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Important Safety Instructions

1. Read these instructions.

2. Keep these instructions.

3. Heed all warnings.

4. Follow all instructions.

5. Do not use this apparatus near water.
6. Clean only with o dry cloth.

7. Do not block any venfilation openings. Install in accordance with the
manufacturers instructions.

8. Do not install near any heat sources such as radiators, heat registers,
stoves, or other apparatus (including amplifiers) that produce heat.

9. Do not defeat the safety purpose of the polarized or grounding-ryrﬁe
plug. A polarized pIuE has two blades with one wider than the other. A
grounding-type plug has two blodes and a third grounding prong. The
wide blade or the third prong are provided for your safety. If the provided
plug does not fif into your outlet, consult an electrician for replocement
of ne obsolefe outlet.

10. Do not overlond wall outlets and extension cords as this can result in a
risk of fire or electric shock.

11. Protect the power cord from being walked on or pinched parficularly at
plugs, convenience receptucles, and the point where they exit from the
apparatus.

12. Only use attachments /accessories specified by the manufacturer.

13. Use only with a cart, stand, tripod, bracket, of tuble  ormais cant
specified by the manufacturer, or sold with the appa- |  wannina
ratus. When a cort is used, use coution when moving
the cart/apparatus combination fo avoid injury from
fip-over.

~e——

14. Unplug this apparatus during lightning storms or
when unuseJ) I long perio?is of time.

15. Refer all servicing to qualified service personnel. Servicing is required
when the apparatus has been domaged in any way, such as powersu
ply cord or plug is domaged, liquid has been spilled or objects have fallen
into the apparatus, the apparatus has been exposed to rain o moisture,
does not operate normulf\]{, o has been dropped.

16. This apparatus shall not be exposed to dripping or sploshing, and no
object Elled with liquids, such as vases or beer glasses, sh(ﬂi be placed
on the apparatus.

17. This apparatus has been equipped with o rockerstyle AC mains power
switch. This switch is located on the rear panel and should remain readily
accessible fo the user.

18. The MAINS plug or an appliance coupler is used as the disconnect device,
s the disconnect device shall remain readily operable.

CAUTION AVIS
RISKOF ELECTRIC SHOCHK. DO NJT OPEN
CHOC BLECTRIQUE. NE PAS OLIVRIR
SAUTION T3 REDUCE THE RISK OF ELECTRIC SHOCK DU NOTREMOVE COVER (G BACK
BEFVICEABLE PARTS |NBIDE. FEFER BERYICIND TO QLUALIFIED PERBONNEL
458 EMEVER LE COUVERDLE
CONFER I EATRETEN AL FERSOMNEL QLA FE

/1 FOUR EVITER LEB RIOLNER INCENDIE GU TFLECTROCLITION, MEXPOSEZ AkE CETARTICLE
A LA FLLIE OLLA {HOUIVTE

The lightning Mesh with amowhead symbol within an aqui/steral iiangis =
Intendad te elart tha usst ko ths prazsnce of unineulated "angeqciie
voltage™ within tha praduct’s enclosure, that may be of suidant magniuda
1 constiute & sk of slecirc shock Lo persons.

L symbola Sciak st pokt o fdcha & dvdstaur dun rangie Squiatéral
oal wi¥ed pouy alarfer Nuteadaor da (& prigonca & Mtérour du coffref do
Mmmnwm ot dampleur suMtsario pour conabiuer un reque

Tha sxclemsation polrt within an aculisteral trian gla Iz Intendad to aledt tha
ij usor of tha pr ca of Important i ol {servicing}

7% % i Equbtare -
pour sloder o WKssouTs de a prssence ¢iwnclone mperiariea peur o
mmmum}rdm(mmnmdmm

19. NOTE: This equipment has been fested and found to comply with
the limifs for a Class B digital device, pursuant fo part 15 of the FCC
Rules. These [imits are designed to provide reasonable protection
aguinst harmful interference in a residential installation. This equip-
ment generates, uses, and can radiate radio frequency energy and, if
not installed ond used in accordance with the instructions, may cause
harmful interferance fo radio communications. However, thera is no
uarantee that inferference will not accur in a parficular installation. If
is equipment does cause harmul interference to radio or television
reception, which can be determined by turning the equipmenit off and
an, the user is encouraged fo try fo correct the interference by one or
more of the following measures:

®  Reorient or relocate the receiving anfenna.

® |ncrease the separafion between the equipment and the
receiver.

¢ (onnect the equipment info an outlet on a circuit different from
that to which the receiver is connected.

. ﬁolnsulr the dealer or on experienced radio/TV technician for
elp.

20. This upﬂurutus does not exceed the Class A/Class B (whichever is
applicable} limits for radio noise emissions from digital apparatus as
set out in the mdio interference regulations of the Canadian Department
of Communications.

ATTENTION — [zrésenr appareil numérigue n'émet pas de bruits
radioélectriques dépassant fas limifes applicables aux appareils
numérigues de class A/de class B (selon le cas) prescrites dans le
réglement sur le brovitlage radioélectrigue édicté par les ministere des
communications du Canada.

21. Exposure to extremely high noise levels may couse permanent hearing
loss. Individuals vary considerably in susceplibility to noise4nduced
hearing loss, but nearly everyone will lose some hearing if exposed to
sufficiently infense noise for a period of time. The U.S. Govemment's
Occupational Safety and Health Administration (OSHA) has specified
the permissible noise level exposures shown in the following chart.

According fo OSHA, any exposure in excess of these permissible [imits
could result in some hearing loss. To ensure against potentially danger
ous expasure fo high sound pressure levels, it is recommended that all
persons exposed fo equipment capable of producing high sound pres-
sure levels use hearing profectors while the equipment is in operation.
Ear plugs or protectors in the ear canals or over the ears must be wom
when operating the equipment in order to prevent permanent hearing
loss if exposure is in excess of the limifs set forth here:

Duration, | Seund Level | Typical Example
erdayin | dBA, Slow
ours Response
8 90 Dua in small dub
b 92
[ 95 Subrwary Troin |
3 97
? 100 Very loud clossical music
1.5 102
1 105 Dave screaming at Steve about
dendlines
0.5 110
D.25 0r less | 115 Loudest parts of o rock concert |
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Read

This Page!

We realize that you can hardly resist the
impulse to try out your new mixer. All
we ask is that you read this page NOW,

: =4 and the rest can wait until you're good
and ready. Buf do read it — you'll be glad you did.

Message to seasoned pros: do not set levels using
the old “Turn the gain up until the clip light comes on,
then back off a hair” trick. When a mixer clip
light comes on, you really are about to clip. We worked
and slaved to come up with a better system, one that
provides low noise and high headroom.

On the first three channels, it's not even necessary
to hear what you're doing to set the optimal levels. But
if you'd like to: Plug headphones into the phones jack,
then set the phones knob about one-quarter of the way
up.

The following steps must be performed one channel at
a time:

1. Turn the gain, level and aux send knobs fully
down (counterclockwise).

Set the EQ knobs at the center detent.
Connect the signal source to the input.

Engage (push in) the solo switch.

A

Play something into the selected input. This
could be an instrument, a singing or speaking
voice, or a line input such as a CD player or
tape recorder output. Be sure that the volume
of the input is the same as it would be during
normal use. If it isn't, then you might have to
readjust these levels during the middle of the
set.

6. Adjust the channel’s gain control so that the
meter display stays around “0" and never goes
higher than “+6.”

7. liyou'd like to apply some EQ, do so now and
return to step 6.

8. Disengage that channel's solo switch.

9. Repeat for each of channels 1 through 3. Note
that channel 3's gain control only affects the
mic input, not the line inputs.

Here'’s how to get going right away, assuming you have
a micrephone and a keyboard:

1. Plug your microphone into channel 1's mic
input.

2. Turn on the mixer.
3. Perform the level-setting procedure.

4, Connect cords from the main outs (XLR, 14" or
RCA, your choice) to your amplifier,

b. Hook up speakers to the amp and turn it on.

6. Turnupthe channel 1 level knob to the
center, and the main mix knob one quarter
of the way up.

7. Sing like a canary!
8. Plug your keyboard into stereo channel 5-6.
9. Turn that channel’s level knob to the center.

10. Play like a madman and sing like a canary!
It's your first mix!

For optimum sonic performance, the channel level
knobs and the main mix knob should be set near the “U”
(unity gain) markings.

Always turn the main mix, control room/submix, and
phones level controls down before making connections
to and from your mixer.

It you shut down your equipment, turn off your ampli-
fier or powered speakers first. When powering up, turn
them on last.

Save the shipping box! You may need it someday.

Owner’'s Manual 3
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Introduction

Thank you for choosing a mixer professional com-
pact mixer. The mixer is equipped with three of our
precision-engineered AEG2 Extended Dynamic Range
premium studio-grade microphone preamplifiers.

The small size of this mixer and the quality of its
design make it an ideal choice for recording, sound re-
inforcement, multimedia use, or post-production work.
Tuck it away in your home studio and use the included
Tracktion software to record your wonderful talent.

The mixer has more channels than a four channel mixer,
but not as many as a 12 channel mixer. Some of the
features of the mixer include:

e [ltra-compact 8-channel mixer

e 3 studio-grade AEG2 Extended Dynamic
Range mic preamps

¢  § high-headroom line inputs

® 2 mono mic/line channels

e ] mono-mic/stereo-line hybrid channel

e 2stereo line-level channels

e Tape input and output with RCA connectors

e  XLR main output with switchable mic-level
output for direct connection to stage snake

e 1/4" TRS main outputs
e 3-band active EQ on each channel

¢ Auxsend per channel, with master pre/post
switch and dedicated stereo aux return

e [nstrument input switches on channels 1 and 2
—no DI box is needed

® Inserts on channels 1 and 2

¢ Pan control on each channel

e Low-cut filter on mic input channels

e Phantem power for studio condenser mics

e Separate main, control room, and phones out-
puts with independent volume controls

e Control room/phones source matrix allows
monitoring of any combination of main mix and
tape input

e Pre-Fader solo on each channel
e ALT 3/4 stereo bus for added versatility
¢ High-resolution 12-segment stereo meters

¢ Sealed rotary controls to resist dust, grime and
anchovies

¢ Sleek, rugged steel chassis

¢ TIncludes Tracktion 3 Project Bundle, music
production software for Mac/PC

e  (Optional mic stand adapter (see p.24)

How To Use This Manual

Since many of you folks will want to hook up your
mixer immediately, the first pages you will encounter
after the table of contents are the ever-popular hookup
diagrams. These show typical mixer setups for various
applications.

After this section is a detailed tour of the entire
mixer, where you will find illustrations with each feature
numbered. If you're curious about a feature, simply
locate it on the appropriate illustration, notice the num-
ber attached to it, and find that number in the nearby
paragraphs.

2| important or unique to the mixer. We recom-

g T This icon marks information that is critically
mended that you read these important notes.

This icon will lead you to in-depth explana-
a1 tions of features and some practical tips. It is
=1l possible these may even be helpful.

Appendix A is a section on troubleshooting and
service information.

Appendix B is a section on connectors.

Appendix C shows the technical specifications, and a
handy block diagram.

Trackfion

Not only do you get a shiny new mixer, but
you also get a copy of our wonderful Tracktion 3 soft-
ware. Tracktion is not required to run the mixer, but
once you start using it, you will just love it.

Tracktion is a powerful audio production and MIDI
sequencing application, designed with simplicity and
ease of use in mind. It can be easily loaded onto your PC
or Mac, and configured for your system. It is capable of
delivering professional results that only a few years ago
would have required a significant investment in ex-
pensive hardware. When you cpen Tracktion, you have
at your disposal all of the teols necessary to turn your
musical ideas into great scunding mixes.

The Tracktion authorization code is supplied with
yOur mixer.

Entire audio civilizations have grown up around
Tracktion, so we hope that you will enjoy it and your
new mixer.
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Hookup Diagrams

Acoustic
Microphone Guitar

H
Guitar

Elactric
Guitar

Al
Effecte Pr
Retamn { d to aux send)
o
)
< | R |
®®®
Ratum
Yocal Cgmm S [
(connected to Insert)
e |
V— —
SAIBES0z Fowered Speakers

This diagram shows a microphone connected fo the mic input of channel 1, and a vocal compressor
connected to the insert jack. A guitar is affached fo the insirument input of channel 2, with the instrument
switch pressed in, and a compressor on the insert. A bass guitar is connected to channel 3's mic input via
a DI box, and another guitar plays through an amplifier modeler into channels 5 and 6. Keyboards are
connected fo the line inputs of channels 7 and 8.

An effects processor is connected to the aux send, with the aux send set to post-level, Effects are added
to the main mix via the stereo return inputs, and adjusted with the stereo refurn level control.

To use the aux send for stage monitors instead of an effects processor, set the aux to pre-level so the
monitor volume level can be adjusted independently from the main loudspeakers.

An iPod™ docking station is connected to the tape RCA inputs, so you can play pre-recorded music
during the breaks.

The main mix oulput connecis to a pair of SA1530z powered loudspeakers to please your audience.

Live Band PA System
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HR&24mkll
studio monitors

Headphones

Headphone amp

Elestronic Prum Kit

This diagram shows a condenser microphone connecled o the mic input of channel 1, with phantom
power engaged. A guitar is aftached fo the instrument input of channel 2, with the instrument switch
pressed in. Another guitar plays through an amplifier modeler info channels 3 and 4. A stereo synth is
connected fo the line inputs of::hannels 5 and 6, and an elecironic drum kit feeds channels 7 and 8.

The audio oulputs from a lapfop computer are connected to the RCA tape inputs. This allows you fo
playback your recordings made using the supplied Tracktion software. The Alt 3-4 outputs are used fo
feed the inputs to your computer's sound card. By pressing a mute/alt 3-4 switch, it is easy to sef up a

channel fo record onio your computer.

A headphone amplifier is connected to the headphones oufput, and feeds four pairs of headphones.

A pair of HR624mkll powered studio monitors are connected to the control room ouiputs.

You can use this setup fo record overdub siyle:

1. For the track being recorded, route it to the alt 3-4 output, which feeds the computer input.
2. Monitor just the previously-recorded tracks through the tape input, which will feed the control

room/phones.

3. Since only the currently-recorded frack is feeding the computer (through alt 3-4), you will hear the
previous tracks you are overdubbing to, buf they will not be recorded fo each new track.

4. The control room/phones is fed by a mixture of alt 3-4 (currently recorded track) and tape in {out-

put of Tracktion playing back previously-recorded tracks).

Home Studlo

Owner's Manual
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Stage monitor mix from FOH mixar

>

>

Main mix to FOH mixer

f
E

|® @)
® @)
I H-

Stage Snake

ooo0000000MY
000000000000
@@@ﬁ

| S

Keyboard submix to
front-of-house
mixer

This diagram shows mono synths connected to the mono line inputs of channel T and 2, and stereo
synths connecled to the stereo line inputs of channels 5/6, and 7/8.

The XLR main mix outputs are connected fo fwo channels of a stage snake. The main output level switch
next fo the main outputs is set fo mic, and these balanced oulputs are then suitable for sending over long
cable runs from the snake to the front of house mixer. Here, the keyboard submix is added to main mix
with the other instruments and vocals of your legendary all-star band.

The snake refurns a stage monitor feed from the FOH mixer into channel 3's line input. Leave the chan-
nel 3 level down, so this feed is not sent fo the main mix of the 802-VLZ3. Adjust the channel 3 aux con-
trol fo add the stage monitor mix from the front of house mixer. Adjust the other channel's aux controls
until you are happy with the overall monitor mix of your keyboards and the band's guitars/drums/vocals
efc. Set the aux post/pre switch to pre-level to run the SRM150 as a powered stage monitor. With this ar-
rangement, you have more conirol over what you hear in the monitor. You can add "more me" and "less
them," and generally adjust the monitor mix to your liking.

A pair of headphone is connected fo the headphones output.

Keyboard Submixer
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Microphones

Desktop computer running Final Cut™

)
d
HO|
ad

HHEE
@)
i@

. o212

==

( HRE24mkll
— Studio Monitors

(A1)
58

Stereo sound effects
hard disk player

Video Monitor

DY Player 2

Yideo out

This diagram shows two voice-over microphones connecled to the mic inputs of channels 1 and 2. The
stereo line-level outputs from iwo digital video players connect o the line inputs of channels 3/4, and

5/6.
A stereo sound effects hard disk player is connected to the line inputs of channels 7 and 8.

The tape outputs connect fo the line-level audio inputs of a desktop computer running Final Cuf™ soft-
ware. You will probably need a dual RCA to 1/8" adapter, or cable fo connect to your computer's audio

input.

The control room outputs feed a pair of HR624mkil powered studio reference monitors. The main mix
oufpufs are feeding the balanced audio inputs of a video recorder.

Video Editing/Production Bay

Owner's Manual
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DVD Player

This system is useful if you are short on space, or you are in love with a really nice pair of loudspeakers
and want fo share them in a home theater and home studio.

video 2

A condenser microphone is connected to the mic input of channel 1, with phantom power engaged.
The line-level ouiput from a guitar amplifier modeler feeds the line input of channel 2. A stereo synth is
connected to channels 3 and 4. A laptop computer running Tracktion is connected to the tape output, so
you can record channels 1, 2, 3, and 4.

The stereo line-level audio output from a DVD player is connected to channels 5 and 6, and a cable
box's audio output is connected to channels 7 and 8. The video output from the cable box and DVD
player connect directly to the TV monitor.

An external effects processor is connected to the aux send (in posf mode} and its output connects to the
802-VLZ3 stereo return inputs.

A pair of HR624mkll powered studio monitors is connected to the conirol room oulputs. A pair of
headphones is connected to the headphones ouipuf.

To use the home studio, sing and play your guitar, and record using Tracktion, or listen through the nice
speakers and headphones. Turn down channel 5-6 and 7-8 levels if you are not using the home theater.

To use the home theater, turn down channel 1-4's level knobs. Select a program using the cable box,
and set the channel 7-8 level knob to unity. Use the control room knob to adjust the level in your loud-
speakers. If you play a DVD, turn up the channel 5-6 level control to unity. Use the TV to select which
video source you want fo see.

Combined Home Studio and Home Theater

10
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Patchbay Description

MIC3
G2 Mn:%

MIC 1 Mic 2
pEDLRHC gy REGEMIE gy

a

MAIN OUT BALANCED

2 EOER 2 AL

LINEIN1 LINEIN2

0
606

" AL
3 OR
. UNBAL

R

LINE IN 5-6

This is where you plug everything in: microphones,
line-level instruments and effects, headphones, and
the ultimate destination for your sound: a recorder, PA
system, ete.

Appendix B has details and drawings of the connec-
tors you can use with the mixer. Also see the chan-
nel strip description on page 16 for details of the signal
routing from the XLE and line inputs.

1. MIC INPUTS (Channels 1-3)

We use phantom-powered, balanced microphone

inputs just like the big studic mega-consoles, for exactly

the same reason: This kind of circuit is excellent at re-
jecting hum and noise. You can plug in almost any kind
of mic that has a standard XLR male mic connector.

Professional ribbon, dvnamie, and condenser mics
will all sound excellent through these inputs. The
mic inputs will handle any kind of mic level you
can toss at them, without overloading. Be sure to
perform the level-setting procedure on page 3.

Channel 3-4 is a hybrid design, with a mono mic input
in a stereo channel. The mono mic input is fed to both
sides of the stereo field.

' 5 Not every instrument is made to connect
directly to a mixer. Guitars commonly need a
74 Direct Injection (DI) box to connect to the
mixer's mic inputs. Channels 1 and 2 have an

instrument switch [6] so you do not need a DI box, and
can plug your guitar directly into the line inputs [2].

BAL/UNBAL

O

ALT OUTPUT

ST RETURN CR OUTPUT PHONES

LINEIN 7-8

PHANTOM POWER

Most modern professional condenser mics are
equipped for phantom power, which lets the mixer
send low-current DC voltage to the mic’s electronics
through the same wires that carry audio. (Semi-pro
condenser mics often have batteries to accomplish the
same thing.) “Phantom” owes its name to an ability to
be “unseen” by dynamic mics (Shure SMb7/8Mb8, for
instance), which don't need external power and aren't
affected by it anyway.

The mixer phantom power is globally controlled
by the phantom power [12] switch. {This means the
phantom power for the mic inputs of channels 1-3 is
turned on and off together.)

E T Never plug single-ended (unbalanced) micro-
phones or instruments into the mic [1] input

jacks if the phantom power is on,

E Do not plug instrument outputs into the mic
! W input jacks with phantom power on, unless
28 you know for certain it is safe to do so.

E o Do not use phantom power with ribbon micro-
- W phones.

Owner's Manual
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LINE IN 5-6

2. LINE INPUTS (Channels 1-2)

These inputs share circuitry {but not phantom power)
with the mic preamps, and can be driven by balanced
or unbalanced sources at almost any level. You can use
these inputs for virtually any signal you'll come across,
from instrument levels as low as 40 dB to operating
levels of —10 dBV to +4 dBu, since there is more gain
available than on line inputs 3-8.

To connect balanced lines to these inputs, use a 14"
Tip-Ring-Sleeve (TRS) plug, the type found on sterec
headphones.

To connect unbalanced lines to these inputs, use a
14" mono (TS) phone plug or standard instrument
cable.

The line inputs 1-2 are a good place to connect older
instruments that need more gain. You can correct weak
levels by adjusting the corresponding channel’s gain
control.

3. STEREO LINE INPUTS
(Channels 3-4, 5-6, and 7-8)

These fully-balanced inputs are designed for stereo or
mono, balanced or unbalanced signals. They can be used
with just about any professional or semi-pro instrument,
effect or tape player.

In the stereo audio world, an odd-numbered chan-
nel usually receives the “left signal.” For example, you
would feed the line inputs 5-6 a stereo signal by
inserting the device's left output plug into the chan-
nel b jack, and its right output plug into the channel 6
jack.

When connecting a mono device (just one cord),
always use the left (mono) input (jacks 3, b, or 7) and

LINEIN 7-8 ALT OUTPUT | CR OUTPUT PHONES

plug nothing into the right input (jacks 4, 6, or 8)— this
way the signal will appear on both sides. This trick is
called “jack normalling.”

4, CHANNEL INSERT {Channels 1-2)

These jacks are where you connect serial effects
such as compressors, equalizers, de-essers, or filters.
Since most people don't have more than a few of these
gadgets, we've included inserts for just the first two
channels. If you want to use this kind of processing on
channels 3 threugh 8, simply patch your source through
your processor before you plug into the mixer.

The channel insert points are after the gain [7] and
low cut [5] controls, but before the channel’s EQ [26-
27] and level [21] controls. The send (tip) is low-im-
pedance (120 ohms), capable of driving any line-level
device. The return (ring) is high-impedance (over 2.6 k
ohms) and can be driven by almost any device.

Smﬂhpnm-:’ p

Hp HT’ veaw  (TRS piug)
L LT I
S — 2 —

This phug connecte to one of the
mbn’s Channal Insart jacks.

—
RETURN frem procassor

See Appendix B for details and drawings about Insert
cables, and a diagram showing three ways to use the
jacks.

Besides being used for inserting external devices,
these jacks can also be used as channel direct outputs;
post-gain, post-low cut, and pre EQ. In fact, mic
preamps have become so famous, that people buy
the mixers just to have some of these preamps in their
arsenal.
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5. LOW CUT (Channels 1-3)

Each low-cuf switch, often referred to as a high-pass
filter (all depends on how you look at it), cuts bass fre-
quencies below 100 Hz at a rate of 18 dB per octave.

We recommend that you use low-cut on every micro-
phone application except kick drum, bass guitar, or
bassy synth patches. These aside, there isn't much down
there that you want to hear, and filtering it out makes
the low stuff you do want much more crisp and tasty.
Nof only that, but low-cutf can help reduce the possibili-
ty of feedback in live situations, and it helps to conserve
amplifier power.

Another way to consider low-cut's function is that it
actually adds flexibility during live performances. With
the addition of low-cut, you can safely use low equaliza-
tion on vocals. Many times, bass shelving EQ can really
benefit voices. Trouble is, adding low EQ also boosts
stage rumble, mic handling clunks and breath pops.
Applying low-cut removes all those problems, so you can
add low EQ without losing a woofer.

6. INSTRUMENT SWITCH (Channels 1-2)

Press these in if you want to connect a guitar or other
instrument-level source directly to the line inputs of
channels 1 and 2. You will not need a DI box, and your
guitar will perform flawlessly (well, as long as your play-
ing is that way).

7. GAIN (Channels 1-3)

If you haven't already, please read the
level-setting procedure on page 3.

The gain knobs for channels 1 and 2
adjust the input sensitivity of the mic
and line inputs. This allows signals
from the outside world to be adjusted to
optimal internal operating levels. The gain control for
channel 3 just affects the channel 3 mic input only.

If the signal originates through the XLR jack, there
will be 0 dB of gain with the knob fully down, ramping to
60 dB of gain fully up.

Through the 14" input (ch 1 and 2 only), there is
1b dB of attenuation fully down and 46 dB of gain fully
up, with a “U" {unity gain) mark at 10:00. This 15 dB of
attenuation can be very handy when you are inserting
a very hot signal, or when you want to add a lot of EQ
gain, or both. Without this “virtual pad,” this scenario
might lead to channel clipping.

EFFECTS: SERIAL OR PARALLEL?

The next sections toss the terms “serial” and “parallel”
around like hacky sacks. Here's what we mean by them:

“Serial” means that the entire signal is routed through
the effects device. Examples: compressor/limiters,
graphic equalizers, Line-level sources can be patched
through a serial effects device before or after the mixer,
or preferably through the insert jacks [4].
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“Parallel” means that a portion of the signal in the
mixer is tapped off to the device (aux send), pro-
cessed and returned to the mixer (stereo return) to be
mixed with the original “dry” signal. This way, multiple
channels can all make use of the same effects devics.
Examples: reverb, digital delay.
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8. STEREO RETURN

This is where you connect the outputs of your parallel
effects devices. They can also be used as an extra pair of
stereo line inputs if you have a lot of synths for example.
These balanced inputs are similar to the stereo line in
[3] inputs (enly without EQ, aux sends, pan, mute, and
solo}. The circuits will handle stereo or mono, balanced
or unbalanced signals. They can be used with just about
any pro or semipro effects device on the market. The
signals coming into these inputs can be adjusted using
the stereo return [38] knob before passing onto the
main mix bus (see page 21 for more details).

If you have an effects device with 2 mono output (one
cord), plug that into stereo return, left/mono, and leave
stereo return, right, unplugged. This way the signal will
be sent to both sides, magically appearing in the center
as a mono signal.

9. ALT 3—4 OUTPUT

These 14" outputs are the sum of any channels that
have the mute/alt 3-4 [23] switch pressed in (see page
16 for the tender details). The outputs are TRS 1/4" and
can be connected to balanced or unbalanced lines.

For example, you can use these to feed a recorder,
and just record individual channels by pressing their
mute/alt 3-4 switches one at a time.
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LINE IN 5-6

10. CONTROL ROOM OUTPUTS

These TRS 174" balanced/unbalanced outputs al-
low you to listen to something other than the main
mix. These outputs are often used to run a nice pair of
powered studio monitors in a control room. The source
is selected using the source matrix [30] switches (see
page 19). You can choose to listen to the main mix, the
alt 3-4 stereo bus (see mute/alt 3-4 on page 16), soloed
channels, or the tape input. The volume is adjustable
with the control room/submix [32] knob.

11. PHONES

This stereo jack will drive any standard headphone to
very loud levels. "iPod"-type and computer headphones
can also be used here, with a 1/4" male to 1/8" female
stereo adapter.

To learn how signals are routed to these outputs, see
source matrix [30] on page 19. The level is adjusted
with the phones knob [31], and the source is whatever
the control room output is playing, such as the main
mix, the alt 3-4 stereo bus, soloed channels, or the tape
input. If you're wiring your own cable for the phones
output, follow standard conventions:

Tip = Left channel
Ring = Right channel
Sleeve = Common ground
E. T WARNING: The headphone amp is loud, and
_ 4 can cause permanent ear damage. Even
E intermediate levels may be painfully loud with
some earphones. BE CAREFUL! Always turn the phones
[31] knob all the way down before connecting head-

phones. Keep it down until you've put the phones on.
Then turn it up slowly.

14
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12. PHANTOM SWITCH and LED

This global switch controls the phantom power supply
for condenser microphones plugged into the mic [1] in-
puts. See the phantom power details on page 11 before
using this switch.

Press the switch in to engage phantom power to the
three mic inputs. Press the switch out to turn it off. The
LED will come on when phantom power is engaged.

E T Phantom power is supplied to all three mic
inputs at once, therefore, do not use a rib-
4 bon microphone in any of these inputs when
phantom power is engaged.

13. TAPE INPUT

Connect your computer audio outputs, or tape record-
er's outputs here, using standard hi-fi (RCA) cables.

Use these jacks for convenient tape playback of your
mixes. You'll be able to review a mix and then rewind
and try another pass without repatching or disturbing
the mixer levels. You can also use these jacks with a
portable tape or CD player to feed music to a PA system
between sets.

E -- WARNING: engaging both the tape and assign
tc main mix buttons in the contrel room

B == source [30] matrix can create a feedback
path between tape input and tape output. Make sure
your tape deck is not in record, record-pauss, or input
monitor mode, when you engage these switches, or
make sure the control room / submix [32] level knob is
fully counterclockwise (off).
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14. TAPE OUTPUT

These unbalanced RCA connections tap the main
mix output to make simultaneous recording and PA
work more convenient. Connect these to your recorder’s
inputs. (See also main mix [29] on page 19.)

Mono Out: If you want to feed a mono signal to your
tape deck or other device, simply use an RCA Y-cord to
combine these outputs. Do not attempt this with any
other outputs on the mixer.

15. AUX SEND

This is a TRS 14" balanced/unbalanced output, com-
monly used to feed stage monitors (with aux set to pre)
or an external effects processor (with aux set to post).

The aux send [28] knobs tap a portion of each chan-
nel's signal to provide an output here, allowing you to
set up a nice stage monitor mix, or to set up an external
effect from different channels. See the aux send details
on page 18.

16. V4" MAIN OUTS

These 14" TRS balanced/unbalanced outputs feed the
main mix out into the waiting world. You can feed your

amplifiers or powered speakers this way, or through the
XLR main outs [17].

To use these outputs to drive balanced inputs, con-
nect 14" TRS (Tip-RingSleeve) phone plugs like this:
Tip = + (hot)
Ring =—(cold)
Sleeve = Ground

For most music recording and PA applications, unbal-
anced lines are fine. Te drive unbalanced inputs, con-
nect 14" TS (Tip-Sleeve) phone plugs like this:

Tip = + (hot)
Sleeve = Ground

17. XLR MAIN OUTS

Use these to send the main mix out into the line-level
balanced inputs of your amplifier or powered speakers.

These low-impedance outputs are fully balanced, and
this output is 6 dB hotter than other outputs.

18. XLR MAIN OUTPUT LEVEL SWITCH

Engaging this switch reduces the level of the balanced

XLR main cutputs, so you can feed the microphone
input of, say, another mixer. (You can safely connect the
XLR outputs into an input that provides 48V phantom
power.)

19. POWER CONNECTION

This is where you plug in the connector from the AC
adapter supplied with your mixer.

Only use the AC adapter that came with your
7Z| mixer, or a factory-authorized power supply.

3 D
20. POWER SWITCH

Press the top of this rocker switch inwards to turn on
the mixer. The power LED [39] on the top surface of
the mixer will glow with happiness, or at least it will if
you have the AC adapter plugged in to a suitable live AC
mains supply.

Press the bottom of this switch to put the mixer into
standby mode. It will not function, but the circuits are still
live. To remove power, either turn off the mains supply, or
unplug the power cord from the mixer and the mains sup-

ply.

As a general guide, you should turn on your mixer
first, before the power amplifier or powered speakers,
and turn it off last. This will reduce the possibilities of
any turn-on, or turn-off thumps in your speakers.
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Channel Strip Description

The five channel strips look alike, and function route them to the main mix or alt 8-4 mix. You don't
identically. The first two are for individual mics or mono  even have to have the channel's level [21] knob turned
instruments, and have more gain available. The next up. Folks use solo in live work to preview channels be-

strip controls mic or stereo line-level sources, and the fore they are let into the mix, or o just check out what
last two are for either stereo or mono line-level sources.  a particular channel is up to anytime during a session.
{Each of the stereo channel strips is actually two You can solo as many channels at a time as you like.

complete circuits. The controls are linked together to

preserve stereo.) We'll start at the bottom and work our Soloizalso thskeyplayerin the Level-cetting Erote-

dure on page 3.

way up:

Soloed channels are sent to the source mix, which
ultimately feeds your control room, phones and meter
display. Whenever solo is engaged, all source selections
(main mix, alt 3-4 and tape) are defeated, to allow the
soloed signal to do just that — solo!

| WARNING: Pre-fader solo taps the channel
72| signal before the level knob. If you have a
channel’s level knob set below “U” (unity
gain), solo won't know that and will send a unity gain
signal to the control room, phones and meter display.
That may result in a startling level boost at these out-
puts.

23. MUTE/ALT 34

The dual-purpose mute/alt 3-4 bus is a signature.
So mute/alt 3-4 really serves two functions —
muting (often used during a mixdown or live show),
and signal routing (for multitrack and live work)
where it acts as an extra stereo bus.

To use this as a mute switch, all you have to do is not

|J= | IKE UNITY GAIN use the. alt 3-4 [9] outputs. Then, whenever you press
_ this switch, you will assign a channel to these unused
The mixers have a “U” symbol on almost every outputs, disconnecting it from the main mix, and effec-

level control. This “U” stands for “unity gain,” meaning tively muting the channel.
no change in signal level. Once you have adjusted the

input signal to line-level, you can set every control at To use this as an alt 3-4 switch, all you have to do is
“U” and your signals will travel through the mixer at connect the alt 3-4 outputs to whatever destination you
optimal levels. What's more, all the labels on our level desire. Here are two popular examples:

controls are measured in decibels (dB), so you'll know When doing multitrack recording, use the alt 34

what yo,u’re doing level-wise if you choose to change a outputs to feed your multitrack. With most decks, you
control's settings. can "mult" the alt 34 [9] outputs, using Y-cords or
mults, to feed multiple tracks. So, take alt output L and

21. LEVEL send it to tracks 1, 3, 5 and 7, and alt output R and send
This adjusts the channel’s level, from off, to unity gain it tp tracks 2, 4, G_and 8. Now, tracks t_hat are in record
at the center, on up to 12 dB of additional gain. or input modes will hear the alt 3-4 signals, and tracks

in playback or safe modes will ignore them.
The knob is the equivalent of a channel fader, so

sometimes we lapse and say the word fader.

22. PRE-FADER SOLO

This lovable switch allows you to hear signals through
your headphones or control room without having to
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When doing live sound or mixdown, it’s often handy
to control the level of several channels with one knob.
That's called subgrouping. Simply assign these channels
to the alt 3-4 mix, engage alt 34 in the source [30]
matrix, and the signals will appear at the control room
[10] and phones [11] outputs. If you want the alt 34
signals to go back into the main mix, engage the assign
to main mix [33] switch, and the control room/submix
[32] level control becomes the one knob to control the
levels of all the channels assigned to alt 3-4.

Another way to do the same thing is assign the chan-
nels to the alt 3-4 mix, then patch out of the alt 34
output [9] back into an unused stereo channel line
input [3]. If that’s your choice, don't ever engage the
mute/alt 3-4 switch on that stereo channel, or you'll
have every dog in the neighborhood howling at your
feedback loop.

Another benefit of the alt 34 feature is that it can
act as a “sip” (solo-in-place): just engage a channel's
mute/alt 34 switch and the alt 3—4 switch in the source
matrix and you'll get that channel, all by itself, in the
control room and phones.

Mute/alt 3-4 is one of those controls that can bewil-
der newcomers, so take your time and play around with
it. Once you've got it down, you'll probably think of a
hundred uses for it!

24. PAN

Pan adjusts the amount of channel signal sent o the
left versus the right outputs. On mono channels (ch. 1-3
or 3-8, with connections to the left input only) these
controls act as pan pots. On stereo channels (3-8) with
stereo connections to left and right inputs, the pan knob
works like the balance control on your home stereo.

Pan determines the fate of the main mix and alt 3-4
mix. With the pan knob hard left, the signal will feed
either main out left or alt output left, depending on the
position of the alt 3-4 switch [23]. With the knob hard
right, the signal feeds main out right or alt outpus right.

CONSTANT LOUDNESS ! !!

The pan controls employ a design called
“Constant Loudness.” It has nothing to do with living
next to an all-night disco. As you turn the pan [24] knob
from left to right (thereby causing the sound to move
from the left to the center to the right), the sound will
appear to remain at the same volume (or loudness).

If you have a channel panned hard left {or right) and
reading 0 dB, it must dip down about 4 dB on the left
(or right) when panned center. To do otherwise (the
way brand X compact mixers do) would make the sound
appear much louder when panned center.

3-BAND EQ

The mixer has 3-band equalization at carefully
selected points — low shelving at 80 Hz, mid peaking at
2.5 kHz, and high shelving at 12 kHz. “Shelving” means
that the circuitry boosts or cuts all frequencies before or
past the specified frequency. For example, rotating the
low EQ knob 15 dB to the right will boost the bass at 80
Hz and lower, down to the lowest note you never heard.
“Peaking” means that certain frequencies form a “hill”
around the center frequency — 2.5 kHz in the case of
the mid EQ.

25. LOWEQ

This control gives you
up to 16 dBboost orcut [
below 80 Hz. The circuit |
is flat (no boost or cut) at | [1-
the center detent position. |
This frequency represents I
the punch in bass drums, = *= e B
bass guitar, fat synth
patches, and some really  *
serious male singers. i 1N

Used in conjunction with 07% —
the low cut [5] switch, i
you can boost the lowEQ ™
without injectinga tonof ‘= = =
subsonic debris into the Low EQ with Low Cut
mix.
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26. MID EQ

Short for “midrange,” ® |
this knob provides 15 dB “TTTI PN
of boost or cut, centered i
at 2.5 kHz, also flat at the
center detent. Midrange EQ
is often thought of as the
most dynamic, because the ;B =
frequencies that define any  Mid E@
particular sound are almost always found in this range.
You can create many interesting and useful EQ changes
by turning this knob down as well as up.
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27. HIEQ

This control givesyouup ** i
to 15 dB boost or cut above *°
12 kHz, and it is also flat
at the detent. Use it to add
sizzle to cymbals, and an
overall sense of transpar-
ency, or edge to keyboards,
vocals, guitar and bacon High
frying. Turn it down a little
to reduce sibilance, or to hide tape hiss.
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MODERATION DURING EQ

With EQ, you can also upset things royally. We've de-
signed a lot of boost and cut into each equalizer circuit,
because we know everyone will occasionally need that.
But if you max the EQs on every channel, you'll get mix
mush. Equalize subtly and use the left sides of the knobs
(cut), as well as the right (boost). Very few gold-record-
album engineers ever use more than about 3 dB of EQ.
If you need more than that, there’s usually a better way
to get it, such as placing a mic differently (or using a
different kind of mic or singer entirely).

28. AUX

These knobs allow you to tap a portion of each chan-
nel signal out to another source for parallel effects
processing or stage monitoring. Aux send levels are
controlled by these knobs and by the aux master [37].

These are more than just effects and monitor sends,
They can be used to generate separate mixes for record-
ing or *mix-minuses” for broadcast. By using aux in the
pre mode, these mix levels can be obtained indepen-
dently of the channel’s level control.

Aux in post mode is post-low cut, post-EQ and post-
level. That is, the aux send obeys the settings of these
centrols. Aux in pre mode follows the EQ and low cut
settings only. Pan and level have no effect on the pre
send.

The aux send level ranges from off through unity (the
center pogition) on up to 15 dB of extra gain {when
turned fully clockwise). Chances are you'll never need
this extra gain, but it's nice to know it’s there if you do.

The channel 3-8 aux knobs control the mono sum
of the channel’s stereo signals for each aux send. For
instance, channel 5 (L) and 6 (R) mix together to feed
that channel’s aux send knob.

Still with us? Good for you. Here come the tricky
parts, the output or master section where the mixing is
really done.
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29. MAIN MIX

This kncb controls the levels of signals sent to the
main outputs: XLR [17] and 14" [16] and RCA tape
output [14]. All channels and stereo returns [8] that
are not muted or turned fully down will wind up in the
main mix.

Fully counterclockwise is off, the center is unity gain,
and fully clockwise provides 12 dB of additional gain.
This additional gain will typically never be needed, but
once again, it’s nice to know it's there. This is the knob
to turn down at the end of the song when you want "The
(reat Fade-Out."

30. CONTROL ROOM SOURCE MATRIX

Typically, the engineer sends the main mix to an
audience (if live) or a mixdown deck (if recording). But
what if the engineer in the control room needs to hear
something other than the main mix? With the mixer,
the engineer has several choices of what to listen to.
This is one of those tricky parts, so brace yourself.

With these source switches, you can choose to listen
to any combination of main mix, alt 3-4 and tape. By
now, you probably know what the main mix is. Alt 3-4 is

that additional stereo mix bus. Tape is the stereo signal
coming in from the tape input [13] jacks.

Selections made in the source matrix deliver stereo
signals to the control room, phones and meter display.
With no switches engaged, there will be no signal at
these outputs and no meter indication.

The exception is the solo function. Regardless of the
source selection, engaging a channel's solo [22] switch
will replace that selection with the solo signal, alsc sent
to the control room, phones and meters. This is what
makes the level-setting procedure so easy to do.

Warning: engaging both the tape and assign to
74| main mix [33] button can create a feedback
path between tape input [13] and tape output
[14]. Make sure your tape deck is not in record, record-
pause, or input-monitor mode when you engage these
switches, or make sure the control room / submix [32]
level knob is fully counterclockwise {off).

Now you know how to select the signals to send to the
engineer’s control room or phones.

31. PHONES

This knob controls the level going to your stereo
headphones. Make sure this is fully down whenever you
are making connections in your system, or putting on
the headphones. Bring up the level slowly and carefully
to protect your hearing.

This dedicated phones level knob makes it is easy to
turn down the studio monitors and listen just with the
headphones, when overdubbing, or when in a room full
of sleeping and hungry lecpards.

32. CONTROL ROOM/SUBMIX

This knob controls the level of the stereo control room
outputs [10]. The control range is from off through
unity gain at the center, with 10 dB of extra gain when
turned fully clockwise.

When main mix is your control room source selection,
those signals will now pass through three level controls
on the way to your control room amp and phones : the
main mix [29] knob, this control room / submix knob,
and the phones knob [31]. This way, you can send a
nice healthy level to the main output (main mix knob
at*U™), and a quiet level o the control room or phones
(control room / submix knob and phones knob where
you like),

When alt 3-4 or tape is selected, or a channel solo
[22] is engaged, the control room / submix knob and
phenes knob will be the enly ones controlling these
levels {channel controls not withstanding).
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Whatever your selection, you can also use the control
room [10] outputs for other applications. Its sound
quality is just as impeccable as the main outs [16 and
17]. It can be used as additional main mix output, which
may sound silly since there are already three, but this
one has its own level control. However, should you do
something like this, be sure that you do not engage a
solo switch, as that will inferrupt your source selection.

A WORD ABOUT PRE-FADER SOLO (PFL)

Engaging a channel’s solo [22] switch will cause
this dramatic turn of events: any existing controel rcom
source selections will be replaced by the solo signal,
appearing in the control room, headphones, and in the
meter. The audible solo levels are then controlled by
the control room / submix [32] knob and phones [31]
knob. The sclo levels appearing on the meter display are
not controlled by anything — you wouldn't want that.
You want to see the actual channel level on the meter
regardless of how loud you're listening.

“Pre-fader” solo means that the channel signal is be-
ing tapped before the channel’s level [21] knob . It does,
however, obey gain [7], low cut [5] and EQ [25-27] set-
tings, making it the perfect tool for quick inspections of
suspect channels. The channel's pan [24] and mute/alt
3-4 [23] settings have no effect on the solo signal.

20

Note: for stereo channels 3-8, the solo signal is the
mono sum of the left (odd-numbered) and right {even-
numbered) signals for that channel strip.

Warning: pre-fader solo [22] taps the chan-
4| nel signal before the level knob. If you have a
: channel’s level knob set below "U" solo won't
know that, and will send a unity gain signal to the con-
trol room, phones and meter display, that may result in
a startling level boost at these outputs.

33. ASSIGN TO MAIN MIX

Let’s say you're doing a live show. Intermission is near-
ing and you'll want to play a soothing CD for the crowd
to prevent them from eating the furniture. Then you
think, “But I have the CD player plugged into the tape
inputs, and that never gets to the main outs!” Oh, but it
does. Simply engage this switch and your control room
source selection, after going through the control room /
submix [32] knob, will feed into the main mix, just as if
it were anocther stereo channel.

Another handy use for this switch is to enable the alt
3-4 mix to become a submix of the main mix, using the
control room/submix knob as its level control.

Side effects: (1) engaging this switch will also feed
any soloed channels into the main mix, which may be
the last thing you want. (2) If you have the main mix as
your control room source selection and then engage as-
sign to main mix, the main mix lines to the control room
will be interrupted to prevent feedback, Then again,
why would anyone want to assign the main mix to the
main mix?

34. RUDE SOLO

If you happen to forget you're in solo, you can easily be
tricked into thinking that something is wrong with your
mixer. Hence the flashing rude solo light. This will come
on whenever a channel solo switch [22] is engaged.

It's especially handy at about 3 a.m. when no sound is
coming out of your monitors but your multitrack is play-
ing back like mad.

35. METERS

The peak metering system is made up of two
columns of twelve LEDs. Deceptively simple, consid-
ering the multitude of signals that can be monitored by
it.

If nothing is selected in the source matrix and no
channels are in solo, the meters will just sit there and
do nothing. To put them to work, you must make a selec-
tion in the source matrix [30], or engage a solo switch
[22]. Why? You want the meter display to reflect what
the engineer is listening to, and as we've covered, the
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engineer is listening either to the control room [10]
outputs or the phones [11] outputs. The only difference
is that while the listening levels are controlled by the
control room / submix [32] knob, the meters read the
source mix before that control, giving you the real facts
at all times, even if you're not listening at all.

Thanks to the wide dynamic range, you can get a
good mix with peaks flashing anywhere between
—20 and +10 dB on the meters. Most amplifiers clip at
about +10 dB, and some recorders aren't so forgiving ei-
ther. For best real-world results, try to keep your peaks
between “0" and “+6".

Remember, audio meters are just tools to help assure
you that your levels are “in the ballpark.” You don't have
to stare at them (unless you want to).

A word about Aux

Sends are outputs, and returns are inputs. The chan-
nel aux [28] knobs taps the signal off each channel. The
sum of the aux signals is sent to the aux master [37]
knob before going to the aux send [16] cutput,

This output can be fed to the inputs of a reverb or
other device. From there, the outputs of this external
device are fed back to the mixer's stereo return [8]
jacks, through the stereo return [38] level contrel, and
finally delivered to the main mix.

So, the original “dry” signals go from the channels to
the main mix, and the affected “wet” signals go from the
stereo return [8] to the main mix. Once mixed together,
the dry and wet signals combine to create a glorious
sound. So, armed with this knowledge, let’s visit the
auxiliary world:

36. PRE or POST (AUX)

Besides being used to work effects into your mix, aux
sends serve another critical role — that of delivering
cue mixes to stage monitors, so musicians can hear
what theyre doing. On the mixer, aux send can play
either role, depending on the position of this switch.

With this switch out (disengaged), aux send will tap a
channel pre-fader and pre-mute/alt 3-4, meaning that no
matter how you manipulate those controls as they feed
the main mix, the aux send will continue to belt out that
channel’s signal. This is the preferred method for setting
up stage monitor feeds, as its level is not affected by
changes to the channel's level controls. EQ settings will
affect all aux sends. It's a bit like setting up two PAs,
one at a nice level to keep your band happy, and one at
a nice level to play to your audience. The levels of each
are independent of each other.

With the switch in, the aux send becomes an erdinary
effects send — post-fader (level) and post-mute/alt

3-4. This is a must for effects sends, since you want the
levels of your “wet” signals to follow the level of the
“dry," keeping them at the same ratio. For example, you
do not want a returned echo to stay at one level, when
you turn a channel down; you want it to go down as well.
Post mute/alt 3-4 means that when a channel is muted,
its aux send to an external processor is also muted.

37. AUX MASTER SEND

This knob provides overall level control of aux send,
just before it's delivered to the aux send [15] output.
This knob goes from off (turned fully down), to unity
gain at the center, with 10 dB of exira gain (turned fully
up). You may never need the additional gain, but here it
is anyway.

This is the knob to turn up when the lead singer
glares at you, points at his stage monitor, and sticks his
thumb up in the air. (If he stuck his thumb down, you'd
turn the knob down, but that never happens.)

38. STEREO RETURN

This control sets the overall level of effects received
from the stereo return [8] inputs. This could be the af-
fected (wet) processed signal refurning from an effects
processor, or the stereo signals from another synth or
source. This control is designed to handle a wide range
of signal levels, from off, to unity gain at the center, with
20 dB gain fully clockwise, to compensate for low-level
effects or scurces.

Normally, set this knob at the center, and set the ef-
fects device or source's output control to whatever they
call unity gain {check their manual). If that turns out
to be too loud or too quiet, adjust the effects device or
source's outputs, not the mixer. That way, the mixer's
knobs are easy to relocate at the center.

Signals passing through this control proceed directly
to main mix. The stereo returns do not have mute/alt
3-4 switches, so if you want these signals to get to the alt
3-4 mix, you'll have to patch the effects device's outputs
into one of the sterso channels instead of the stereo
return, and mute/alt those channels.

39. POWER LED

This LED will light when the mixer is connected to a
live power supply, and the power switch is turned on.
This lets you know that the mixer's internal circuits are
turned on, and all ready for action.

Turning off the power switch will turn off the mixer
and this LED will go out.

Congratulations! You've just read about all the fea-
tures of your mixer, You're probably ready for a cold
one. Go ahead. The rest of the manual can wait.

Owner’'s Manual N
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Appendix A: Service Information

If you think your mixer has a problem, please check
out the following troubleshooting tips and do your

best to confirm the problem. Visit the support section of e Check that the supplied power supply is con-
our website where you will find lots of useful information nected to a live AC outlet. The power LED on
such as FAQs, documentation and user forums. You may the mixer should come on when the power
find the answer to the problem without having to send switch is om.

VOur mixer away.

J

For warranty service, please refer to the warranty
information on page 27.

Non-warranty service for the products is avail-
e Isthe gain set correctly? ableata factory—guthorized se;vice center. To locate
¢ IFthelevel ket e in? your nearest service center, click “Support” and
' select “Locate a Service Center.” Service for the
* Isthe instrument switch set correctly? (Chan-  products living can be obtained through local
nels 1-2 only). dealers or distributors.
¢ Try the same source signal in another channel,

ot npyaxantly like themmpectohanyiel, If you do not have access to our website, you can

call our Tech Support department Monday-Friday,

e Check that the pan knob is set correctly. during normal business hours, to explain the

e  Check the EQ and the low-cut switch. problem. Tech Support will tell you where the nearest
factory-authorized service center is located in your
area.

e [sthe associated level kneb (if any) turned up?

¢ [fit's one of the main cuts, try unplugging all
the others. For example, if it's the 144" left main
out, unplug the RCA and XLR left outputs. If
the problem goes away, its not the mixer.

o If a left speaker is presumed dead, switch the
left and right cords, at the mixer's main outs. If
the left speaker is still not working, it's not the
mixer.

¢  Turn the channel level and aux return knobs
down, one by one. If the sound disappears, it's
either that channel or whatever is plugged
into it, so unplug whatever that is. If the noise
disappears, it's from your whatever.
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Appgndix B: Connections
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The mixers use 3-pin female “XLR" connectors on
all microphone inputs, with pin 1 wired to the grounded
{earthed) shield, pin 2 wired to the “high” ("hot” or
positive polarity) side of the audio signal and pin 3
wired to the “low” (“cold” or negative polarity) side of
the signal. See Figure A. This is all totally aboveboard
and in full accord with the hallowed standards dictated
by the AES (Audio Engineering Society).

Use a male “XLR"-type connector, usually found on the
nether end of what is called a “mic cable,” to connect to
a female XLR jack.

“TRS" stands for Tip-Ring-Sleeve, the three
connections available on a “stereo” 14" or “balanced”
phone jack or plug. See Figure B.

Figure B: 14" TRS Plugs

TRS jacks and plugs are used in several different ap-
plications:

s Balanced mono circuits. When wired as a bal-
anced connector, a 14" TRS jack or plug is con-
nected tip to signal high (hot), ring to signal
low (cold), and sleeve to ground (earth).

o Sterso Headphones, and rarely, stereo micro-
phones and stereo line connections.
When wired for stereo, a 14" TRS jack or plug
is connected tip to left, ring to right and sleeve
to ground (earth). The mixers do not

directly accept 1-plug-fype stereo microphones.
They must be separated into a left cord and a
right cord, which are plugged into the two mic
preamps.

You can cook up your own adapter for a stereo
microphone. “Y” two cables out of a female 14"
TRS jack to two male XLR plugs, one for the
Right signal and one for the Left.

¢ Unbalanced Send/Return circuits. When wired
as a send/return “Y” connector, a 14" TRS jack
or plug is connected tip to signal send (output
from mixer ), ring to signal return (input back
into mixer), and sleeve to ground (earth).

“T8" stands for Tip-Sleeve, the two connections avail-
able on 2 “mono” 14" phone jack or plug. See Figure C.

Figure C: TS Plug

T8 jacks and plugs are used in many different
applications, always unbalanced. The tip is connected to
the audio signal and the sleeve to ground (earth)}. Some
examples:

e [Inbalanced microphones
e Electric guitars and electronic instruments
¢ [nbalanced line-level connections

RCA-type plugs (also known as phone plugs) and
jacks are often used in home stereo and video equip-
ment and in many other applications (Figure D). They
are unbalanced and electrically identical to a 14" TS
phone plug or jack (figure C). Connect the signal to the
center post and the ground {earth) or shield to the sur-
rounding “basket.”

Figure D: RCA Plug

Owner’'s Manual
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The single-jack inserts are the three-conductor,
TRS-type 14" phone. They are unbalanced, but have
both the mixer output (send) and the mixer input
(return) signals in one connector. See Figure E.

The sleeve is the common ground (earth) for beth
signals. The send from the mixer to the external unit is
carried on the tip, and the return from the unit to the
mixer is on the ring.

mixers Channe! ineert: jacks.

Figure E

If you insert a TS (mono) 144" plug only partially (to
the first click) into a insert jack, the plug will not
activate the jack switch and will not open the insert
loop in the circuit {thereby allowing the channel signal
to continue on its merry way through the mixer).

This allows you to tap out the channel or bus signal
without interrupting normal operation.

If you push the 14" TS plug in to the second click, you
will open the jack switch and create a direct out, which
does interrupt the signal in that channel. See Figure F.

NOTE: Do not overload or short-circuit the signal you
are tapping from the mixer. That will affect the internal

signal.

T

Direct out with no signal interruption to master.
Insert only to first “click.”

MONO PLUG

]

7 Channel Insert: jack

Direct out: with signal interruption to master.
Insert all the way in to the second “click.”

fﬂ e iRt
1  Channe insert jack

For use as an effiects loop.
(TP = SEND to effect, RING = RETURN from effect.)

Figure F

Stereo line inputs and stereo returns are a fine
example of the philosophy (which we just made up)
of Maximum Flexibility with Minimum Headache.
The inputs and returns will automatically be mone or
stereo, depending upon how you use the jacks. Here's
how it works:

A mono signal should be patched into the input or re-
turn jack labeled left {mono). The signal will be routed
to both the left and right sides of the return circuit, and
will show up in the center of the stereo pair of buses
it's assigned to, or it can be panned with the pan [24]
control.

A stereo signal, having two plugs, should be patched
into the left (mono) and the right input or return jacks.
A jack switch in the right jack will disable the mono
function, and the signals will show up in stereo.

A mono signal connected to the right jack will show
up in the right bus only. You probably will only want to
use this sophisticated effect for special occasions.

The bottom panel
of the mixer has @ O
three non-threaded holes for
holes that allow it mio stand
to be fitted with an v adapter
optional microphone ]
stand adapter.

This allows you to
support the mixer
on a standard mic
stand, and adjust its
height and level to O Q
whatever suits your batiam punsl
strangely-complex

set of preferences.

1. Order the Atlas AD-11B mic stand adapter
available from many a fine music store. (It is
made and distributed by Atlas Sound.)

2. Use three self-tapping machine screws 6-32 x
1/4" long to secure the adapter to the bottom of
the mixer.

Do not use screws that are longer then 1/4" as
72 these could damage the circuit boards. Do not
use any shorter screws, or the adapter will not
be securely fixed to the mixer.
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Appendlx C: Technical Information

Main Mix Noise

(20 Hz-20 kHz bandwidth, channels 1-3 gain @ unity gain,
channel EQ flat, all channels assigned to main mix,
channel 1 panned left, 2 panned right, 3-8 centered.)

Main mix knob down, channel level knobs down:
XLR: 95dBu
TRS: -101 dBu
Main mix knob unity, channel level knobs down:
XLR: 90dBu
TRS: 96 dBu
Main mix knob @ unity, channel level knobs @ unity:
XLR: —84dBu
TRS: —-90 dBu

Total Harmonic Distortion (THD)

(1 kHz @ 35 dB gain, 20 Hz-20 kHz bandwidth)

Mic pre @ insert: 0.001%

Attenuation (Crosstalk)

(1 kHz relative to 0 dBu, 20 Hz-20 kHz bandwidth,
line in, 14" main out, gain @ unity.)

Main mix knob down: ~75 dBu
Channel Alt / Mute switch engaged: -100 dBu
Channel level knob down: -100 dBu
Frequency Response
(30 Hz to 30 kHz, mic input to any output, @ 60 dB gain.)

+0 dB/-1 dB
(10 Hz to 100 kHz, mic input te any output, @ unity gain.)

+0 dB/-3 dB

Equivalent Input Noise (EIN)

(20 Hz—20 kHz, mic input tc insert send out, max gain.)
-129.5 dBu

150 ohm termination:

@
@
0 0@ @
S O 0 o 6 Th L]
o o 0 0 & ..
B O 0 ¢ & o
& O O O & S
S & O O &
Y Y o O o O s (= <
s O e N e O s O Lo
GO OGS O O
4—&.9in1227mm—J

Common Mode Rejection Ratio (CMRR})

(Mic in to insert send out, max gain.)

1 kHz: better than 60 dB
Maximum Levels
Mic in: +21 dBu
Tape in: +22 dBu
All other inputs: +22 dBu
Main mix XLR out: +28 dBu
All other outputs: +22 dBu
Impedances
Mic in: 3.4 kilohms
Channel insert return: 5 kilochms
All other inputs: 20 kilohms or greater
Tape out: 1 kilchms
Phones out: 60 ohms
All other outputs: 120 ohms
EQ
High Shelving +15dB@ 12 kHz
Mid Peaking +15dB @ 2.5 kHlz
Low Shelving +15 dB @ 80 Hz
Power Consumption

13 watts
Dimensions {H x W x D}

10.7"x89"x1.8" (273 mm x 227 mm x 47 mm)

Weight
With power supply 551 (2.5kg)
Without power supply 451b (2.0kg)
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