electron path at field boundary.

tron emerges from the field at an angle 4 with respect
to the original direction of motion. The total angle of
deflection is 24. In present-day kinescope tubes, the
maximum angle of deflection is S0° and is limited by
inside neck diameter and length of field 4.

The magnetic field required for deflecting the electron
beam in a television kinescope or pick-up tube is pro-
duced by passing a sawtooth current through a pair of
series-connected coils on opposite sides of the tube neck.
Formerly, the coils which make up the yoke were wound
on a flat rectangular template, and then formed around
a cylinder of a diameter equal to, or greater than, the
tube neck. Present coils are machine-wound, and the
cylindrical forming occurs during the winding process.
Fig. 41 is a rough sketch of a modern yoke winding.

™
|l
|
P EE—— Y

FIG. 41. Deilection yoke winding.

The number of ampere-turns required to produce a
given angle of deflection is calculated from

2.68 L, sin N/ E,
A
where V/ — ampere-turns of winding

NI =

1, = length of air gap, inches

A = length of magnetic field, inches
6 = ¥ total deflection angle
E, = accelerating potential, volts.
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Note that the above value .V/ is for half the total
deflection angle. To obtain N/ for the total deflection
angle, multiply by 2.

For a standard 4:3 aspect-ratio television raster. the
value of the horizontal-winding ampere-turns is

(VI)H = 0.8 .V/
while for the vertical winding it is

(N1)y = 0.6 NI
Vertical Deflection Circuit

Fig. 42 shows a vertical deflection circuit in its
simpiest form. The vertical voke winding is transformer-

M:ﬁ 1 mﬁ .

+

B+
f "5“7 CENTERING

HEIGHT L LINEARITY

FIG. 42. Vertical deflection circuit.

coupled to a 6SN7 triode. T, with Doth sections parallel-
connected. The driving sawtooth is generated in a con-
ventional sawtooth generator, T,.

Practical values for the vertical winding of the yoke
are 1. — 48 millihenrys and R 70 ohms. At the ver-
tical scanning frequency the load impedance becomes

Z, = 70 + j18.1

In the design of the transformer and driving circuit.
the inductive component of the load is neglected. The
problem then becomes one of designing a transformer
which will match the yoke resistance to the driver tube
and present sufficient primary inductance for good low-
frequency response. A type 65N7 triode provides suffi-
cient output to detlect a 9-kv beam. The plate resistance
of the 68SN7. parallel-connected, is approximately 3500
ohms. For maximum power output, the load should be
2r,: therefore the reflected load of the yoke should
appear as 7000 ohms on the primary side. The trans-
former turns-ratio becomes

No/No =\ Z,/Z, = \/ 7000/70 = 10/1.

Good low-frequency response is obtained by making the
primary inductance large. In the RADIOTRON DESIGNER’S
HaNDBOOK the ratio of low-frequency gain to mid-band
gain is given as

A= 1!
VI (/L)

If the response at 60 cycles is to be 1 db down. .1, be-
comes 0.89, from which

Ly/rp, = 1.94.

For the circuit of Fig. 42 the primary inductance should

be 18 henrys. Actually. for standard vertical-deflection
transformers. L, varies from 40 to 60 henrys.

Some control of linearity may be obtained by varying
the bias voltage of T,. Usually, the sawtooth amplitude
and bias are adjusted together to place the operating
point in the most linear portion of the tube curves.

The picture is centered by adjusting the centering
potentiometer so that a steady d-c current flows in the
voke. Current may be caused to flow in either direction
to move the picture in either direction.

No external damping of the voke winding is required.
in the majority of cases. since the plate resistance of
the tube is reflected to the transformer secondary. If
external damping is required, a resistor of proper value
may be placed across the voke winding.

Automatic Linearity Control

Picture linearity may be corrected by the linearity
correction devices previously discussed. Additional tubes
and circuit components are required, however, and if
the expense is justified, an automatic control may be
used.

6K6 OR 6V6G

55&3—]

FIG. 43. Automatic linearity control circuit.

d. N\ /\

FIG. 44. Sawtooth linearity control.
a. Current sawtooth containing distortion.
b. Plate 6SH7 sawtooth plus distortion.
c. Input sawtooth.
d. Grid 6AG7 distortion only.
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Fig. 43 shows an automatic linearity control circuit
developed by the Advanced Development Section, Home
Instruments Department.

The circuit operates as follows. A pilot voltage is
developed across R, in the yoke circuit, which is pro-
portional to the current in the voke. This voltage con-
tains the distortion of the current sawtooth and is shown
in Fig. 44(a).

The distorted sawtooth is amplified in a high-gain
pentode and fed to the top of Rs. A sawtooth of good
linearity is fed into the driver tube, 6K6 or 6V6, and
also to R,. In the resistance network R,R, the linear
sawtooth is compared to the distorted sawtooth, and the
existing distortion is placed on the grid of the 6AG7.
The distortion signal causes the plate of the 6AG7 to
draw a current which cancels the original distortion.

In this system, picture size may be changed over wide
limits with negligible vertical distortion. The values of
R, and R, should be less than one-half megohm to pre-
vent integration of the linear sawtooth.

Horizontal Deflection Circuits

Circuit design for magnetic deflection of the electron
beam at horizontal-line frequencies requires a different
approach than for vertical deflection. At 15,750 cycles-
per-second, the yoke presents a load which is almost
entirely reactive. U'nless means are devised to recover a
portion of the power fed into the yvoke during trace
time, a relatively high amount of power must be ex-
pended in deflecting the beam. An ideal cvclic system
requires wattless power. Such a system will form the
basis for study of the horizontal-defiection problem.

ai . K

A —

at 7

7

Bk
i

FIG. 45. Equivalent horizontal deflection circuit.

3

Consider the simple circuit of TFig. 45. The voke
is represented by L,, C,, R,. Suppose that switches S,
and S, are open at the time ¢ — 0. At the beginning
of the deflection cycle, S, is closed, applyving voltage E
across L,, R, and C,. If it were not for R,, the cur-
rent through I, would increase linearly with time, as
expressed by the relation

Gi _E

dt L
Since R, is present, the current rises exponentially until
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switch S, is opened. At this point, the beam has been
deflected to the right-hand side of the picture. The mag-
netic field must be reversed quickly in order to return
the beam to the left-hand side of the picture, to begin
another trace.

Since I, C,, and R, form a resonant circuit, the fast-
est means for reversing the field is to permit the wind-
ing to oscillate for approximately one-half cycle at its
natural resonant frequency.

When S, is opened, the magnetic energy stored in
the field of L, is converted into potential energy by
the tlow of 47 into C,, and back into magnetic energy
by the flow of —i, resulting in an almost complete re-
versal of the field. Losses in the resonant circuit limit
the completeness of reversal to

K/
te

Fig. 46 indicates the current and voltage waveshapes
in the voke for a complete deflection cycle.

When the current in the voke has reached the value
i, in the negative direction, switch S, is closed, which
places damping resistor R, across the oscillating circuit.
If S, were not closed, the voke would continue to oscil-

.
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o B ¢
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/
é= Ldt + /R .
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FIG. 46. Deflection-cycle waveshapes.

late, as shown by the dotted lines in Fig. 46. Closing
of S, causes the oscillatory circuit to be slightly over-
damped, so that —i decays exponentially. When —i
reaches zero, S, is closed again to begin another cycle.

Because of the presence of the iR drop in the in-
ductance, the resultant current wave form in the yoke
is exponential instead of being linear with time, as de-
sired. Tf the iR drop can be canceled, the total voltage
FE may be applied to L,, resulting in a linear current in
the voke. Suppose we insert a generator in series with E,
whose characteristic is

Ae

—_— —R.

At
Then the linear rise of current in L, may be obtained.
Reference to the plate-family of curves for a vacuum
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tube reveals that a tube may serve as such a generator
and as an electronic switch to replace S;. Also, we may
use a vacuum tube to replace S, and add —R for the
pscillatory phase. Such a circuit is shown in Fig. 47.

The operation of the tube may be plotted from its
family of curves. Refer to Fig. 48. The load line —R
ic so drawn that it intersects the plate-voltage, or zero-
.urrent, axis at the point £ — L di/dt. A plot of current-
versus-time is obtained from the intersection of the —R
line with the grid-voltage lines. The grid-voltage wave-

L

_r_
11
11
0O
-
Ry
(%]

FIG. 47. Electronic switch and generator circuit.

shape ¢, is obtained for the tube by plotting E.,; against
time for corresponding values of current i.

The diode characteristic is plotted in a similar man-
ner. The voltage causing diode conduction, however,
becomes L di/dt and is equal to the drop across the

FIG. 48. Tube operating curves.

inductance during trace time. The load line for the diode
must be drawn for r, + R;, where 74 is the diode resist-
ance. Linearity in the diode circuit occurs when

R, = [E — (i; R + E)1/i,.

The circuit operation may be improved by replacing
the diode with a controlled triode. For simplification, a
transformer is added, and the circuit becomes the one
shown in Fig. 49.

h L ‘\_?”‘ C% E_W]

FIG. 49. Improved switching circuit.

The combined characteristics of the beam tetrode
and the triode are shown in Fig. 50. Note that the
characteristics resemble those of the ordinary push-pull
arrangement.

i o] O+
<10
20 U
v, = - Eg
-30 -50+
=R _40
—
Ts
¢

s

FIG. 50. Combined characteristics of beam tetrode and triode.

In the ideal case, in which there are no losses, the
6BG6 driver tube supplies half the deflection current,
and the 6AS7 triode damper supplies the remainder from
the stored energy. Such utilization of current is shown
i Fig. 51. Because of losses in the actual circuit, the
driver tube must supply about 60% of the total deflec-
tion current.

Tey Ip
i ipe
P2
IDEAL ACTUAL

FIG. 51. Deflection circuit operation.

The control-grid voltage for the triode damper is gen-
erated by differentiation of the pulse voltage across the
voke. The values of RC are determined by the equation

il 2
== - — 2
R,
where 1 — linearity of voltage rise = 0.3 to 0.8.

Usually R is made variable for adjusting linearity.

The combination R,C, has a long time-constant and
is placed in the grid circuit for establishing grid bias
for the triode by the flow of grid current on the peaks
of the grid voltage.
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Video Amplifiers

REQUIREMENTS-—The nature of the picture sig-
nal imposes certain requirements upon the video ampli-
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fier, which must be met if fine picture detail is to be
resolved. First, the bandwidth must satisfy the relation

101;

Amn 1——10 2

fn_

where f, = fundamental frequency for » lines
A, = aspect ratio = 4/3
n = number of lines to be resolved
Hg = active trace time, microseconds.

Since horizontal blanking occupies 16% of the hori-
zontal period, the active trace time, I,, is 0.84 X 63.5
= 53.3 microseconds. To resolve 400 lines, the bhand-
width must be

4 400 X 10%

Ih=73X533%2

== 3 megacycles

In practice, the output of the video transmitter is
specified by standards to include all frequencies hetween
30 c¢ps and 4 megacycles per second. Hence, the video
amplifier must amplify without discrimination, at least
those frequencies between 30 cps and 4 megacvcles per
second. Usually, the video amplifier is designed with a
bandwidth exceeding these limits.

Also, the video amplifier must have a minimum time-
delay discrimination. This requirement is fulfilled when
the phase angle hetween input and output voltages is
proportional to frequency.

Finally, there are requirements for the video ampli-
fier which are set by standards or practice, some of
which are output-voltage levels, terminal impedances,
permissible signal-to-noise ratio, etc.

FREQUENCY RESPONSE—Low-frequency response
of an RC-coupled amplifier is determined by the time-
constant of the coupling capacitor and grid-leak resistor.
In practice, good low-frequency response is obtained
by making the time-constant large or by using clamp
circuits.

High-frequency response is limited by shunt capacity
across the plate-load resistor. This shunt capacity in-
cludes the tube input and output capacity, wiring
capacity, and stray capacity of circuit components. Good
high-frequency response is obtained by utilizing the
various shunt capacities as elements of a low-pass
coupling filter.

Fig. 52 is a diagram of a constant-K low-pass filter
consisting of one full section and one half-section ter-
minated in its characteristic impedance. The terminating

L

|

FULL SECTION

HALF SECTION

FIG. 52. Constant-K low-pass filter.
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half-section is added for impedance matching purposes.
When the low-pass filter is properly designed and ter-
minated, the characteristic impedance is constant to
almost the cut-off frequency. Connection of the coupling
filter to the amplifier tubes is shown in Fig. 53. In

L 1. —
——r L T
R' 2 Ro R,
i_co —ECI

8+
FIG. 53. Coupling filter-connection.
Fig. 53 ', and C; are output and input capacities of

the tubes. For this particular tyvpe of low-pass filter, the
following equations apply:

fe = cut-off frequency

1
R, = e
fr ('i
L = R, C;
. G
Co = =
R, = (5t0 10) R,
-" = ngo

The resistor R, is added to lower the ()-factor of the
seried inductance. A peak in the response curve will re-
sult prior to cut-off if the (-factor is not optimum.

The characteristics of the constant-K low-pass filter
depend upon the components being pure inductances and
pure capacitances. It has been shown that distributed
coil capacity converts the constant-K type into an
M-derived filter, as shown in Fig. 54,

- Y S
;_[co - 5 lcl i

FIG. 54. Effect of coil capacity on constant.K filter.

Equations for the M-derived filter are as follows:

/ .
M=,/ Ca o Cu_
yorrE T
M
O e
L, = R* C;
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L, = 0.8 L, approx.
Rl — (S - IO) Ru
A = guR,

Practical video amplifiers use the M-derived low-pass
filter as a means of coupling amplifier stages.

Diagnosis curves are given in Figs. 55 and 36 to
aid in the alignment of video amplifiers using low-pass
filter coupling.

|

{
IDEAL FILTER

|

PRACTICAL !
FILTER

1
i
|
|
|
'
t
1
1
NG DAMPING RESISTOR
R,
|

R, TOO LARGE

R, TOO SMALL .

R TOO LARGE

| t

F.G. 55. Diagnosis Sheet #1.

I
R, TOO SMALL

|

L, INCORRECT
. (LARGE OR SMALL ABOUT

I SAME) ‘

‘ !
L, TOO LARGE

| |
| \

FIG. 56. Diagnosis Sheet #2.

Clamp Circuits

The clamp circuit is often used as a “D-C Restorer”;
however, it can also be used to restore low frequencies
in a video amplifier. Its operation in the latter applica-
tion will be described first.

Consider the video signal for a hali-black, half-white
picture applied to the input of a video amplitier whose
frequency response is very poor below the horizontal-
scanning frequency. Assume that horizontal blanking
pulses are also introduced at the amplifier input, and
that they are of greater amplitude than any other part
of the video signal. A sketch of the picture and the
corresponding video signal with horizontal blanking is
shown in Fig. 57.

J

FiG. 57. Half-black. half-white picture and video signal.

After this signal has passed through the amplifier, the
low-frequency components will be missing, and the signa!
will distribute itself about an a-c axis as shown in Fig.
58. Low-frequency components are, in this case, con-
sidered to be any componenis of less than the horizontal
scanning frequency. The transitory periods immediately
following the change from black to white are not shown
in Fig. 58.

A-C . . _ - _
AXTS W | |
FIG. 58. Video amplifier output signal.

Note that, if we could bring the peaks of the hori-
zontal blanking pulses that occur during the “black”
portion of the picture to the same level as the peaks of
those that occur during the ‘“‘white” portion. the signal
would again be identical to that in Fig. 60. In other
words, the low-frequency components would then be
restored because the output signal would be similar in
shape to the input signal.

Fig. 59 shows a hypothetical circuit for bringing all
of the blanking pulses to the same level. The time-
constant of R and C must be sufficiently small so that

S

o -

+

‘.—.L =

FIG. 59. Simplified clamp circuit.
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C is discharged before the blanking pulse is over. The
switch is so controlled that it closes at the start of the
blanking pulse and opens before the end of the pulse.
Because of these conditions (grid of the tube tloating
during the time the switch is open, grid-side of C being
always brought to ground potential during the pulse,
and switch opening before the pulse is over), the re-
maining portion of the pulse always falls at the same
point on the tube’s operating characteristic. As explained
in the preceding paragraph, this is equivalent to restor-
ing the low-frequency components.

A clamp circuit, shown in Fig. 60, is electrically equiv-
alent to the arrangement of Fig. 59. The diodes replace
the switch of Fig. 59, and the switch control is supplied
by the diode keying pulses. The circuit “clamps” on
the periodic pulses in the video signal, which in the
given example are horizontal blanking pulses; hence its
name.
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FIG. 60. Clamp circuit.

The keying pulses (which should not be confused with
the clamp pulses) are 180 degrees out of phase, so that
both diodes become conducting simultaneously. By using
this balanced arrangement, the keying pulses cancel out
at the grid of the amplifier tube, and are therefore not
added to the desired signal. It is essential that the key-
ing pulses end before the clamp pulses, as explained
above. Horizontal synchronizing signal makes ideal key-
ing pulses. The amplitude of the keying pulses must
also be greater than the clamp pulses, so that the diodes
can be made conducting during keying time. DPractice
has shown that the keving pulses should be one-and-
a-half to two times as large as the clamp pulses.

It is important to note that pulses other than hori-
zontal blanking can be used to clamp on. The only re-
quirements are that they be greater in amplitude than
any other part of the video signal. that their peaks
represent constant amplitude in the input signal, and
that their frequency be sufficiently high for the ampli-
fier to pass them without frequency or phase distortion.
Of course, they must not interfere with the desired sig-
nal. Hence, for television work, they must occur at
horizontal blanking time. Their polarity, with respect
to the video signal, is unimportant.

The coupling capacitor C and the resistance between
grid and ground during keying time must have a suffi-
ciently small time-constant for C to discharge during
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keving time. For 15-kc clamp pulses, the value of C
can be between 100 and 500 wuf. The coupling capaci-
tors, C,, and C,, are also somewhat critical because the
diodes are self-biased by them and their associated
“leak” resistors. The bias developed is proportional to
the amplitude of the keving pulses, in a manner similar
to that of a conventional diode detector. Values for C,
and C; are best determined by experiment. Values which
have been used in the past lie between 0.003 wf and
0.1 uf for the leak resistances shown.

In some cases it may be desirable to return the grid
of the amplifier tube to a fixed-bias source instead of to
ground. The bias source is then introduced in series with
the ground lead shown in Fig. 60.

The source of the keving pulses is of importance. A
center-tapped transformer is desirable because it pro-
vides balanced pulses easily, and the source-impedance
is low. A tube with load resistors in both plate and
cathode circuits (cathode-follower type of phase inverter)
can be used to provide keying pulses. This tube should
preferably operate with a negative-polarity pulse on its
grid, so that the tube is cut off during keying time. Other-
wise, the source-impedance will be different for the posi-
tive and negative output pulses, due to cathode-follower
action. An unbalance in the source-impedance may ad-
versely affect the operation of the clamp circuit.

The clamp circuit can be modified to advantage when
only single-polarity keving pulses are available. This is

&
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FIG. 61. Clamp circuit for single-polarity keying pulses.

shown in Fig. 61. In this circuit, a single keying pulse
makes both diodes conducting because they are in series,
as far as the keying pulse is concerned. The disadvantage
of this circuit is that a small amount of the keying
pulse is super-imposed on the video signal because of
the unbalance. When horizontal sync pulses are used as
keying pulses, this circuit will add a small amount of
svnc to the video signal; this will sometimes be an
advantage rather than a disadvantage. If vertical sync
is unavoidably present along with the horizontal, the
coupling capacitors C, and C, should be increased to
0.5 uf.

Another version of the clamp circuit is shown in Fig.
62. Only single-polarity keving pulses are required. The
source-impedance of the keving pulses can be high, but
the circuit provides a low-impedance path between grid
and ground during keying time.
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FIG. 62. Clamp circuit for single-polarity keying pulses.

The Clamp Circuit as a D-C Restorer

Since, as was just shown, the clamp circuit effectively
restores low frequencies, the same reasoning can be ex-
tended to say that the clamp circuit will also restore
the d-c component of the video sighal. Without d-c
restoration, the a-c axis of any signal will pass through
the operating point of the tube characteristic to which
that signal is applied. However, when the clamp circuit
is used on the grid of an amplifier tube (or kinescope),
the clamp pulses in the signal are always referred to the
same point on the characteristic, regardless of signal
amplitude or wave form. In other words, the a-c axis
is shifted as the signal amplitude and wave form vary,
and a shift in the a-c axis of a wave is equivalent to
adding a d-c component. The clamp circuit has the ad-
vantage over the simple, single-diode type of d-c restorer
in that it responds very quickly to signal changes,
whether they be increasing or decreasing; whereas the
simpler type has appreciable time lag when the signal
suddenly decreases.

Pick-up Tubes

TYPES—Three types of pickup-tubes are in general
use today, namely, the iconoscope, the image orthicon
and the Vidicon. The iconoscope dates back to about
1923, when it was developed by Dr. V. K. Zworykin. It
is still being used for motion-picture pick-up. The image
orthicon has replaced the iconoscope for live-talent
pick-up. Tmage orthicon development was hastened by
war-time requirements, and progress on the stabilization
and improvement of this tube has been rapid. The Vid-
icon, most recently developed of the three, has a sensi-
tivity that is half-way between the other two. It may be
used for film or live pick-up.

ICONOSCOPE—The iconoscope pick-up tube may be
used where the scene is illuminated by incident light of
approximately 1500 foot-candles. Under ideal lighting
conditions, the pictures obtained have excellent resolu-
tion and low noise-level. The intensity of illumination,
however, limits the use of the iconoscope for outdoor
events. When incandescent lighting is used in studios,
the problem of removing the heat arises. At present, the
iconoscope is used in film cameras only where the motion-
picture projector provides ample illumination on the
iconoscope mosaic.

The iconoscope contains a photo-sensitive mosaic, a
collector ring, and an electron gun. A sketch of the tube

is shown in Fig. 63. The electron gun is set at an angle
with the mosaic in order to clear the front of the tube,
so that an optical image may be focused on the mosaic.

A uniform mica plate, 0.001 inch thick, is the basic
structure upon which the mosaic is constructed. A fine
coating of silver oxide is sifted upon the mica. Then, the
structure is baked in an oven. The heat produces pure
silver from the silver oxide. The pure silver congeals
into thousands of small droplets. Then the mica plate
is placed in the presence of cesium vapor and oxygen,
and a glow discharge is passed through the tube. Silver
oxide, cesium oxide, and pure cesium are formed. By
this process, small photo-sensitive islands are formed on
the mica. The mosaic is completed by coating the rear
of the mica with colloidal graphite to form the signal
plate which is capacity-coupled to the photo-sensitive
surface. Better color response is obtained by the process
of silver sensitizing, in which a small particle of pure
silver is heated in a filament while the tube is on the
pumps. Silver vapor settles on the photo-sensitive islands
and gives the mosaic better response toward the blue end
of the visible spectrum.

GRAPHITE mica
N
SF"LAT\E | PHOTO-SENSITIVE ISLANDS

COLLECTOR RING

!
Kf OBUJECT
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-1000V

FIG. 63. Iconoscope pick-up tube.

The iconoscope is a storage-type device in which the
varying illumination of an optical image on the mosaic
causes emission from the photo-sensitive islands. The
charge on each picture element represented by the photo-
sensitive element remains constant until released by the
scanning beam. The operation of the iconoscope is best
understood by considering first the action resulting from
scanning the mosaic in darkness, i.e., with no optical
image or light on the mosaic.

With the collector ring grounded and the cathode
potential fixed at —1000 volts, the beam acquires a
kinetic energy of 1000 electron volts by the time it
reaches the mosaic. On striking the mosaic, the beam
causes secondary emission of electrons from the photo-
sensitive islands, 7.e., each beam electron knocks several
secondary electrons off the photosensitive island. The
ratio of secondaries to beam electrons is 6:1 under dark
conditions. The secondary electrons, for the most part,
rain back on the mosaic. Enough secondaries travel to
the collector ring for the collector-ring current to be
equal to the beam current (since the mosaic is com-
pletely insulated, the current leaving it must equal the
current arriving in the scanning beam).
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Figuratively speaking, the scanning beam plows along
the mosaic, causing an eruption of secondary electrons
from the photo-sensitive surface. The element under the
scanning beam charges up to about 2 volts, due to loss
of electrons. This value represents the maximum charge
which the element can attain by secondary emission and
is known as the white level. As the scanning beam moves
across the mosaic, part of the electron shower can fall
back on the scanned area and reduce the positive charge
on picture elements just scanned. At the right-hand edge
of the mosaic, however, the scanning beam is turned off
for retrace, and no more secondaries are generated to
discharge the last part of the trace. Similarly, the beam
is cut off at the bottom of the mosaic for vertical re-
trace; therefore, the last few scanning lines do not receive
a proportionate share of the electron rain and remain
partially charged. Remember that this action is occurring
in complete darkness.

As the electron beam starts scanning the second frame,
it encounters elements of the mosaic on the right-hand
side and on the bottom that are partially charged, due
to the loss of electrons. These elements appear as though
they had been exposed to white light. WWhen the beam
scans them, fewer secondaries are emitted, and a signal
voltage is impressed on the signal plate. This voltage
has the waveshape shown in Fig. 64 vertical and hori-
zontal scans. It is an unwanted signal, that is due to
uneven redistribution of secondary electrons, and it is
called a shading signal. For eliminating shading signals,

FIG. 64. Shading signal waveshape.

equal-amplitude opposite-phase signals are fed into an
amplifier stage following the pick-up tube. The unwanted
signal may, fortunately, be effected by a combination of
parabolic and sawtooth signals which can be generated
quite easily.

Now we may consider the action of the scanning beam
when the mosaic is illuminated by a scene. Bright areas
in the scene cause the islands to emit electrons. These
electrons travel to the collector ring or redistribute them-
selves over the mosaic. Suppose a gray tone causes a
photo-sensitive island to charge up to T1.5 volts. Then,
when the scanning beam comes along, this particular
element can only be charged by a differential of 0.5
volt to the white level. On the other hand, a black area
leaves the element discharged until it is scanned, at which
time the element can charge to the full 2-volt white level.
The video signal current in the load resistor is shown
in Fig. 65.
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FIG. 65. Video signal for illuminated scene.

In Fig. 63 the electron gun for the iconoscope is
shown at an angle with the mosaic. This geometrical
arrangement produces an effect known as keystoning.
For a given angle of deflection of the scanning beam,
more of the mosaic top is scanned than the bottom. If
no correction were applied to the horizontal scanning
generator, the resultant pattern on a monitor would
appear as shown in Fig. 66.

FIG. 66. Keystone pattern.

To correct for kevstoning, the horizontal scanning
generator is modulated by a 60-cycle sawtooth that in-
creases the horizontal scanning current peak-to-peak
linearly at a 60-cycle rate, so that the angle of deflec-
tion becomes larger as the beam is deflected vertically.

IMAGE ORTHICON PICK-UP TUBE—The image
orthicon is at least 100 times more sensitive than the
iconoscope. Also, it is free from the annoying shading
and edge-flare effects of the iconoscope. It will deliver
a satisfactory picture, without readjustment, when the
scene brightness changes by a factor of 100 to I. A
satisfactory picture may be obtained when the incident
light on the scene is only 10 foot-candles. The sensitivity
of the image orthicon makes it an ideal tube for pick-up
of outdoor events.
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GUN DEFLECTION YOKE ] (= == 300V

] -
o RETURN BEAM. _ . — — =

TARGET o IMAGE
m-"ARGET
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/
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(155-285V,
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\+200V)
FIG. 67. Image Orthicon pick-up tube.

A sketch of the image orthicon tube construction is
shown in Fig. 67. The tube contains an electron gun
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with a grid for controlling the current in the scanning
beam. The #3 grid, sometimes called the * ‘persuader’”’,
causes electrons from the firzt dynode to go to the second
dynode. The #4 grid, which is the coating on the tube
wall, together with the magnetic focusing field, focuses
the electron beam on the target. The deceleldtmg ring,
grid #35, produces an electric field which improves cor-
ner focus.

The target is a special glass membrane stretched in a
metal ring. The thickness of the glass is approximately
€.0001 inch. On the image side of the target, and at a
distance of 0.001 inch, is a mesh screen having 250,000
holes per square inch.

Grid #6 is a ring placed between the target and photo-
cathode. It aids the focusing of electrons from the photo-
cathode on the target.

The photocathode is a transparent layer of cesium
in type 2P23 tubes, antimony in type 5769 tubes, and
bismuth in type 5820 tubes. 'The cesium tubes have
high infra-red response, while the antimony and bismuth
wubes have a more uniform color response in the blue
regions.

IMAGE ORTHICON OPERATION—When an op-
tical image is focused on the photocathode, electrons are
emitted in proportion to the light and dark areas of the
scene. Since the photocathode is at a potential of about
300 volts with respect to the ground and the target
screen, the electrons are accelerated toward the target.
The action of the focusing coil and the #6 grid focuses
the electrons on the target. Thus the optical image is
converted into an electron image which bombards the
target.

Bombardment of the target causes an emission of the
electrons from the glass. Secondary electrons released by
the target are collected by the screen. Secondary emis-
sion leaves a positive charge pattern on the front of the
target, corresponding to the electron image.

Because of the thinness of the glass target, it does
not matter, for the electron beam, on which side of the
glass the positive charge lies. Upon its arrival near the
target rear surface, the beam deposits enough electrons
to neutralize the Lhdrge. The remainder of the beam
turns around and heads toward the rear of the tube.
During frame time, the deposited electrons tlow through
the glass and unite with the positive charge.

The returning electron beam is equal to the electrons
¢mitted by the cathode (nearly a constant number)
minus ihose electrons deposited on the target. The re-
turning beam, therefore, is the original beam modulated
by the video signal.

An electron multiplier is located at the rear of the
tube. The construction of this multiplier is shown in
Fig. 68.

It is such as to offer an almost opaque surface to
the electrons entering from the front. Electrons leaving
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FIG. 68. Electron Multiplier for Image Orthicon.

each dynade, however, find negligible resistance to their
travel.

The return beam containing the video information
strikes the first dynode, causing secondary emission. The
secondary electrons dle persuaded to the second dynode
by the action of the *“persuader,” or multiplier focus
electrode. As the beam travels from dynode to dynode,
the original return beam is multipled by secondary emis-
sion. The final signal is removed from the signal plate.
The overall gain in the electron multiplier can be as
high as 2000.

In tube manufacture. the electron gun may become
tilted with respect to the tube axis. Electrons emitted
from such a gun would enter the focus field with a trans-
verse component of velocity. A force would be developed,
which would cause the beam to travel in a radius about
the tube axis. The net effect is a spiraling of the beam
down the tube. To correct for misalignment of the elec-
tron gun, an alignment coil is placed just in front of
the gun. 1t produces a transverse field which cancels
the deflection of the heam due to gun tilt.

VIDICON THEORY AND OPERATION —The sen-
sitivity of the vidicon lies between that of the icono-
scope and that of the image orthicon. The characteristics
of this tube are ideal for film pick-up. For live pick-up
good pictures may be produced when the scene illumina-
tion is 500 foot-candies or more. As the illumination is
decreased, moving objects in the scene begin to produce
a “‘smeared” appearance, even though the signal-to-noise
ratio remains very good.

The mode of operation of the vidicon scanning is simi-
lar to that of the orthicon section of an image orthicon.
An axial focus field is produced by the solenoidal focus
coil. The electron stream is accelerated by the electron gun
and an image of the final aperture of the electron gun is
formed at the photoconductive surface by the focussing
action of the magnetic field. A raster is scanned on the
photoconductive surface by the action of transverse fields
from the two sets of deflection coils. See Fig. 69.

When the electrons arrive at the fine mesh screen, they
are traveling at their maximum velocity. Upon passing
through the screen. they enter the decelerating electric
field between the screen and the photoconductive layer.
The electrons strike the layer and charge the gun side of
it down to approximately the potential of the thermionic
cathode of the electron gun. See Fig. 69.
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e The photoconductive layer is designed to have very low
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cathode of the electron gun.
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The excess beam electrons arriving at the photoconduc-
tive surface return to the mesh and are collected. Thus
only the landing position of the beam is utilized, in con-
trast to the image orthicon where the returned electrons
carry the signal. Alignment coils are used to start the beam
parallel to the axis of the tube.
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FIG. 69. Physical construction of the Vidicon.
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‘COMPOSITION OF THE VIDEO WAVEFORM
AS SEEN ON THE SCOPE’

The most common oscilloscope pattern
seen in television is that of the standard
RETMA video signal in its entirety when
viewed at sweep frequencies of 7,875
and 30 cycles. An analysis of why these
patterns look different from the standard
textbook representation
things to light.

brings many

When first seeing the waveforms of the
standard RETMA video signal swept out
on an oscilloscope at the “horizontal” view-
ing frequency of 7,875 cycles and the ver-
tical viewing frequency of 30 cycles, the
technician usually remarks how different
they are from what he expected.

In Fig. 1 is shown an oscilloscope pat-
tern as it would be seen when viewing the
standard RETMA video signal at the sweep
frequency of 7,875 cycles (sawtooth). This

is generally referred to as the “horizontal”

pattern, since during any one sweep of the
scope beam two horizontal lines will have
taken place and thus be traced out on the
screen. A linear sweep is used on the scope
since the scanning of the television picture
takes place linearly with respect to time.

The trace shown in Fig. 1 is seen to
consist of the horizontal blanking pulses,
“a”, also referred to as the pedestal; the
horizontal svnc pulses, “b”; the video line

structures, “c”; a blanking level line, “d”

and a group of interrupted lines, “e”.

The first question which arises about the
trace shown is why the video, “c”’, appears
as “grass’ instead of the standard wavy
line shown in textbook drawings of a hori-
zontal line. Then we realize that each line
of a normal picture would differ in its
shape because of differing light intensities
in the makeup of the picture. In the trace
shown, light intensities for the video com-
ponents would increase vertically upward
from line ", which would be black. Dur-
ing the scanning of the video signal by the
scope, all the lines of the picture were cov-
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ered in 1/30th of a second. We recall that
motion pictures move because of the per-
sistance of our vision, which is too long
to single out any one frame of the number
of frames shown in one second. Therefore,
because of the persistence of our vision
(and of the oscilloscope screen), we see
all the lines of the picture traced out on
top of each other. Consequently, the trace
of video appears as ‘“grass’ .

The two video traces we see are not the
even and odd lines as is sometimes as-
sumed. They cannot be with the con-
tinuous scope sweep because as the beam
sweeps the first time across the screen, the
first two odd lines of the picture will be
traced out. Since the camera will be trac-
ing only odd numbered lines during this
time and for a number of lines to follow
(until one field has been scanned) both
odd and even numbered lines will be seen
in the “grass” of each of the traces shown.

* [y Robert M. Crotinger. Remote Fngineer-
ing Supervisor, Station WHIO-TV.

REFERENCE WHITE
pa

FIG. 1. The photograph from the monitor screen
(at left) shows the waveform pattern as it would
normclly be seen when viewing the standard
RETMA video signal at the sweep frequency of
7,875 cycles (sawtooth). The diagram above iden-
tities the various parts of the waveform in the
photograph at the left. Explanation of the letter
symbols is given in the text.
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FIG. 3. In order to accurately reproduce these

waveforms the oscilloscope used must have a

response of at least ten times the horizontal pulse

frequency. Either the regular monitor scope

(which has a response 300 times the pulse fre-

quency) or any scope with comparable frequency
response may be used.

The blanking level is represented by the
peak of the blanking pedestal, “a” which
is different from the actual black level “{”
by at least five percent of “a”. The line
“f” does not appear on the trace but is
shown to indicate the five percent difier-
ence, which difference is intended to allow
turning the kinescope brightness up high
enough to see the “blackest black picture
element” and still not see the retrace lines.
The “reference white” line is also not seen
on the scope trace but is used to indicate
the “whitest white” transmitted.

It will be noted that the entire pattern
shown in I'ig. 1 is upside down compared
to the usual textbook drawing; that is, the
sync pulse increases in a downward direc-
tion. This pattern was made in proportion-
ate dimensions from a standard television
station monitor screen. The polarity of the
pattern seen on any scope will of course
depend on which stage of the system the
measurement is made, inverting for each
stage of amplification.

FIG. 2. The photograph from the monitor screen
(at the right} shows the waveform pattern as it
would normally be seen when the sweep fre-
quency is half the frame frequency (i.e., 30
cycles). The diagram above identifies the vari-
ous parts of the waveform in the photograph
at the right. Explanation of the letter symbols
is given in the text.
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The question always arises as to what
line “d’" is and why it appears where it
does. Tt certainly is not shown in the con-
ventional text drawing of a line of video
signal. To explain this it will be recalled
that the oscilloscope is still sweeping the
screen during the time the camera beam
is returning from the bottom of the pic-
ture to the top. This return takes several
horizontal lines duration to accomplish, and
during this time the vertical blanking ped-
estal is applied to the video signal to blank
the receiver beam. Since the beam in our
oscilloscope is not blanked out and the
sweep oscillator is still functioning during
this time, it will trace out a horizontal line
at position “d”’, which is the vertical blank-
ing pedestal level.

Having explained this line, we have also

explained the interrupted lines “e”. These
are obviously the vertical sync pulses

placed on top of the vertical blanking ped-
estal. Tt is recalled that the vertical sync
pulse is serrated. Also their duration is
longer than the horizontal sync pulse. An-
other look at the pattern shows these
pulses plainly.

It 1s also recalled that the front or
attack side of the vertical pulse which oc-
curs at the time when a horizontal pulse
would otherwise occur, must be at the same
time as the horizontal pulse if it were con-
tinued. This is done to keep the horizontal
oscillators of the receivers in synchronism
during the vertical retrace period. Thus the
left (attack) end of the horizontal sync
pulse “b” in Fig. 1, is also the attack side
of vertical sync pulse “g”. The top of
pulse 7 s brighter than the rest of the
lines of the pattern. This is partly because
of the application of both the front of the
vertical sync pulse “g” and the pulse “b”

at this point on the screen, but is mostly
because the horizontal pulses are repeated
or traced many more times than the ver-
tical serrated pulses.

The final point to remember about this
trace is that whatever part of the signal is
missing between the right side of the trace
and the left side of the trace is that part
of the signal which happened during the
retrace time of the scope. In the case of
this pattern, it was the back side of the
second horizontal sync pulse and the back
porch of the blanking pedestal. This ap-
pears “stretched out” on the retrace as
line “h".

It will be noted that the much faster
retrace time of the scope has made the
rear side of the pulse slope much more
than it does when shown on the forward
trace. This substantiates the fact that the
sides of the pulses are not perfectly per-
pendicular. If they were, no vertical sides
of the pulses would be seen, only the peak
horizontal line. It requires a scope having
a response of at least ten times the hori-
zontal pulse frequency to accurately repro-
duce these pulses. Station monitors have
a bandwidth of around 300 times the pulse
frequency and thus reproduce the horizon-
tal pulses very accurately.

In Fig. 2 we see the trace made on a
scope when the sweep frequency is half
the frame frequency, or 30 cycles. Here
we do see the even numbered lines of the
picture in one video trace and the odd
numbered lines in the other. However, we
do not know which is which. In any event,
it would be of no particular value if we
did. Since the scope beam scan takes place
in 1/30th of a second, the lines of the
first field will be traced out in the first

half or 1/60th of a second. The vertical
blanking pedestal appears at “a” and the
serrated vertical sync pulse at “d”. The
serrated pulses making up the vertical sync
pulse are not definable as such since their
time duration is so small compared to the
sweep of the scope.

However, several small pulses will be
seen to make up the line “b”. Since it is
apparent that the retrace of the scope in-
cludes the video components which are
missing between the right and left sides
of the trace, in this case the back porch
and a few of the lines of the first video
trace are spread out along the retrace. The
much faster retrace motion of the scope
beam has elongated the portion of the sig-
nal which occurred during the retrace time.

Good practical use can be made of the
above in observing the vertical serrated
pulses and their components. The fine
frequency control of the scope sweep oscil-
lator can be moved very slightly and the
second vertical symc pulse “d” made to
roll off on the retrace. It will then be
elongated and the number of vertical
pulses can be actually counted. There
should be six equalizing pulses preceding
(to the right of) the actual vertical sync
pulse, then six longer vertical sync pulses,
and finally six more short equalizing pulses

to the left of the vertical pulses.

The line “e” is made up of the horizon-
tal blanking pulses for each of the lines
of that field. Of course line “b” is made
up of the horizontal synchronizing pulses
for the lines traced out above it. Since
there are 26275 lines, blanking and sync
pulses for each of the traces shown, these
pulses appear on the screen as a horizon-
tal line.
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Standardizing and Measuring Video Levels

in a TV Station

Introduction

The subject of video levels in television
broadcasting, from standpoints of both
standardization and measurement, has been
going through a slow process of evolution
ever since the early experimental broad-
casts in the 1930’s. At first, as should be
expected, the significance of all the fac-
tors was not fully appreciated, and, as a
result, accepted values and methods have
been changed from time to time in an
effort to keep pace with the advances in
techniques and equipment. There is no
assurance that this evolution has now
reached its final stage, but substantial
changes which have developed recently
are a sufficient reason for restating the
situation as it appears to be at present.

Review of Past Practices

In 1936, the first major installation of
television broadcasting equipment in New
York was made in the studios of NBC in
Radio City. One feature of this installa-
tion which bears on the subject of levels
was a mile and a quarter of coaxial trans-
mission line connecting the studios to the
transmitter in the Empire State Building.
With the lines and equalizers used at that
time, it was thought necessary to feed
the input of the line at a level of about
5 to 10 volts, peak-to-peak, in order to
secure an acceptable signal-to-noise ratio
at the transmitter input. This situation set
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the pattern for line amplifiers at the studio
output until the approach of the develop-
ment of commercial equipment during the
last vear of World War TII. Video levels
within the studio plant during that period
were generally set at about 1 volt, peak-
to-peak.

In connection with post-war develop-
ments, there was activity in technical com-
mittees of the Radio Manufacturers’ Asso-
ciation (now the RETMA) to evolve suit-
able standards for commercial television
equipment. Among the standards adopted
by these committees in 1946, was one
which specified that studio output ampli-
fiers should be capable of producing a level
of 2 volts, peak-to-peak, of composite pic-
ture signal, including about 0.5 volt of
sync. At that time, there were some wire
line interconnections in use in New York
provided by the Telephone Company and
consisting of ordinary telephone cable pairs
with equalizers spaced at frequent inter-
vals. The 2-volt level was considered high
enough to avoid objectionable noise, and
low enough to avoid noticeable cross talk
in the telephone cables. Furthermore, it
appeared to be possible to develop this
voltage efficiently with acceptably low dis-
tortion, on a 75-ohm transmission line
load by using a single 6AG7 tube in the
output stage of a studio amplifier. It was
also felt that the use of a 2-volt level
would permit simple and economical de-
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signs of picture monitors with a minimum
amount of video signal amplification.

In RCA pickup equipment, the 2-volt
level was adopted as standard on nearly all
75-ohm interconnecting circuits carrying
composite signals, and a 1.5-volt level on
75-ohm circuits carrving non-composite
signals (no sync present).

The cathode ray oscilloscope (CRO) has
been used universally, during all these
various stages of evolution, primarily as a
level indicator, but in addition as an indi-
cator of quality of the picture signal. One
typical example of its use as a quality in-
dicator is found in the adjustment of shad-
ing signal controls where the CRO gives a
more critical indication of uniform back-
ground than does the eye by direct observa-
tion of the monitor kinescope.

Recent Trends

The rapid and continuing growth of net-
work facilities, together with the almost
unbelievable expansion of studio facilities
in some of the larger stations with all their
highly complex interconnections, has made
evident some weaknesses in the adopted
video level standard as related to the de-
sign of equipment which is in widespread
use at present. It has become apparent
that the earlier concept of acceptable am-
plitude distortion limits in line amplifier
stages has to be modified when applied to
a large system where the number of equip-
ment units is greatly increased as compared
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to that involved in a small operation. For
example, a signal originating in an out-
lying studio of a large station may be
passed through as many as ten line ampli-
fier stages before arriving at the trans-
mitter. If the signal is fed through a cross-
country cable network, it may pass through
several hundred repeater amplifiers before
reaching its destination. Tt is obvious that
the distortion in any one amplifier must
5e held to an extremely low value if the
cumulative distortion in such a system is
to be tolerably small.

Amplitude distortion of a television pic-
ture signal results in unnatural tones of
gray in the reproduced scene. The most
common type of distortion changes tonal
gradation in the light grays and near-
whites. Faces may look too white and
washed-out, and lack any appearance of
depth. In order to illustrate the signifi-
cance of a small amount of distortion in a
single amplifier unit which is part of a
large system of many similar units, let us
assume that the permissible limit of com-
pression of the whites accumulated in the
entire system is 25%. This particular value
has no special significance, but it is an
amount of compression which is observ-
able, and may be assumed for purposes of
discussion. In the case of a system having
100 amplifiers in cascade, the compression
per unit would have to be less than 0.3
of 1% to stay within the assumed limit.

Fortunately, the network equipment is
designed to avoid distortion to an accept-
able degree. On the other hand, many
studio amplifiers do not have adequate
linearity to provide satisfactory operation
in cascade in large numbers with a level
of 2 volts. Rather than recommend modi-
fication or replacement of the large num-
ber of such amplifiers now in use, with
attendant high cost and inconvenience, it
seemed preferable to recommend a reduc-
tion in the standard signal level which
would make possible a noticeable decrease
in distortion without an appreciable in-
crease in noise.

FIG. 2. Operating scale No. 1 for use at
camera controls.
Reference white at 100
Reference black at 10
Blanking level at 0
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80— — . 480
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40 60—
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This problem came to a head early in
1950 in New York, which had by that time
become the principal source of network
programs on television. Another problem
had also been adding to the confusion,
namely, that in spite of the RETMA stand-
ard 2-volt level for video amplifiers, there
was no adherence to any operating standard
in this matter. The levels put out by the
New York stations were nearly all dif-
ferent, determined largely by requirements
of common carrier equipment used for in-
terconnections and for networking. These
varying requirements resulted from the
fact that common carrier terminal equip-
ment had grown up with the demand; it
represented, in some cases, different stages
of development, and did not adhere to one
standard in the matter of levels.

The situation was given special atten-
tion by an informal committee composed
of representatives of the six television sta-
tions in New York City and of the Tele-
phone Company and of some interested
manufacturers of television equipment.
This group held several meetings between
May and September and proposed a stand-
ard operating level of 1.4 volts, peak-to-
peak, of composite signal as outlined in
Fig. 1. The new level has subsequently
been adopted by the New York stations
as well as by some others. It has been
agreed that this level will be satisfactory
in the common carrier operations though
there will be a transition period required
for modernizing some of the existing equip-
ment during which it may be necessary
to continue the use of other levels.

The IRE Standard Scale

The choice of the new level of 1.4 volts
was guided, of course, by the need for re-
duced distortion, but in addition, it was
influenced by the recently adopted IRE
Standard* which included, among other
things, a standard scale for measuring video
levels. This scale is shown in Fig. 1 which
is a reproduction of the diagram in the
IRE Standard. The special committee of

FIG. 3. Operating scale No. 2 for use
with composite signals.
Reference white at 100
Reference black at 10
Blanking level at 0
Sync peaks at —40
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New York broadcasters and television
manufacturers decided to recommend cor-
relating the new video level in volts with
the arbitrary units in the IRE scale.
The desired relationship is given by the
expression:

Video Signal in Volts —
Number of IRE Scale Units

100

Practical Scales for CRO Tubes

The three scales shown in Figs. 2, 3,
and 4 were recommended by the Special
Committee fer practical use on the faces
of 5-inch CRO tubes as follows:

SCALE 1 (Fig. 2)

To be used with either studio or film
camera controls where non-composite
(no sync) signals are used. Blanking
level is at O; reference black is indi-
cated at 10; and reference white is at
100. Total deflection is 2 inches between
0 and 100.

SCALE 2 (Fig. 3)

To be used at studio or master con-
trol outputs, or for preview monitors,
or for any monitor where composite sig-
nals are present. Sync peaks are at —40;
blanking at 0; reference black is indi-
cated at 10; and reference white is at
100. Total deflection is 2 inches between
—40 and 100.

SCALE 3 (Fig. 4)

To be used at the transmitter location
where composite signals are present and
where it is desired to measure depth of
modulation. Scale numbers on the left

* STANDARD, 50 IRE 23.SI—TELEVI-
SION: METHODS OF MEASUREMENT
OF TELEVISION SIGNAL LEVELS, RES-
OLUTION, AND TIMING OF VIDEO
SWITCHING SYSTEMS, 1950. This stand-
ard was published in the May, 1950 issue of
Proceedings of the IRE. Reprints may be pur-
chased from the Institute of Radio Engineers,
1 East 79th Street, New York City, for $0.70
each.

FIG. 4. Operating scale No. 3 for use at
a transmitter location where depth of mod-
ulation is to be measured.
Reference white at 100, 12.5% carrier
Zero carrier at 120, 0% carrier
Reference black at 10
Blanking level at 0, 75% carrier
Sync peaks at —40, 100% carrier
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hand side are the same as for Scale 2.
On the right hand side, the numbers
are per cent of modulation. Total de-
flection is 2 inches between —40 and
100, or between 100 and 12.5 on the per
cent scale.

The value of 2 inches for vertical de-
flection on the CRO using the new scales
was adopted after tests which indicated
that this deflection was reasonably linear
in present equipment. Units which were
not linear at 2 inches of deflection were
found to contain subnormal amplifier tubes.

A fortuitous relationship between the

" ~IRE standard and the proposed operating

level is evident in Fig. 4. Here the numbers
on the right hand side of the scale indicate
per cent of modulation of the r-f carrier
and show how it relates to the IRE scale.
By setting zero carrier opposite 120 on
the IRE scale, and maximum carrier op-
posite —40, blanking level (or zero) cor-
responds with 75% of maximum carrier,
and reference white (or 100) corresponds
to 12.5% which is the minimum allowable
carrier level. Thus the F. C. C. specifica-
tions on carrier levels are embodied in this
same scale.

Recommended Use of New Scales

Experience over several months of oper-
ation in a number of television stations has
shown that the new voltage level and the
new scales are a substantial aid in attain-
ing improved performance. As a result of
this experience, a recommendation has been
sent to the RETMA that its standard be
revised to specify a video level range of
1.4 volts, peak-to-peak, for studio equip-
ment. The recommendation is now being
considered in the technical committees of
the RETMA.

1t is highly recommended that all tele-
v'sion stations adopt this level in operating
nractice as soon as practicable. It will not
only improve performance, but it will do
a great deal to facilitate the interconnec-
tion of stations and the exchange of pro-
grams through the networks.

Availability of Printed Scales

TM-6B has scale built in. For those
users of 'TM-5B Master Monitors, or
other equipment employing S5-inch CRO
tubes, scales, similar to those shown in
Figs. 2, 3, and 4, printed in black on thin
clear plastic, may be obtained by writing
to the Editor, BRoancast News, Building
15-7, RCA Victor, Camden 2, New Jersey.
These scales may be applied to the faces
of CRO tubes with pieces of transparent
adhesive tape. This type of scale is not as
durable nor as easily visible as is consid-
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FIG. 5. Curves showing frequency and time response for a standard oscilloscope.

ered desirable, but it is being made avail-
able as a temporary measure until the de-
sign of a more satisfactory tvpe can be
completed.

Setup

The term setup, though not officially
recognized, has been, for a long time, ap-
plied to the difference in level between
blanking level and reference black. In a
perfect television system, it might be pos-
sible to hold setup to zero with satisfac-
tory results. By doing so, it would be
possible to obtain the most efficient util-
ization of wvideo, r-f, and i-f amplifier
characteristics. However, perfect signals
would be required, without amplitude dis-
tortion (overshoots in the black direction),
and very careful adjustment of the back-
ground controls in receivers would be re-
quired to avoid retrace lines or clipping
of blacks in the kinescope.

By raising setup to some reasonable
value, it is possible to realize much more
practical operating conditions. Small black
overshoots can be present without extend-
ing into sync territory, and in the receiver
it is possible to adjust the background
control so that retrace lines are surely
blanked out without clipping black peaks
in the picture signal.

In the PicTURE LINE AMPLIFIER STAND-
ARD Ourtput adopted by RETMA (Re-
vised Oct. 9, 1946)*, the recommended
amplitude of setup is 5% of the difference
between blanking level and reference white
level. This corr<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>