














CHAPTER 5 

((( BROADCAST SOUND )))

Five large audio and video production trucks sit parked on the

back side of the Natural Museum of History in Manhattan on a 

cold, 2007 December day. They dominate the block. Inside the

XM Productions Remote Facility, two key players in the world

of Broadcast sound are preparing for a live music performance

during the “Heroes” television special for CNN, with host Anderson 

Cooper. Zero hour is still two days away.
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EXPERIENCE MORE: A History of Audio-Technica Microphones

Sound technician Jay Vicari, the long-
time sound engineer for Saturday Night 
Live (SNL), and Joel Singer, Lead Engi-
neer for XM Productions, watch the stage 
inside the museum. They see the show’s 
producers and various lighting techni-
cians from inside the sound truck on a 
fl at-screen TV mounted over an elaborate 
Pro Tools board that runs the width of the 
vehicle. They sit surrounded by computer 
screens, laptops and other equipment as 
colleagues come and go with production 
updates and little fires to snuff out.

Vicari, a Jersey native who started in the 
business mixing sound for rock bands 
like Southside Johnny and the Asbury 
Jukes, is a big fan of A-T. “I’ll put up a 
bunch of Audio-Technica mics whenever 
I can,” Vicari says, noting how much he 
loves the ATM35 clip-on mics for the SNL
band because they sound great and don’t 
take up any room: “We have a hollow 

fl oor space on that show that’s the size 
of a shoebox!”

Doors like those at SNL opened in the 
mid-’80s for Audio-Technica because the 
company again followed the proven path-
way established in other sound divisions: 
Listen to what customers want, collaborate 
on creating it and help them imple-
ment it for a greater audio experience.

“Everybody’s out to do this next phase, which is to shock 
people about how good Broadcast sound could be.”

Phil Ramone

Left:  The AT4071a was specially created to meet the
long-distance pickup demands of broadcasting, fi lm/TV 
sound and theater sound reinforcement
Right: ATM35 instrument mic with UniMount clip
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In Broadcast, that meant developing shot-
gun mics like the AT815 and AT835 in 
1981 and 1982, respectively, followed by 
the 40 Series AT4071 and AT4073 models 
in 1988. “We’re probably the quiet giants 
with shotguns,” Ken Reichel said. “We’ve 
had staggering sales for those mics.”

While CNN show preparations push on, 
Vicari points out the Audio-Technica mics 
used these days throughout television by 
Conan O’Brien (the AT4033) and Carson 
Daly (the AT4047/SV). “Late Night with 
David Letterman” has been using a cus-
tomized AT4071 shotgun since ’98. And 
Audio-Technica gave Rosie O’Donnell a
gold-plated mic that sat on her desk 
during the run of her show; she took it 
with her when the show ended. “Now these
mics are the standard on TV shows,” Vicari
laughs, “where before it was like, ‘What 
are THESE mics?!’”

“The story of Audio-Technica in the Broad-
cast market is really the story of the little 
microphone company that could,” Singer 
adds. “Audio-Technica started out as this 
kind of obscure microphone company for 
musicians, then all of a sudden, there’s 

The AT815 and AT835 shotgun mics debuted in the early ‘80s
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the 4033, then there’s the 4050, then the 
stereo shotguns, then the AE5400 and 
5000 Series wireless – all these [more ex-
pensive and high performance] mics are 
coming out and everyone’s going, ‘Wow, 
this is a great line of microphones.’”

For more than 20 years, Audio-Technica’s
Broadcast mic offerings have been as
expansive and innovative as they’ve been 
critical to broadcasting major events, 
ranging from the Grammys, the Country
Music Awards (CMA) and other music 
award shows to Super Bowls, the Olympic
Games, the Commonwealth Games, World 
Cup Soccer and other major sporting events.

Audio-Technica microphones have per-
formed successfully in the category 
because they have been consistently reli-
able in extreme weather conditions and 
under exacting “real-time” constraints. And
they’re going to play an even more impor-
tant role when Broadcast sound quickly 
evolves to meet the demands of high-
defi nition television in the near future.
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Conan O’Brien uses the AT4033

“The story of Audio-Technica 
in the Broadcast market is
really the story of the 
little microphone company 
that could.”

Joel Singer, Lead Engineer
for XM Productions

Photo courtesy Dana Edelson / Getty Images
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you can use them – and provide technical
support’. That just never happened. Now 
every microphone company tries to do it.”

Harris should know. Besides working with 
superstars such as George Harrison, Eric 
Clapton, Peter Gabriel, Paul Simon and 
many others on live recordings and a host 
of television specials like “Eastwood After 
Dark,” the jazz tribute to Clint Eastwood 
at Carnegie Hall, Harris has been a pre-
mier live sound pro in the music business 
for several decades.

The fi rst year Audio-Technica went to 
the Grammys, the production was held 
at Madison Square Garden, one of the 
toughest places to mic for good sound 
quality. Aside from making “a terrible 
room” sound decent, Harris and com-
pany were faced with moving from the 
90-piece New York Philharmonic to the 
rock band Coldplay, without losing the 
dynamic range of either.

The company earned its place at the 
Grammy Awards, both Singer and Phil 
Ramone recalled, in part, because it was 
able to supply 450 microphones for the 
1998 event. These days it supplies more 
than 750 for both the front and back line! 
Ramone will even tell you that the mics 
simply look great on TV, acknowledging 
their elegant design features – besides 
always performing at the high end for 
a variety of artists and different-sized 
ensembles, including big choirs and re-
nowned orchestras.

“What makes them so attractive is their 
sonic consistency and the support from 
the company that was heretofore unparal-
leled,” noted John Harris, a legend in the 
music business sound industry and a prin-
cipal at XM Productions, and formerly of 
Effanel Music. “Supply 500 mics for a 
Grammy Show?! Nobody ever did that! 
Nobody who made real microphones ever 
came and said, ‘We’ll bring these things so 

“What makes (A-T mics) so attractive is their sonic
consistency and the support from the company that
was heretofore unparalleled.”

John Harris, Principal, XM Productions

Justin Timberlake and Robyn Troup, winner of My Grammy 
Moment, perform at The Grammy Awards, 2007



EXPERIENCE MORE: A History of Audio-Technica Microphones

71

technical
ned. Now 
s to do it.”

king with 
ison, Eric 
mon and 

and a host 
ood After 
Eastwood 
een a pre-
 business 

went to 
was held 
ne of the 
od sound 
a terrible 
and com-
from the 

nic to the 
osing the 

at

oductions

f My Grammy 
Awards, 2007



72

CHAPTER 5: BROADCAST SOUND

“The mikin
classical 
direct seg
and the as
with betw
illustrated
do in the
Michael 
the Gram
capability
and the b
line that 

Often de
the year, 
mys is a
up Mt. E

“100 engi
untold m

Kenny Chesn
Grammy Awa

“The fact that the choice of the engineers is
Audio-Technica speaks volumes about the quality
of the components and the number of times the

show has won an Emmy for sound.”
Michael Abbott, Audio Coordinator for the Grammy Awards
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“The miking of an orchestra performing a 
classical piece, then transitioning via a 
direct segue to performing with a rock band 
and the associated challenges that you deal 
with between the two types of music really
illustrated how well Audio-Technica mics 
do in these types of situations,” recalled 
Michael Abbott, Audio Coordinator for 
the Grammys. “It says a lot about the
capability of Audio-Technica microphones 
and the broad spectrum of the product 
line that they provide.”

Often described as the music event of 
the year, the live broadcast of the Gram-
mys is akin to an excruciating climb 
up Mt. Everest with, as Abbott notes, 

“100 engineers with 5,000 patches and 
untold miles of cabling and supporting 

infrastructure put together in two days, 
with down-time not an option. It’s a
hellacious undertaking. And it gets more 
diffi cult every year… just because it can.”

Another sound industry veteran and guru, 
Abbott also equates microphone usage 
on the Grammys to selecting colors from 
an artist’s palette: “We need a variety of 
microphones at our disposal. Within the 
product line of Audio-Technica, we can 
get the widest variety of the palette for 
the scope of music that that show does – 
classical performances to heavy metal to 
everything in between. The fact that the 
choice of the engineers is Audio-Technica 
speaks volumes about the quality of the 
components and the number of times the 
show has won an Emmy for sound.”

Kenny Chesney, Destiny’s Child, Sheryl Crow, Jennifer Lopez and Marc Anthony, and Alan Jackson performed at the 
Grammy Awards using A-T mics

ity
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Audio-Technica microphones continued 
to appear in key awards shows from ’98 
through the present day, among them: the 
MTV Awards, the 70th annual Academy 
Awards, the Rock and Roll Hall of Fame 
induction shows, the CMAs, TV specials, 
such as the “Pavarotti and Friends” concert 
from Modena, Italy, PBS’s “Great Perfor-
mances” with an all-star cast, and Emmy 
Award-winning sound for the A&E concert
special, “Sting: Sacred Love.”

The bridge from live music to sports 
broadcasting was for the most part a nat-
ural development. Audio-Technica mics
began leaving their mark on some of the 
world’s largest sporting events beginning 
with the music performances of Harry 
Connick Jr. and Gloria Estefan at the 
’92 Super Bowl, followed by the use of 
TriPoints at the 1992 Olympics in Barcelona
for Broadcast sound.

“The way that I approach broadcasting sound is to put as
many microphones as close as possible to the athletes 
to capture the authenticity and subtlety of the sound 
and try to deliver that to an audience.”

Dennis Baxter

An AT4073a mic at the Olympics
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In the interim between the Olympic games 
in Spain and Atlanta in 1996, Ken Reichel
made the necessary introductions to seal 
Audio-Technica’s participation in the 
games, working with the Atlanta Olympic 
Broadcast (AOB) organization and its in-
novative sound designer, Dennis Baxter, 
today a consultant with Audio-Technica 
and the author of A Practical Guide to 
Television Sound Engineering.

The key challenges at the Olympics, noted 
Baxter, are first, ensuring the athletes’ 
safety, and second, trying to deliver what 
he defi nes as the next standard in tele-
vision sound – fi lm sound quality: “The 
way that I approach broadcasting sound 
is to put as many microphones as close 
as possible to the athletes to capture the
authenticity and subtlety of the sound 
and try to deliver that to an audience. 
That, to me, is the fi lm experience…and 
not just for the 10,000 people that are 
inside the arena, but for a broadcast
audience of millions worldwide.” Baxter’s 
approach also refl ects his roots in sound 
design, which lay heavily in his passion 
for recording rock bands while in high 
school and more than a decade of live 

television sports that earned him three 
Emmys for technical excellence.

Until ’96, broadcast of the Olympics 
relied primarily on shotgun microphones 
to capture live events. But with the
resources of Audio-Technica, a greater 
variety of microphones were employed 
in Atlanta than ever before, including 
some that had their original application 
for musical instruments, like the ATM35 
clip-on drum mic.
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“The mic clip was very, very useful because 
I could take that microphone and clip it 
on a mat, or clip it on a bar, or on a pole, 
or on a camera mount.” The ease of actu-
ally mounting and physically preparing a 
microphone close to the action that also 
looked attractive was very appealing. “It 
wasn’t ugly in the camera shot,” Baxter 
said. Audio-Technica provided more than 
1,500 mics for the Atlanta Games, giving 
listeners at home an even greater sound 
experience during the competition.

Finding creative and innovative ways to 
mic sporting environments, Baxter has 
successfully delivered the sound of action 

– from burying boundary mics under home 
plate and embedding mics in archery tar-
gets, to stitching mics into volleyball nets. 
He invented techniques that had never 
been done before in Broadcast to provide 
a genuine sound experience to viewers 
at home.

AT895 mics at the Olympics

The results in Atlanta were so good that Audio-Technica
mics were used in all venues for the 2000 Summer Games
in Sydney, Australia.
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The results in Atlanta were so good that
Baxter’s sound engineering for the 2000
Summer Games in Sydney included A-T
mics that were used in all venues. The
setup included roughly 1,000 assorted 
microphones, including stereo shotguns 
designed specifi cally for the event (the 
AT815ST and AT835ST) by request from the 
Sydney Olympics organizers. The mics per-
formed exceptionally well down under and 
re-enforced the Audio-Technica “Always
Listening” mantra to meet real audio needs
in markets across the globe.

Audio-Technica’s stereo shotgun mics and 
more than 2,500 other microphones were 
really put to the test, however, during 
the 2002 Winter Games in Salt Lake City, 
the fi rst time the mics were used in such 
severe climate conditions. “Even with 
warming temperatures during the day to 
50 or 60 degrees, at night the mercury 
sank below freezing and often brought 
snow to many of the exposed mics,” re-
called Baxter. “Still, they performed like 
gold-medal winners.”

For more than 10 years, Audio-Technica’s 
champion line of Broadcast hardware has 

been engaged in events such as the ’98 
Commonwealth Games in Kuala Lumpur 
and the 2002 FIFA World Cup. Plus the 
brand could be found during the opening and 
closing ceremonies for the 2004 Olympics
in Athens and in the 2006 Winter Olym-
pics in Torino, where Baxter employed 
AT4050 mics for surround sound, as well 
as stereo shotguns and AT4047/SVs.
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Left: AT815ST and AT835ST stereo shotgun microphones
Right: The AT895 with DSP-controlled fi ve-element 
microphone array
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AT895 System manipulates and fi lters 
the output of the array by acoustical, 
analog and digital means. This process 
enhances the pickup of a sound source 
from a desired direction relative to
unwanted background noise or interfer-
ence, providing cancellation of up to 80 
dB. Background interference, mechanical 
noise, wind noise, proximity effect – all are
minimized automatically. And, unlike some
attempts at directive devices, the audio 
quality remains wideband and natural. 

Baxter’s use of the AT895 adaptive-
array microphone for European football,

“because it does a very, very good job of 
picking low frequencies like the kick of the 
ball,” illustrates how A-T has remained a 
major innovator in the audio industry by 
taking chances on technology.

Using a revolutionary five-element mi-
crophone array that provides adaptive 
directional audio acquisition and A-T’s 
proprietary DeltaBeam® technology, the 

Opening ceremony for the 2004 Olympics in Athens

“The o
take c
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“To me, the AT895 was proof of Audio-
Technica’s innovation,” Baxter says. “The 
only way to break new ground in technol-
ogy is to take chances with the technology. 
That’s a very expensive product, but I 
also think that it has a tremendous po-
tential, and it’s one way of bringing new 
technology into the marketplace. You have
to look at Audio-Technica as a very broad 
product-based company; they don’t just pick
the three or four that are huge moneymakers
and force those through the system.”
 
Baxter’s sentiments are echoed by Jackie 
Green, who, more than 10 years ago, iden-
tifi ed the need to develop products for 
wide spectrum sound as the radio spec-
trum rapidly crowded. The SpectraPulse 
wireless system is a result of that vision 
(see Coda), as is Audio-Technica’s com-
mitment to developing products like the 
AT895. “The company has consistently
invested signifi cant R&D dollars to create 
mics like the AT895, even if it means a long 
development process with no quick return 
on investment. I think the company both 
here in the U.S. and Japan understands 
that everything we develop is a build-
ing block to the next thing, even if it’s
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not the next big thing. It’s still important; 
it’s the way audio technology evolves.”

As Baxter prepares for the 2008 games 
in Beijing, he, too, is thinking big. And 
he has Audio-Technica to think big with 
him in “trying to bring the natural sound 
of sport deeper into the listening space, 
closer to the viewer.” With almost 3,500 
microphones slated for the Chinese pro-
duction in surround and Hi-Def, there’s 
a lot riding on the fi nal product. Still, he 
remains undaunted.

“Half of what people experience while 
viewing the broadcast Olympics is sound,” 
Baxter observed. “My goal is to bring 
the sound to life so that the viewer can
authentically experience the action. I’ve 
got the kick of the ball. I’ve got the punch. 
I’ve got the chains of the bicycles. I’ve 
got the pitter-patter of the feet. I’ve got 
the landing of the shot put….” He pauses, 
knowing that his sound design for Beijing 
and the reliability and innovation that A-T 
brings to the world of Broadcast sound 
are singularly unique in the industry.

“Authentic sound in the Olympics,” he adds,
“is the new standard.”

“The only way to break new ground in technology is to 
take chances with the technology.”

Dennis Baxter
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((( CODA )))

Where does the Audio-Technica microphone story lead in the future? 

In many ways it will follow the direction it’s always taken: Results-

producing collaborations with end users in each market. Engineering 

innovations that raise the bar in the industry. Design elegance and style 

that turn an audio accessory into an iconic necessity. And greater value 

for a more sonically enhanced listening, performing and participant

experience. Whether it’s in the studio, live on stage, in a corporate, 

government or worship setting, through an HD-televised sporting 

or music event, or a personal Internet broadcast, Audio-Technica is 

going to be there.
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“As for the future, the markets we compete 
in are evolving at a breathtaking pace,”
Reichel notes. “In many ways, based on how 
Audio-Technica advanced as a company
over 45-plus years, I believe that it’s better 
to compete with ourselves than others.”

For the Installed Sound category, that will 
most likely mean steady improvements 
on its groundbreaking 2007 application 
of Ultra Wideband (UWB) technology in 
the SpectraPulse Ultra Wideband Wireless 
system. Another revolutionary innovation 
in the industry, UWB will continue to act 
as a springboard for further technological
development and produce strong sales
results. With 14 simultaneous channels that
operate flawlessly without RF turf wars, 
frequency hunting/coordination, “white 
space” issues or interference, the system 

A SOUND FUTURE BASED ON PAST EXPERIENCE

is ideal for conferences, courtrooms and 
corporate events. And with further de-
velopment, it may well fi nd its way into 
other sound categories.

“You have to credit people in the com-
pany like Jackie Green, who recognized a 
major opportunity to harness wideband 
technology and saw the time when the 
government would open up the spectrum 
and broaden the air waves,” notes Larry 
Estrin, who helped with UWB product 
planning. “SpectraPulse is a revolutionary 
system that has put Audio-Technica so 
far ahead of competitors they may never 
catch up.” 

Not only was Green prescient enough 
to see the change, early in 2000 she 
sought out one of the world’s leaders in 

The SpectraPulse UWB Wireless Microphone System bypasses 
the increasingly congested RF bottleneck to deliver clear, 
intelligible audio without the performance and set-up issues 
associated with conventional wireless systems

“SpectraPulse is a
revolutionary system that 

has put Audio-Technica so 
far ahead of competitors 

they may never catch up.”
Larry Estrin
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UWB technology, Bob Fontana. It took 
another two-to-three years for a proof of 
concept, followed by three more years 
to get the mechanical housing right for 
the system: “When we started down this 
road, the components were nonexistent,” 
Green recalls. “Today, all that time and a 
considerable amount of dollars are start-
ing to pay off. The wireless age is going 
to be big for us because of our culture 
and where we’ve been. SpectraPulse is 
another tool in the A-T toolbox. But it’s 
also another fi ne example of how Audio-
Technica’s utilization of technology is 
amassed to solve problems, sometimes 
even the ones we don’t see coming. As 
for our future in UWB,” she adds know-
ingly, “this is simply a great time to be a 
microphone company.”

Dennis Baxter is of two minds about 
where it’s all going in Broadcast sound. 

“On one hand, there are very small incre-
mental gains in microphone technology 
these days. People are looking for the 
holy grail as the next level,” he notes, 

“but I’m not as convinced that that is as 
important as having a wide variety of 
tools so that you can capture sound.” He 
credits Audio-Technica for providing a 
tool chest rather than the single next big 
thing in microphones. But in the same 
breath, he also praises Audio-Technica for 
developing forward-sounding technology,
showing that the company “is very progres-
sive and always willing to take chances.”

“What
alway
start t

The AT2020 USB is based on the design of Audio-Technica’s 
AT2020 cardioid condenser microphone and is perfect for 
home studio recording, fi eld recording, podcasting and 
voiceover use
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In both the near and long term, music 
broadcast events are bound to get 
richer and more colorful audio delivery, 
too. “If you have enough support from 
a manufacturer like we’ve had from
Audio-Technica, you can put studio qual-
ity microphones on television programs 
like the Grammys and change the sound 
of music on television,” John Harris notes. 
And that’s what we’ve done to date, we 
changed the sound of music on TV. And 
we’ll do it again.”

In the studio and onstage, Audio-Technica
microphones will continue to play a 
dramatic role in capturing artistic expres-
sion, regardless of genre, downloads or 
CD sales. Improvements and innovations 
will continue to attract the top artists, 
producers and engineers in the business 
as well as the home recording enthusiasts 
and weekend warrior musicians. “What’s 
great about Audio-Technica is that they’ve
always let me throw idiot ideas out there

and then start to develop them in the 
studio or on the road,” smiles Phil Ramone.

Despite whatever future market demands 
and technological innovations transpire, 
a rudimentary truth will always prevail 
at Audio-Technica, one that is as old as 
the company itself: The importance of 
cultivating strong relationships within 
and outside the company. “You look at 
what’s gone on with this company and 
you realize it’s just a great company to 
deal with!” Ramone exclaims. “These 
are honorable people, and truly some of 
the most passionate that you’ll ever fi nd 
on this planet as a music manufacturer. 
That’s why people want to be involved 
with Audio-Technica. It’s that simple.”
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“What’s great about Audio-Technica is that they’ve 
always let me throw idiot ideas out there and then
start to develop them in the studio or on the road.”

Phil Ramone
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