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JL Audio 
Fathom f212 
powered subwoofer

I
t’s been over two years since I reviewed a pair of JL Audio’s Fathom f113 
subwoofers (see www.stereophile.com/subwoofers/907jl). Kalman Rubinson 
and I both gave the f113 top marks for delivering clean, powerful bass in 
a wide variety of full-range systems. At the end of the review period, JL  
Audio’s Carl Kennedy told me that they wouldn’t send me another subwoofer  
for review until they had developed one that outperformed the Fathom 
f113.1 To this day, the Fathom f113 tops the subwoofer category in Stereophile’s 

“Recommended Components.”

The Fathom f212
Finally, they offered me a pair of their newer twin-driver model, the Fathom f212. 
The Fathom f212 resembles the Fathom f113: both are self-powered, sealed-system 
subwoofers whose drive-units have prominent rolled surrounds, and both feature an 
automatic internal room optimizer for single-band adjustments. Both models also fea-
ture the same reference sensitivity of 166mV in to produce 105dB SPL at 50Hz output 
at 1m. All inputs are separately buffered and can be used simultaneously (to connect, 

DESCRIPTION Powered, sealed-box 
subwoofer. Drive-units: two 12" cone 
woofers with 3.5"-diameter voice-coils 
and 3" peak–peak excursion. Magnet 
weight: not specified. low-pass filter: 
variable, 30–130hz, 12dB or 24dB/
octave. high-pass filter: not supplied. 
inputs: stereo or mono balanced 
(single Xlr connector); stereo or mono 
unbalanced (single rCa connector). 
input modes: Master, Slave. Outputs: 
single balanced (Xlr) to additional 
subwoofer. input impedance: 10k ohms. 
input sensitivity: 166mV for 105dB SlP. 
Controls: Power (On, Off, automatic 
Signal Sensing); automatic room 
Optimization (Demo, Defeat, Calibrate) 
using supplied calibration microphone; 
level (reference, Variable); Master 
level (variable, full mute to +15dB over 
reference); lights (On, Off, Dim); low 
Pass filter (–12dB, –24dB, Off); low Pass 
Frequency; extreme low Frequency (elF) 
Trim (variable, –12dB to +3dB at 25hz); 
Polarity (0°/180°); Phase (variable, 
0–280°, at 80hz). amplifier: switching, 
class-D, 3000W rMS short-term. 
Frequency response: 20–97hz, ±1.5dB; 
19–110hz, ±3dB; 15–157hz, ±10dB. 
Distortion: <6.5% ThD at 50hz, 124dB 
output at 1m, 0.15V rMS input, level 
control set to maximum.
DIMENSIONS 31.96" (812mm) h by 
14.92” (379mm) W by 20.39” (518mm) 
D. effective cabinet volume: 574 in3 (9.4 
liters). Weight: 220 lbs (100kg).
FINISHES Satin Black; add $100 for 
high gloss Black.
SERIAL NUMBERS OF UNITS 
REVIEWED 000115hB, 000125hB.
PRICE $6000. approximate number 
of dealers: 200. Warranty: 3 years 
parts & labor, nontransferable.
MANUFACTURER Jl audio, inc., 10369 
n. Commerce Parkway, Miramar, Fl 
33025-3921. Tel: (954) 443-1100. Fax: 
(954) 443-1111. Web: www.jlaudio.com.

1 I suspect that JL Audio did know of a better subwoofer, and that it might have been their Gotham g213, with its 
twin 13.5" drive-units, huge size (34.13" H by 21.5" W by 24" D) and weight (305 lbs), and 3800W RMS peak 
output. But though I tried to convince them otherwise, JLA refused to lend me a pair of Gothams for review, 
stating that the logistics of shipping, delivering, and setting up two such behemoths were too daunting. 
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for instance, a single sub to separate two-
channel and surround systems). The rear 
panels of both models boast the same sets 
of inputs, outputs, and controls.

However, the Fathom f212 uses two 
smaller 12" drivers wired in parallel rather 
than the f113’s single 13.5" unit, and has 
a more powerful (3kW peak) amplifier, 
with “massaged” electronics to manage  
the twin drivers. The f212’s larger total  
diaphragm area is said to allow it to  
produce more output for less relative ex-
cursion, with greater ultimate dynamic-
range capability than a single-driver sub. 
As a result, the f212’s cabinet is about 12" 
taller, 2" narrower, and 1" deeper than 
the f113’s, and weighs 90 lbs more.

In an e-mail to me, JLA senior research 
engineer Brett Hanes said: “Comparing 
diaphragm configurations, the f212’s 
168 square inches of cone area (effec-
tive displacement of 574 cubic inches) 
means it has 57% more cone area than 
the f113’s 107.35 square inches of cone 
area (effective displacement of 286 cubic 
inches). The combination of larger cone 
area, greater displacement, and higher 
amplifier power output gives the f212 a 
distinct edge in the lowest octave. This 
encompasses not only higher ultimate 
output, but also more linear operation 
for a given output.”

Rugged build
The subwoofers JL Audio makes for 
trucks and boats take beatings and shak-
ings never experienced by home audio 
gear. As a result, JLA’s loudspeaker driv-
ers must be mechanically rugged. The 
Fathom f212’s 12" drivers are built to the 
same massive scale found in the Fathom 
f113’s driver; ie, they offer a maximum 3" 
peak–peak excursion, with a large-radius 
roll surround that covers the mounting 
flange to maintain control of the cone, 
along with what JL calls a Floating-
Cone Attach Method to maintain op-
timal voice-coil alignment at all sound 
levels. To handle the internal stress of 
high-powered subwoofing, JLA uses 
an enclosure reinforced with two donut 
braces parallel to the front baffle and 
built of CNC-cut, 1"-thick MDF. The 
f212’s class-D amplifier is attached to the 
inside of the rear panel.

Controls in front, plugs in back
Like the Genelec HTS4B subwoofer, 
which I reviewed in November 2005 
www.stereophile.com/subwoofers/ 
1105genelec), the Fathom f212 lacks a 
high-pass filter to shape the bass response 
of the main speakers. This is because all 

surround-sound preamplifier-processors 
perform the high-pass filtration and bass 
management before the audio signal 
reaches the sub.

The Fathom f212’s controls are under 
its removable grille, on a narrow panel 
of brushed aluminum at the top of the 
front baffle—very handy. The controls 

are identical to the Fathom f113’s: toggle 
switches for Power (On, Off, Auto Sens-
ing); JLA’s Automatic Room Optimiza-
tion, or ARO software (Demo, Defeat, 
Calibrate); and Polarity (0°/180°); and 
rotary controls for Phase (0–180°, con-
tinuous), Low-Pass Filter (30–130Hz), 
and Extended Low Frequency (ELF), 
the last for adjusting the slope of a 25Hz 
filter within a range of –12dB to +3dB, 
to damp subsonic room modes. There is 
also a ground-lift switch to reduce hum 
with unbalanced inputs.

Also supplied are a well-written man-
ual, a calibration microphone attached 
to a 20' cable, a pair of gloves, and four 

50mm sliders to allow the subwoofer to 
be moved across wooden floors without 
scratching its finish or the floor.

To initiate the ARO procedure, the 
owner must plug the Fathom f212’s cali-
bration mike into a front-panel jack next 
to the three ARO controls. The Demo 
button verifies that the ARO functions 
are ready by running a 20-second se-
quence of test tones; Defeat turns off 
the ARO system to compare the ARO 
and non-ARO settings; and Calibrate 
initiates ARO self-calibration with test 
tones that measure the listening room’s 
response, then runs the f212’s automatic 
equalization procedure.

All set-and-forget inputs and controls 
are on the rear panel, which is also iden-
tical to the f113’s. These include: three 
XLR connectors:  two for signal input—
summing circuitry in the Fathom’s input 
circuitry converts stereo signals to mono—
and a third output to link to a slave sub-
woofer; a pair of line-level RCA input 
jacks, the left for receiving a mono bass 
signal; the Power On/Off switch; the 
mains AC voltage selector; and the IEC 
power socket. A Master/Slave switch al-
lows the ARO system to automatically 
optimize the response of a system with 
multiple subwoofers. The Slave position 
defeats all user-definable signal process-
ing and the Master level control.

The Fathom f212’s fit’n’finish are 
identical to the f113’s, including a su-
perb sprayed-on finish of glossy black 
lacquer. The hardware and connections 

are easily accessible and rugged—they 
look as if they’ll last for years.

Setting up two Fathom f212s
A single huge shipping pallet with two 
300-lb crates strapped to it was deliv-
ered to my garage door. Attached to 
each create was a bright orange warn-
ing: “Due to the weight of the Fathom 
subwoofer, please exercise caution 
while unpacking and positioning it to 
prevent injury. If possible, enlist the 
help of a second person to facilitate the 
process. To minimize the risk of injury, 
bend your knees and lift with your legs, 
not your back.”

THE FATHOM F212 USES TWO SMALLER 
12" DRIVERS WIRED IN PARALLEL  
rather than the f113’s single 13.5" unit, and  
has a more powerful (3kw peak) amplifier.

The Fathom f212’s back panel is dominated  
by the amplifier heatsinks.
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I’ve gotten less proud since I’ve begun 
to collect Social Security—I asked for 
help. JL Audio responded by sending 
along a strapping young sales representa-
tive, who hoisted each crate up the short 
flight of carpeted stairs into my listening 
room, then carefully unpacked both. 
Putting old towels under the subs to pro-
tect my wooden floors, I slid an f212 into 
each of the room’s front corners—the 
same places from which I’d auditioned 
the f113s. My Quad ESL-989 speakers, 
which would handle all musical infor-
mation above 100Hz, were positioned 8' 
apart, 5' in front of the wall behind them, 
3' from the sidewalls, and toed-in slight-
ly toward my listening chair 8' away. A 
Mark Levinson No.334 stereo amplifier 
drove the Quads to high volumes in my 
lightly damped, 4056-ft3 listening room. 
Because the JLA subs lack a high-pass 
filter, I provided bass management with 
an outboard electronic crossover, the 
Bryston 10B SUB (see www.stereophile.
com/miscellaneous/594bryston).

I decided to set up the subwoofers 
in stereo—which the f212’s manual calls 
the “Master/Master configuration”—
because it had been what worked best 
with the f113s. 

I reviewed the notes I’d taken while 
setting up the Fathom f113s in Master/
Master mode, and the same procedure 
worked just fine with the Fathom f212s. 
The full-range audio signal was run from 
my Bryston BP26 preamplifier to the 
Bryston 10B SUB crossover via a pair of 
balanced interconnects. After setting the 
10B SUB’s right and left high-pass-filter 
switches for the Quads to 100Hz and its 
low-pass filters to 70Hz (all filters set to 
18dB/octave), I set it to provide the f212s 
a stereo low-pass subwoofer output. Bal-
anced interconnects were run from the 
10B SUB’s high-pass outputs to the Mark 
Levinson No.334, which then drove the 
Quads. The crossover’s low-pass outputs 
were connected via balanced intercon-
nects to each f212’s XLR input jacks, 
their rear-panel switches set to Master.

Full Fathom Quad
As before, I used the internal signal gen-
erator and virtual spectrum analyzer 
of my Velodyne DD-18 subwoofer to 
match the f212’s output with those of 
the Quad ESL-989s, which made this 
phase of the JLAs’ optimization go 
smoothly and quickly: While produc-
ing no sound from its own woofer, the 
Velodyne generates a line-level test sig-
nal that sweeps from 20 to 200Hz. (See 
my review of the Velodyne in the June 

2004 Stereophile, www.stereophile.com/
subwoofers/604velodyne.) I fed this 
signal to the Aux input of my Bryston 
preamp to be played through my stereo 
system, then captured the f212’s in-room 
output with the Velodyne’s measuring 
mike—placed on the back of my listening 
chair at my seated ear height of 37"—and 
displayed it on a small TV monitor.

I first tested the Quads full-range 
by muting the Bryston 10B SUB’s 
low-pass outputs, which silenced both 
subwoofers. The result was a clean re-
sponse that rolled off by 10dB from 85 
to 35Hz (fig.1). I then measured the 
unequalized output of the f212s, which 
was flat from 20 to 60Hz, with a small 
peak evident at 50Hz before it started 
to roll off (fig.2). 

To match levels between the Quads 
and f212s, I switched the Quads back 
in circuit, then turned down the right 
f212’s Master output level to visually 
match the sub’s output (about 9 o’clock 
on the f212’s rotary control) to that 
of the Quads, as eyeballed on the TV 
screen. Later, I further fine-tuned the 
balance to produce clean bass-drum 
strokes without overhang on “Cosmo 
. . . Old Friend,” from James Horner’s 
soundtrack for Sneakers (CD, Columbia 
CK 53146). I found that the tightest 
bass-drum sound was produced at the 
0° Polarity setting. I wrote down the 
switch positions, then carried out the 
f212’s ARO room-EQ procedure.

JL Audio’s ARO first tests the room, 
then applies single-band equalization to 
tune out its most prominent deviation 
from a linear frequency response. With 
the rest of the stereo system shut off, 
ARO automatically generates its own 

test signals. But before I began, I made 
certain to turn off my dishwasher and air-
conditioner, which can generate subsonic 
artifacts of their own that can mislead the 
ARO algorithm. I plugged the ARO cali-
bration mike’s cable into the right Fathom 
f212’s front control panel, cranked up the 
sub’s Master level control to its maximal 
(4 o’clock) position, set all front-panel fil-
ters to Off or Default, punched the f212’s 
Calibrate button, carried the mike to my 
listening chair, sat down, and held the 
mike at ear level.

Even at that maximal output set-
ting, the f212’s ARO sequence shut off, 
and its Calibrate LED flashed once per 
second, which means “f212 output too 
low.” Standing right next to the sub-
woofer and holding the mike set off 

ARO’s “over-signal” warning (three 
flashes per second). I finally got it right 
when I started up ARO while stand-
ing with the mike in my hand about 
5' from the subwoofer. When the five 
test tones were followed by very low, 
sustained beeps and no flashing LEDs, I 
hurried to my listening chair, sat down, 
and again held the mike at ear level. 
The full battery of ARO tests—slowly 
stepped subterranean test tones fol-
lowed by loud ascending sweeps—ran 
for two minutes, rattling everything in 
the room that wasn’t tied down. Then 
the f212 fell silent, and its Calibrate 
LED stayed on continuously to indicate 
that it was done. Running the Velodyne 
DD-18 sweep through the right f212 
alone then revealed a smoother room 
response, with the 50Hz peak reduced.

The Quads still muted, I muted the 
right f212 and unmuted the left. This 
sub’s uncorrected room sweep had re-

BECAUSE THE jLA SUBS LACk A HIgH-
PASS FILTER, i provided bass management 
with an outboard electronic crossover,  
the bryston 10b sub.

Fig.2  Jl audio Fathom f212s, uncorrected 
in-room response (25dB vertical range). 
notice 50hz peak.

Fig.1  Quad eSl-989s, no subwoofer, in-room 
response, 20hz–200khz  (25dB vertical 
range).
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vealed a prominent suckout at 60Hz, 
followed by a big peak at 80Hz. When I 
then ran ARO, its single-band equalizer 
reduced the 80Hz peak significantly. I 
then further corrected the remaining 
anomaly by setting the sub’s front-panel 
low-pass control to 40Hz.

I then unmuted all of the Bryston cross-
over’s outputs. The resulting frequency-  
response curve, as measured by the Velo-
dyne DD-18, was impressively flat from 
20 to 200Hz (fig.3). Set up in this man-
ner, the Quad-JLA system played the 
sustained passage for low organ pedals at 
the end of James Busby’s performance of 
Herbert Howells’ Master Tallis’s Testament, 
from Pipes Rhode Island (CD, Riago 101), 
as a pure, clean, sustained note, without 
any activation of room modes. Voilà! The 
system had a more natural deep-bass re-
sponse, with minimal excitation of room 
modes, while the soundstage image was 
significantly deeper and wider.

Music
Once level-matched to the Quad ESL-
989s and automatically optimized to my 
room, the two Fathom f212s produced 
rock-solid deep bass, but no chestiness 
or honk with male voices. Even play-
ing percussion and orchestral music at 
high levels, the low bass sounded well-
defined and clean.

The f212s did best at making the deep 
bass of pipe-organ music sound more 
powerful and tuneful; as KR put it in his 
September 2009 column (Vol.32 No.9), 
these recordings now “sounded real, not 
merely big.” Time after time, the f212s 
enabled my otherwise bass-shy Quads to 
deliver the full intensity and emotional 
impact of pipe organs. My system pro-
duced musically tight, tuneful, pleasing 
deep bass from a number of my favorite 
recordings: a clear reproduction of the sus-
tained 25Hz organ note in the Introduction 
of Richard Strauss’s Also sprach Zarathustra, 
performed by Erich Kunzel and the Cin-
cinnati Pops, on Time Warp (CD, Telarc 
CD-80106); the organ’s tight, thunder-
ous low C (32Hz) at the end of Howells’ 
Master Tallis’s Testament, which shuddered 

the air in my room and rattled loose ob-
jects; the fullness and air of the 32' pedal 
notes in Gnomus, from Jean Guillou’s 
performance of his own transcription for 
organ of Mussorgsky’s Pictures at an Ex-
hibition (CD, Dorian DOR-90117); and 
the massive, almost infrasonic pipe organ 
note that ends Timothy Seelig and the 
Turtle Creek Chorale’s recording of John 
Rutter’s Lord, Make Me an Instrument of Thy 
Peace, from Requiem (CD, Reference RR-
57CD). Besides their power, the Fathom 
f212s played with superb pitch definition, 
making it possible for me to easily follow 

the scale passages in the first movement 
of Saint-Saëns’ Symphony 3, “Organ,” 
with organist Oliver Latry, Christoph Es-
chenbach, and the Philadelphia Orches-
tra (CD, Ondine ODE 1094-5).

Like the pedal notes of a pipe organ, 
synthesized bass notes are used in film 
scores to add energy, suspense, and emo-
tional weight to intensify the ambience 
and atmosphere. The Fathom f212s deliv-
ered the deepest, most powerful synthe-
sizer chords, shaking my listening room 
as I listened to a variety of soundtrack 
recordings: the otherworldly mantras of 
the Gyuto monks in “Sand Mandala,” 
from Philip Glass’s score for Kundun 
(CD, Nonesuch 79460-2); the thud-
ding, ponderous footsteps of the ghosts in 
“First Haunting/The Swordfight,” from 
Horner’s score for Casper (CD, MCA 
MCAD-11240); the seismic tremors of 
deep, massive bass chords in “The Car-
notaur Attack,” from James Newton 
Howard’s music for Dinosaur (CD, Walt 
Disney 50086 06727); and the growling, 
explosive, brain-jarring mixture of synth 
and percussion that drives “Assault on 

Ryan’s House,” from Horner’s music for 
Patriot Games (CD, RCA 66051-2).

The Fathom f212s strongly benefited 
the quality, scale, detailing, and full 
power of orchestral music, enhancing 
the sound of my Quad ESL-989s in new 
ways. I heard, as never before, the pow-
erful bass-drum strokes in the second 
movement of Stravinsky’s Le Sacre du 
Printemps, as performed by Esa-Pekka Sa-
lonen and the Los Angeles Philharmonic 
(SACD/CD, Deutsche Grammophon 
00289 477 6198-2)—each one burst into 
my listening room as a well-defined thud 
with a clean, defined leading edge and 
sudden, explosive power. On the same 
recording, wind instruments are mixed 
with the thunderous stomping of low 
strings used as percussion. The pulsing 
tempo and surging energy of this work 
builds through Adoration of the Earth, 
near the end of Part 1, then erupts into 
the explosive Dance of the Earth. The 
quality of sound of the Quads plus 
Fathoms playing these passages ap-
proached that of the more expensive 

Revel Ultima Salon2 full-range speak-
ers ($22,000/pair; see my review in the 
June 2008 Stereophile, www.stereophile.
com/floorloudspeakers/608revel).

Jazz, rap, and world music also ben-
efited from the Quad-JLA combo. For 
the first time, my ESL-989s were able 
to clearly depict each note of Tal Wilk-
enfeld’s intricate and tuneful electric 
bass line in “Truth Be Told,” from Trans-
formation (CD, Goldelux Productions 
TAL001-2); to deliver the Insane Clown 
Posse’s fully gut-tightening, claustro-
phobic bass line in “Ain’t Yo Bidness,” 
from The Wraith (CD, Psychopathic RIV 
9912-2); and to produce the deep, room-
vibrating, seismic didgeridoo notes that 
open “Rainforest Wonder,” from David 
Hudson’s Didgeridoo Spirit (CD, Indig-
enous Australia IA2003D).

Just as I heard with a pair of Fathom 
f113s, two Fathom f212s used in stereo 
deepened and broadened the sound-
stage. The f212s blended so seamlessly 
with my ESL-989s that the subs seemed 
to disappear, providing no obvious di-
rectional cues to the sources of the bass 

Fig.3  Quad eSl-989 in-room response with two 
Jl audio Fathom f212s after running arO, 
and setting low-pass filter of left Fathom 
f212 to 40hz (25dB vertical range).

THE FATHOM F212 HAS RAISED THE  
PERFORMANCE QUALITy OF My  
AUDIO SySTEM, and my enjoyment of it, 
to much higher levels.

all the set-up controls are under the grille on 
the front panel.
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I was hearing. The f212s increased the 
three-dimensionality of the soundstage, 
from side to side as well as from front to 
back. This improvement in imaging was 
most evident when I streamed high-
resolution digital music to my combi-
nation of Bel Canto USB Link 24/96 
USB-to-S/PDIF converter and Bryston 
BDA-1 DAC, including two files down-
loaded from www.HDtracks.com: a 
24-bit/88.2kHz file of Beethoven’s Sym-
phony 3, “Eroica” (originally SACD/
CD, Harmonia Mundi HMU 807470); 
and the eleven 24/96 tracks of Chesky’s 
Ultimate Demonstration Disc, Volume 2 
(SACD, Chesky SACD343). The first 
movement of the “Eroica,” performed 
by Andrew Manze and Helsingborg 
Symphony, was spellbinding—I heard 
subtle ambience cues I usually hear only 
at concerts. The female vocalist on the 
cover of Jimi Hendrix’s “Little Wing,” 
from the Chesky sampler, had the most 
realistic, palpable, three-dimensional 
image I’d ever heard in my listening 
room, enveloped in a 360° space that 
extended well behind her.

When I played standard 16/44.1 “Red 
Book” CDs, both bass and imaging were 
excellent, though not as breathtaking as 
with higher-rez sources. The Quad-JLA 
system was able to create a sonic image 
of the choir that hovers, suspended and 
deep offstage, behind tenor José Carre-
ras in the Kyrie of Ariel Ramirez’s Misa 
Criolla, as conducted by José Luis Acejo 
(CD, Philips 420 955-2). The Fathom 
f212s let my Quad ESLs blossom, pro-
ducing superb images and portrayals of 
space and revealing musical details I’d 
missed before. The acoustic guitar that 
Emmylou Harris plays softly on Daniel 
Lanois’s “The Maker,” from her Spyboy 
album (CD, Eminent 25001-2), was no 
longer drowned out by the drums. In 
“Deeper Wells” from the same album, 
the massive synth note that floods the 
entire soundstage through other audio 
systems was now localized at the stage’s 
front center, the drums and vocals clear-
ly behind it.

The Fathom f212s also greatly en-
hanced the Quads’ dynamic range. The 
system played passages louder, didn’t 
“clamp off” during passages of wide 
dynamic range, and delivered con-
siderable slam. Explosive piano scales 
jumped out of dead-black silence in 
“Hand-off,” from the Sneakers sound-
track, while Mark Flynn’s kick drum 
exploded into my listening room at the 
opening of “Blizzard Limbs,” from At-
tention Screen’s Live at Merkin Hall (CD, 

Stereophile STPH018-2).

Conclusion
Two Fathom f212 subwoofers improved 
the bass response of my Quad ESL-
989s as no other pair of subwoofers has 
done before. Not only was their bass the 
strongest and best defined, but the f212’s 

controls allowed me to attain the flat-
test frequency response between 15 and 
200Hz that I’ve achieved in my listening 
room. Pipe-organ music was excellent in 
its power and impact, shaking the room 
and producing ample room lock.

While a single Fathom f212 easily 
produced enough of the bass exten-
sion, pitch definition, dynamics, and 
power needed for pipe-organ music, 
two f212s let me enjoy music with the 
more realistic soundstage depth and 
three-dimensionality I hear at concerts. 
The larger, heavier, more expensive 
f212 betters the f113 with its easier 

acoustical setup and factory default set-
tings, a pair of f212s delivering almost 
as flat a frequency-response curve as 
the f113 before ARO was run. The bass 
extension and tightness from two f212s 
were the best I’ve heard in my room. 
I’m left with a sense that the Fathom 
f212s’ performance potential is even 
greater—that they’re only awaiting fur-
ther fine-tuning from me.

I would have preferred that JL Au-
dio included internal high-pass filters 
for managing the bass, so that an exter-
nal electronic crossover would not be 
needed when using the f212 in a two-
channel audio system. Additionally, the 
f212’s asking price should include a re-
mote control to allow the user to adjust 
phase and level settings from the listen-
ing chair. If you buy a Fathom f212, I 
suggest that you request the dealer do 
the installation and setup, including 
moving the heavy sub into your room, 
then using a spectrum analyzer to match 
it to the rest of your system.

The Fathom f212 belongs in the 
top rank—Class A—of “Recommended 
Components.” I strongly recommend 
JL Audio’s Fathom f212 to serious mu-
sic and home-theater aficionados who 
already have Class A–recommended 
full-range speakers with limited low-
frequency response, such as my Quad 
ESLs. (Perhaps the Fathom f212 is the 
“better subwoofer” that, two years ago, 
Carl Kennedy hinted to me was on JL 
Audio’s product horizon.) The Fathom 
f212 has raised the performance quality 
of my audio system, and my enjoyment 
of it, to much higher levels. nn

time after time,  
THE F212S ENABLED 
My OTHERWISE 
BASS-SHy QUADS 
TO DELIVER THE 
FULL INTENSITy 
and emotional impact  
of pipe organs.

ASSOCIATED EQUIPMENT
ANALOg SOURCES linn Sondek turntable with lingo power supply, linn 
ittok tonearm, Spectral moving-coil cartridge; Day-Sequerra FM reference 
Signature Tuner.
DIgITAL SOURCES Sony SCD-C555eS SaCD/CD player, Bryston BCD-1 CD 
player & BDa-1 D/a converter, Bel Canto USB link 24/96 USB-to-S/PDiF  
converter, ThinkPad X-61 laptop playing digital music files.
PREAMPLIFICATION Bryston BP26 preamplifier & 10B SUB electronic 
crossover.
POWER AMPLIFIERS Mark levinson Ml-2 (monoblocks) & no.334.
LOUDSPEAkERS Quad eSl-989, JBl 1400 array; Velodyne DD-18 subwoofer.
CABLES Digital: Wireworld Starlight Coaxial. interconnect: Mark levinson Sil-
ver, red rose Silver One, Totem acoustic Single-ended, Pure Silver Cable, Bry-
ston balanced. Speaker: QeD X-Tube 400, Pure Silver Cable r50 biwire double 
ribbon, Ultralink excelsior 6n OFhC, Coincident Speaker Technology CST 1.
ACCESSORIES Torus rM-20 Power isolation Unit, aTi SlM-100 analog sound-
level meter. listening room: 26' l by 13' W by 12' h, with semi-cathedral ceiling, 
furnished with sound-absorbing rugs and furniture. left wall has large bay 
window covered by hunter Douglas Duette honeycomb fabric shades. rear of 
room opens through 8' by 4' doorway into 25' by 15' kitchen. —Larry Greenhill
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