


now "attached" to chann els 13-24. Ad­

ditiona l layers will provide access to the

remaind er of the input channels as well

as aux and group master levels .

A. Audio from your mixing console
connects to an AN-16/i Input
Module.

B. A-Netconnects the AN-16/i input
module to any number of A-16lJ
Mixers using Cat-S cables.*

C. Audio isoutput from the A-16n
to wedges, headphones, or
earbuds.

*up to 500feet between devices!
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Rather than the h istoric fixed layout.

digital provides for some controls to be

stati c and som e controls to be floating. For

example. EQ. gate. compress ion. and gain

are all typically a stat ic set of controls.

Channel faders. aux controls . VCNDCA

faders and output controls are now much

more of a "floating" interface. capable of

being used with different controls in dif­

ferent use r configurations .

On some digital desks. options for how

stereo pairs of channels are arranged

come provided. maximizing what you see

at a specific layer. Flexibility in the ar­

rangement and layout of traditional VCA's

can be specified to whatever you want on

certain desks . With traditional analog lay­

outs . outputs were located in the center

(or right) and toward the top of the board.

In the digital world. outputs can show up

in various ways as well as often having

the option of pressing a switch to change

input faders to aux/output faders.

When mixing for live music (pre-digital

console). we knew a set place to go to for

a specific microphone or person's input

channel. With a digital desk. we can no

longer associate a specific physical control

with just one mic input/person on the

stage . If a lead vocal is on layer one . chan­

ne124. then switch to view layer 2. that

same spot on the console now belongs

to channel 48. The lead vocal is back on

layer one (which I don 't see) . Additionally.

there may be an option for the center fad­

ers to be customizable. thus providing the

option of putting the lead vocal there.

Not all compressors are created the
same...

Most digital mixers have compressors

built into every input channel. Not unlike

the analog realm. compressor settings.

specifically ratio. knee. and attack and

release times all have attributes that

are characteristic to a certain manufac­

turer. Ratio s of 1:3 on Manufacturer X's

compressor can sound very different than

Ratio 1:3 on Manufacturer Y's compres­

sor. Attack and Release times can respond

stgntficantl y diffe rent. Don't let yourself



be fooled into thinking one set of param­

eters is what the industry holds true for

every case.

Understand what the controls are sup­

posed to do. that your context will tnflu-

ence the result and let your ear be the

fmal judge.

Gates of Heaven

Since software design is relatively cheap.

digital console manufacturers have been

incorporating channel gates into their

designs for some time now. This

function can often be very beneficial

because it helps us control the inputs

that often just "create noise" by keep­

ing them closed until they produce

something useable for us.

With analog gate manufacturing, incor­

porating frequency selectivity controls

- often a very helpful aspect of gating

- can be a Sizable cost increase because

it includes additional hardware and

circuitry. With digital consoles, how­

ever, this feature is simply software

and adds minimal man ufacturing cost

impact. Oddly enough. some digital

console manufacturers have readily

omitted the feature or have provided

poor design controls with it. In digital

console design, frequency selectiv-

ity controls as part of the noise gates

should always be a given. Note that

you may have to revert to the tradi­

tional analog box of gates by inserting

them to get the job done.

Give yourself some headroom...

Just because the little lights look

pretty all lit up. doesn't mean you

should light them.

With an analog console, going into the

red isn 't always detrimental to the

sound (and can sometimes actually be

pleasant). Where analog components

are somewhat forgiving. in the digital

world. you can run into brick walls .

Once you start clipping in the digital

realm you get a very nasty outcome

-loud chirps and sometimes excruci­

ating excursions through the sound

system . Plan on staying a little further

out of the red than you would with an

analog desk. You'll have to test drive

> > Continued on page 92.



[ CAN ASOUND SYSTEM FIX BAD ACOUSTICS? ]
< Continnedfrompage 53.

[ RETRAIN YOUR BRAIN] < Continued[rompage 68.

be aesthetically pleasing , they have the

wrong geometry for having any beneficial

effect on sound waves. Someo ne once

asked "How much treatment will it take

to make our round room sound good ?"

The response from the acoustician was

"Enough to make it square!" This isn 't to

say that a square room would be desir­

able either, but it would certainly be an

improvement over a round one.

If You Can't Fix It, Miss It!

The other surfaces listed are unavoidable

in many rooms, so they must be handled

either by the application of acoustic treat­

ment, or, as a last resort by minimizing the

sound that hits them by strategic selection

and placement of the loudspeakers in the

space. The latter should be done anyway,

and it is not a substitute for acousti-

cal treatment. Most houses-of-worship

have significant sound levels radiating

from sources on the stage . Loudspeaker

placements have no effect on the room

reflections produced by these sources. If

the curved back wall produces an echo

back to the stage from someone talking on

the stage, then even a well-designed sound

system will not alleviate the problem.

Conclusion

The selection and placement of loudspeak­

ers can go a long way in avoiding unfavor­

able loudspeaker/room interactions. But

don 't expect the sound system to "fix" the

poor acoustics of the space. The complete

solution is proper loudspeaker select ion

and placement along with a good acoustical

design and appropriate treatment. When a

good room is combined with a good sound

system. and then operated by competent

personnel. good sound can be expected.

Pat Brown teaches the Syn-Aud-Con seminars
and workshops. SynergeticAudio Concepts
(Syn-Aud-Con) has been a leader in audio edu­
cation since1973. With nearly 15,000 "gradu­
ates" worldwide, Syn-A ud- Con is dedicated to
teaching the basicsof audio and acoustics. For
moreinformation visit their website at www.
synaudcon.com or call 1-800-796-2831.

-END-

your con sole (preferably no t on a Sun day

morn ing) to find out if red is really red .

Automation

Many ana log operators go by a "reset the

board " rule each time they mix because

things could have easily been changed

while they were away. In the digital

world, we have the very useful luxury of

saving all of our settings .

The "beast" of automation is that the

operator needs to remember, as he is not

"seeing" all of the settings, if he initiates

program changes he can ina dverten tly be

changing things that are in lower layers

he is not readily noticing. It is also easy

to forget to change things from one saved

group of settings to another saved group

of settings.

For example , if we initiate a program

change from a praise or upbeat setting

to a worship or ballad setting, where we

would want to change some instruments

volume levels, we could also be changing

an EQ setting that we currently saved

during rehearsal back to an undesired

EQ setting. Obviously not the outcome

we wanted.

One way to outsmart this is to think

about the service or event in a timeline.

Any sett ings we change during a rehears­

al or event are not going to follow to

the next program unless we copy those

changes over to subsequent programs or

"snapshots ."

Making the transition

The good news is that as time goes on ,

digital consoles are becoming more af­

fordable , better sounding. and best of all

- increasingly user-friendly. Some manu­

facturers have done a good job of listen­

ing to users an d providing streamlined

features in their newer ser ies as well as

improving sound quality. Others have not

(But don 't get me started on that ). Suffice

it to say th at expense isn't ne cessarily

indicative of features or usability, and

a manufacturer's marketing literature

doesn't always provid e an accurate assess­

ment of the product.

Resist the temptation to get caught up in

the name game. Do your homework. Read

the cut sheets , Read articles . Find out

from colleagues who have used the prod­

ucts over time which features are mis sing

and what the y don 't like about their

desks. Figure out wh eth er or not a lack

of certain features will be de trimental

to your context . Accurately assess th em

and make sure any advantages ou twei gh

disadvantages .

Making the transition will best be accom­

plished by hands-on experience. If you

can , log as many hours as possible beh ind

various digital desks . Go to music stores,

retail console stores, as well as other

churches and gain what experienc e you

can . Ask questions to sales people and end

users that have experience with them.

Mentally rehearsing with a digita l desk

typical scenarios you would encounter

with a traditional desk will not onl y help

you gain an overall understanding of how

to access features and functions, but also

how to retrain your thinking to excel as a

digital console user.

Jim Burdette is a consultantfOr Acoustic
Dimensions. His background includes hav­
ing servedas the director ofaudiofO r two
ofthe largest churches in the country.

-END-


