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THOMAS DALLAM ORGAN AT GUIMILIAU IN BRITANNY 
 
The organ seems to have been built around 1677, when the gallery was built and a window was 
inserted in the roof above the organ to light the music desk.  There was a gap in Thomas Dallam's 
activities around that time.  He seems to have used Daoulas as a base for his activities since children 
were baptised there from 1673 to 1683, when he moved to Sizun to make the organ there.  He may 
have made parts in Daoulas, or moved to and fro between Daoulas and Guimiliau. 
 
For further details of the Dallams in Britanny, see especially Michel Cocheril's article in BIOS Journal 
6 (1982), based on his ground-breaking doctoral research (Les Facteurs d’Orgues en Bretagne de 1600 
á 1900 - Université de Rennes).  For glimpses of how organs were built in Britanny at this time, see 
the list of materials purchased by the church at Roscoff for Thomas Harrison's organ in Norbert 
Dufourcq's Le Livre de l'Orgue Francais, tome 1, les sources, 1971. 
 
There has been some later work.  At the time of my research no documentary evidence had been 
unearthed, but that may have changed with the stimulation of the current restoration.  There are early 
19th century pipes, perhaps by Heyer who did a great deal of work in the region, or interpolated later.  
The reeds certainly seem to be of this period.  The last time the organ suffered the attentions of an 
organ builder was greatly to its detriment; the builder being one Koenig of Paris, a master in the arts of 
Coarse Organbuilding.  As a result of his extraordinarily haphazard work, sorting out the pipework for 
measuring was a very time-consuming business.  In the 1960’s the organ was apparently made to 
function for a wedding.  The organ has been heard in living memory, but perhaps only for that special 
occasion. 
 
The pipes had at some stage been scattered about the chests, all horizontal and severely battered.  They 
were moved to the attic of the Mairie, on the other side of the village square, in the summer of 1983, 
by Pierre Villard and Michel Cocheril. I visited the organ in the final week of November 1983, and left 
the pipes in the order in which I measured them on panels and tables round the attic.  The organ should 
by now (March 1991) be restored. 
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Elevation and section 
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Front framework 
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Elevation 
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SPECIFICATION 
 
The compass is C D to c3 (48 notes).  The pedal compass was probably C to fo (18 notes), but I did not 
have the time to sort out the remaining pedal pipes.  The pitch is up to a semitone lower than A440.  
 
The stoplist may have been:  
                  

GRAND ORGUE POSITIF 
1 Montre 8' Prestant         4' 
2 Bourdon 8' Bourdon 8' 
3 Prestant 4' Nasard 22/3' 
4 Flute  4' Doublette 2' 
5 Nasard 22/3' Tierce 13/5' 
6 Doublette 2' Larigot 11/3' 
7 Quarte 2' Fourniture III 
8 Tierce 13/5' Cromorne 8' 
9 Larigot 11/3'   
10 Cornet (treble)  V PEDALE  
11 Fourniture IV   
12 Cymbale III Bourdon 16' 
13 Trompette 8'   
14 Clairon 4' Tremblant doux  
15 Voix Humaine 8' Tremblant fort  

 
                     
There are obvious caveats.  The first is that it was not possible to examine the upperboards without 
damaging them and the rackboards.  The restorers and their advisors may well have come to different 
conclusions. 
 
The second is that although the sources, such as they are, give 15 stops for the Grand Orgue, there are 
161/2 rows of holes on the upperboards, including two half ranks starting at c¹. The discrepancy may 
be the result of a later alteration.  There are Nasard pipes (marked <n>) above c³ of a 22/3'; some may 
come from a 11/3'.  There is also a rank of open pipes of flute scale, without a rank mark, which I did 
not measure, perhaps a Quarte. 
 
The heaps that I found in the Mairie were sorted out into those found in the Grand Orgue and the 
Positif.  In the scale sheets I have marked where they came from though there is remarkably little 
overlapping.  Apart from the Fourniture, the reed and the front pipes, there is no pipe that definitely 
belongs to the Positif rather than the Grand Orgue.  However, a Bourdon, Nasard and Tierce can be 
assumed, so that only the Larigot is real guesswork. 
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Bass chest layout 
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Side section Grand Orgue 
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Positive chest layout 
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Front pipe layout 
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Positive plan 
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Positif front pipe layout 
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Sample pipe marks 
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PIPE MARKS 
 
It showed great foresight on the part of Thomas Dallam that the initials of the ranks are inscribed on 
each pipe (except for the single rank mentioned above).  Koenig appears to have cut pipes down and 
re-positioned them, so that it was essential to take all the scales to determine the pitch.  The Montre 
pipes in the front do not have an initial, but the inside ones do, and the GO Prestant and the Positif 
Doublette in the front do.  The Fournitures are marked with key number, rank number and pitch, the 
Cymbale with key and rank numbers only. 
 
This information, with the scales and differences in composition of the mixtures made it possible to 
sort out the position of the mixture pipes.  The front pipes could also be positioned reliably because the 
‘pairing’ of the pipes (ie. in mirror positions on either side of the centre line) was staggered, either 
because one c# is missing in the 4ft octave, or because F in the 8ft was inside, etc.  There were also a 
few pipes marked <4> and <5>, not measured, perhaps from the Cornet. 
 
The pipes are all marked at more or less the same height, just below the scribe line to the lower lip and 
between 1/3 and 1/2 way up the front of the body, the pitch in line with the left scribe line of the upper 
lip, or towards the middle, the rank in line with the right scribe line, or just outside it.  On the foot, the 
note mark is in line with the left scribe line or in the middle, and there is no rank mark.  The front 
pipes were inscribed at the level of the top of the top lip, or the bottom of the bottom lip, halfway, or 
just behind halfway round the left hand side of the pipe.  Some were covered by Koenig’s generously 
applied silver paint. 
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KEY TO SCALE TABLES 
 
The measurements are those available or, in my opinion, reliable.  Where they are affected by a 
subsequent alteration they are in brackets; where the measurement was difficult or approximate they 
are accompanied by a question mark. 
 
‘Position in front’ gives the present numbering.  The pipe mark is taken from the Dallam marks, or the 
scale if the marks are missing. 
 
Body length gives the maximum length of original metal.  The stopped flutes give the length of the 
pipe and the length of the canister in brackets.  The chimney flutes (‘á biberon’) were measured to the 
middle of the solder line and from the middle of the solder to the top of the chimney. 
 
Circumference was taken with tracing paper strips round the outside of the pipe near the upper lip and 
measured on the spot.  Where two measurements are given for the mouth height, the upper lip is 
arched.  The measurement in brackets is taken from the nicks at the side of the mouth where it might 
have indicated an original or pipe maker’s cut up. 
 
Toehole gives inside diameter of hole and outside diameter of the lowest straight point of the foot (e.g. 
Ø 20.2). 
 
If there are two measurements for wall thickness the larger was taken at the mouth and the other at the 
top.  
 
Languid thicknesses were only taken where they could be measured accurately (e.g. where mouths 
were damaged).  The bevels were taken with strips of bone held with the end on the bevel, sighted 
against a protractor; this is fairly accurate, but not all bevels were flat and it is always difficult to be 
certain about the line of the languid. 
 
For the fronts the general form of the upper lips is given, and top and bottom measurements, from the 
line of the lower lip to the top or bottom scribe line or to the punched dot in the tower pipes.  For the 
pointed lips in the flats the lines fade out and a top point was assessed. 
 
<G.O.> or <Pos> in the left hand column indicates that the pipe came from that box, even on the few 
occasions that the pipe was obviously in the wrong box. 
 
The mixtures were all of the same scale, so a representative sample was taken for the full scale sheet, 
and for the rest only lengths and circumferences were taken on separate sheets. 
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Pipe data 
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PIPE METAL AND MANUFACTURE 
 
METAL 
 
The front pipes have light-coloured, grey metal, quite soft, with small, slightly brown spots of 
corrosion covering the metal haphazardly.  There is also a more regular covering of large white spots 
of lead oxide.  Body, foot and languid appear to be made of the same metal. 
 
On the inside pipes there is a great deal of slight variation of surface and colour, between ranks within 
ranks and even between body and foot.  There are three basic types of metal. 
 
1. The principal pipes appear to be of more or less the same type of metal as the front pipes.  Some 
(like the inside Montre pipes) have a greenish tinge, and a surface which looks like paint applied in 
layers with a palette knife.  Others, among the flutes, are the same colour, but with thicker metal. 
 
2. Most of the flute pipes, open and stopped, have medium-dark, grey metal with a blue tinge, with 
blotches, which may be corrosion in the spots, or may be the effect of water evaporating.  A lot of 
pipes look as if they have been wet at some stage.  On some pipes, with slighter, darker metal, the 
blotches are mildew-like, ie. lead oxide (see Tierce go and c2). 
 
3. Odd pipes, mostly open flutes (particularly in the rank without rank marks) have very smooth blue-
ish metal with a pronounced small spot effect. 
 
All three pipes are represented in the three Tierce B pipes. The differences suggest, firstly, that a 
deliberately different alloy was used for the front and principal pipes, and for the flute pipes, and 
secondly, that the alloy may not have been consistent between castings, with a variety of impurities 
and casting conditions.  There is the possibility that some earlier pipework was used (perhaps the tenor 
octave of the Bourdon, which has dark, heavy metal and added lids, and the principal with heavier 
metal), and that existing pipe metal was melted down.  Analysis of the pipe metal would be interesting. 
 
MANUFACTURE 
 
The metal was cast on a cloth with fairly coarse tick.  The variation of thickness from bass to treble is 
less than usual, and as the inside of the pipes vary from almost unplaned tick in the larger pipes to 
smooth in the smaller, there cannot have been much variation in casting thickness.  For the larger 
pipes, the metal appears to be somewhat thinner at the top than at the mouth, though this is not 
consistent for the front pipes, where a wide variety of thickness could be taken. It was more noticeable 
for the few large inside pipes that I looked at; perhaps the thinning is just at the top, for tuning. 
 
All the pipes were planed, or more likely scraped, smooth on the outside, with care.  The front pipes 
must have been burnished or polished, but it is impossible to tell what was behind the silver paint. 
 
The metal thicknesses are not completely consistent, but the 
pattern is as follows: 
 

8'C 4'c 2'c 1'c 1/2'c 
1.4 0.9 0.7 0.6 0.5 

 
The flutes and smaller principals are all washed inside and out, though in places whiting and tallow 
have mixed and stayed behind.  The larger principals were washed on the outside only, leaving a white 
strip of whiting down the inside of the seams. 
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The solder seams are straight, fairly smooth and flush with the metal, but not filled as evenly as with 
19th and 20th century pipes.  In the larger pipes the two edges are not in perfect alignment, and in 
places the edges have sprung apart during soldering, so that there is a dip on the outside and a 
pronounced seam on the inside.  This may mean that the scales taken are larger than the original ones.  
Back seams are frequently not in line on body and foot, but the mouths are. Horizontal seams are 
strong, but thick and take in short dabs. The languid seams are the neatest, but appear to flowed inside 
the pipe, which must have made voicing difficult. 
 
The toes appear to be in original, if battered, condition. Some have settled into the upperboard holes 
quite seriously. The toes are lightly coned (not even as much as Dom Bédos indicates), and the 
upperboard holes are not countersunk.  The scale at the bottom of the foot is therefore quite critical, 
and related to the toehole size. The diameters in the scale tables were measured at the lowest straight 
point of the foot, just above the coning, and are therefore, as with the toehole sizes, not reliable.  It is 
difficult to establish a system for either.  One possibility is that 8ft C had a toehole plate width which 
was 1/6 of the body plate width, and that 1½ ins c, which happens to be the smallest pipe in the organ, 
had a straight foot.  These points could then be joined up on a scale graph, though toehole plate widths 
and toehole sizes probably ran in groups of up to an octave.  The toeholes are all larger than the flue 
areas, from 1½ x in the bass to almost the square of the mouth width in the treble. 
 
The lips are scribed and flattened, possibly without any kind of flatting or similar tool inside the pipe.  
The lines of the lower lip appear to be radial and not parallel, that is, the point inwards.  As the plane 
marks on the feet are horizontal, the feet must have been made separately from the bodies. The lengths 
of the scribe lines determine the height of the flatting, so are quite important, though they seem not to 
have been measured precisely.  They are about 1½ x mouth width for the upper lip and ½ for the 
lower, to about 2x and 1x in the treble.  The lips of the front pipes are described separately. 
 
The mouth heights were cut into the scribe lines, with a neatness that suggests that this was done in the 
flat.  Indeed, for the principals and open flutes, on the whole, there is no sign of later cutting up at the 
voicing stage.  For the stopped pipes, which have high cut ups, there was extensive later cutting up, 
some of it rather desperate in the Bourdon, but more systematic in the Flute, with lower cut ups in the 
bass and higher in the middle of the rank, arched in the Dallam/Harris manner.  One imagines that the 
cutting up done at the voicing stage was mainly in the form of arching the upper lip rather than raising 
the whole lip.  A few pipes have a very steep, light chamfer on the upper lip, possibly to make the pipe 
louder and brighter without opening the flue too far.  They look original. 
 
Only the stopped flutes had ears.  The original ears are soldered to body and foot.  They are set just 
outside the line of the scribes, which usually means they were used for tuning. For the chimney flutes 
they must have been, but for the Bourdon there are also movable canisters, even though the ears are of 
the same size and type as the Flute's.  The metal is of the same thickness as the pipe walls.  The sizes 
are not completely consistent, and like the scribe lines may have been done by eye, about as tall as the 
mouth width, the section above the languid about square, the whole starting about 3:4 in the bass and 
ending about 1:2 in the treble. 
 
The languids appear to be flat; indeed they are so thin at the front they must be.  The bevels, at 40º to 
45º for the principals and 45º to 50º for the flutes, are very shallow, and may be typical of English 
practice before 1660.  There is evidence that all pipes had a counterface, though it is often difficult to 
tell, especially in the treble.  In the bass it is up to a third of the thickness, though the cut is often 
uneven, suggesting that it is either an afterthought (which is very difficult to believe), or at any rate 
done after the languids had been cut from their strip.  There is no nicking.  The angle round the seam is 
steep, and the solder has flowed into the gap, which must make it virtually impossible to move the 
languid in voicing.  The languids may be twice the metal thickness, and could well have been cut out 
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of a cast sheet and not cast in a mould, except for the 8ft octave.  Some bevels have two angles, though 
there is generally very little sign of alteration. 
 
The larger pipes of the Nasard and Flute, and the Dallam pips of the Bourdon, all have canisters, which 
must have been used for tuning, since they are marked, on the whole, with the mark of the pipe on 
which they are now.  Traces of leather, or whatever held them wind tight, have disappeared.  Lids 
appear to be slightly rounded, or flat. 
 
The biberon flutes of the Nasard and Flute start at 1⅓ft g or thereabouts, and continue up to the top of 
the Nasard, at 1ft g, the shortest pipe, though the chimneys have been knocked or wrenched off the 
shorter pipes.  The top of the body is coned in, and rounded, perhaps by rocking the pipe in the cone 
and using different sizes of cone.  The bottom of the chimney is coned out slightly to meet the body, 
also with rounded sides, and presumably cut to length after soldering.  The height of the solder line is 
surprisingly uniform; it would have been interesting to measure the total length.  There are signs that 
the chimneys would have been made in lengths and cut off in batches for the smaller pipes, though 
such is the state of the chimneys it is difficult to tell.  The scale appears to be a third of the body at 4'c 
and up to a half in the top octave of the Flute.  At fº the length is 1/4 the body, at bº and d#¹ 2/7, at b¹ 
and c#² 1/2 and over (down to the solder seam. 
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Metal pipe drawings 
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Reed stops pipe data 
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SCALING: RATIOS AND ADDITION CONSTANTS 
 
A 1:2 ratio is used throughout all the ranks in the organ. 
 
PRINCIPALS 
 
(GO + Pos; Montre, Prestant, Doublette, Mixtures) 
 
The scale is only clear from 1ft c upwards, where the pipes are inside the case, but all the principal 
ranks are the same scale, so it must be as true of the Montre as it is of the others. 
 
The scale appears to be calculated to plate widths rather than diameters.  There are obvious areas of 
error to do with the pipe manufacture, including the fact that the edges have sprung apart, though the 
effect of these may be less than one might expect.  Also, the bass octaves do not help as they usually 
do, because of the way they are laid out as symmetrical pairs in the front.  The way they form part of 
the line is inconsistent, though one can assume that solitary pipes (eg. central pipes, and pipes inside 
the case) are on the scale line. 
 
The closest I have come to a simple solution is to have an 18 ins plate width for the 8ft C, with an 
addition constant of 1½ ins to 2ft c and ½ ins (or more plausibly 5/8 ins) from there upwards.  The 
French Pied du Roi (32.48mm) is used throughout. 
 
The mouth widths must be 1/4 plate width.  The variations are not consistent enough to indicate any 
other possibility. 
 
OPEN FLUTES 
 
(Tierce)  
 
I only have figures for the Tierce, though there may be a Quarte at Guimiliau, and the pipes marked 4 
and 5 may be part of a Cornet.  Presumably the Larigot (and Flageolet?) are open flutes, and the 
Cornet apart from the 8ft which at Lanvellec (and everywhere else) is stopped.  The six open pipes 
marked <N> do not fit in, though they are open flutes from their scale and cut up; perhaps they are a 
fifth-sounding rank like the other <N> pipes, though these are stopped. 
 
The addition constant is 1 in, perhaps getting larger from about 2ft g# (the 1ft pipe), to 1½ ins. The 2ft 
c, which would be the largest open flute pipe in the organ, might have a plate width of 8 ins, or 
alternatively the scale may be related to the principals somewhere (generally speaking they are about a 
fifth larger).  The mouth width is a 1/4 in  plate width throughout. 
 
STOPPED FLUTES 
 
(Bourdon, Flute, Nasard) 
 
The bottom octave of the Bourdon and most of the Flute is missing, so the results are not as close as 
the others. 
 
The addition constant is about 1¼ ins. If there are variations on that, they are not obvious, though the 
Nasard has treble pipes below the scale line.  The sizes are very similar to the principal pipes of the 
same pitch, but without the reduction in the size of the addition constant. 
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The mouth width reduces in size from 1/4 to around 2/9 for the Bourdon, but the Nasard is 1/4 right 
through. 
 
MOUTH HEIGHTS 
 
The mouth heights are fairly consistent, suggesting that they were transferred from a graph and altered 
only slightly. 
 
The GO Montre starts at 1/5 MW and ends at 1/4. The other extant principals are 1/4 throughout, 
getting slightly higher in the treble, but not much. 
 
The Tierce is 1/5 throughout. 
 
The stopped pipes have been altered considerably more than the others, perhaps by Dallam himself.  
The Nasard is 1/4, with a few variations.  The Bourdon and Flute are nearer 1/3, with greater 
variations, as if the cut up was used to control the speech, perhaps originally. 
 
VOICING 
 
Much of the pipework has been altered in some way, either intentionally or from the effects of 
settlement, etc., but much of it is haphazard, and it is possible to see patterns.  Most of the pipes were 
too damaged to speak well, but some could be tried by mouth to give a general impression of the sound 
and voicing style. 
 
With low cut ups, volume control is crucial.  The flues are obviously critical, since control at the toe 
can be no more than marginal.  The flues are of average width.  They are similar to other organs of the 
same date, perhaps at the narrow end, but wider than Orgelbewegung flues and narrower than 18th and 
19th century flues when more control was carried out at the foot, and methods of directing the wind at 
the flue were different. 
 
The toeholes are throughout larger than the flue area.  They do not appear to have been widened at any 
stage, and may have been close to the size of the stopped flute toeholes, which are up to twice as large 
as the flue area.  The open pipe toes have sunk into the upperboard holes a little, helped by what little 
tuning the organ has had over the years.  This is to be expected with lightly coned tips and straight 
sided upperboard holes.  However, the upperboard holes are not as large as those in Dutch and German 
organs, and the toeholes are by no means as large; this may have some effect on the wind flow. 
 
The mouths appear to have been cut out in the flat, judging by the clean sides to the mouths.  These 
may have been cleaned up afterwards, but the mouths are consistently 1/4 plate width. The upper lips 
are arched, not entirely consistently, as if arching was the accepted method of cutting up more than 
originally intended.  The front pipes have straight mouths, but they have been slightly cut up further in 
places.  The stopped flutes on the other hand, have been cut up quite a lot further during voicing, 
apparent by the marks at the side of the mouth. (Later cutting up seems to me to be obvious.) 
 
Languids are thin, with a shallow bevel, and with a counterface throughout.  They vary in height above 
the lower lips, and in the larger pipes have obviously sunk (not surprisingly).  The impression from the 
pipes that speak well is that they are low in the bass, with up to a half of the languid below the lower 
lip, and with the upper lip pulled out.  Languids rise and upper lips move in to 2ft c, and stay at a 
position where the languid is no more than a third below the lower lip and the upper lip is more or less 
level with the lower.  The languids of the stopped are generally lower of course.  The counterface is 
about a third of the thickness of the languid, and is usually hidden (the best measurements are from 
damaged pipes).  
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Of all the voicing characteristics the upper lip position was the most erratic, which indicates that this 
was the most manipulated part of the pipe.  The fact that the edge of the upper lips of the larger Montre 
pipes are curved outwards tends to confirm this. 
 
There is no nicking, but some of the upper lips have a steep light chamfer, original to judge by the 
colour of the metal. With such thin metal it might be felt that a chamfer is unnecessary, though it is 
increasingly pronounced in English voicing of this type through the 18th century.  The fairly long 
flatting of the lower lip and the counterface counteract the thin languid, shallow bevel and low languid 
position. 
 
There are three families of pipe: 
 
principals (Montre, Prestant, Doublette, Fourniture, Cymbale) 
open flutes (Tierce, ?Quarte, ?Larigot, ?Cornet, Flageolet) 
stopped flutes (Bourdon, Flute, Nasard) 
 
The main difference between the first two is the scale, which is about a fifth larger in the second than 
the first.  This means that the open flutes must be a lot louder than the principals.  Since the trebles are 
also relatively wider than the bass, there must be an increase in volume as one ascends the scale.  
Between the stopped and the open the main difference, apart from stopping, is that the cut ups are 
higher, so that whereas the stopped wooden pipes in English organs have a strong harmonic build up 
with a pronounced fifth, these pipes have a strong fundamental. They must also be softer in tone. 
 
The speech is quite slow, without any very noticeable initial speech characteristic (eg. ‘chiff’), and it 
takes quite an effort to make the pipes overblow.  On the other hand, the shallow languid bevels, thin 
and low languids, and pulled out upper lips all suggest that the pipes speak as quickly as they can.  
This may be because the point at which a speech characteristic does occur produces an overblowing 
whistle, which is unpleasant, and reduces the richness of the overtones.  
 
The low cut ups in the treble would suggest an attempt at reducing the impact of these pipes if there 
was an accompanying drop in volume.  This is difficult to detect, though the flues are never wide, and 
one can assume a low wind pressure, of the order of 2½ ins or 63mm.  If the pressure is higher, the 
pipes have to be voiced slower and some of the richness is lost, as well the danger of acquiring the 
fizzes and spits that accompany slow voicing. 
 
Much of the charm of the organ derives from the low cut up voicing, which means that the bass is soft 
and rich (an effect reinforced by the pipe walls) and the treble bright and reedy, unlike the hollow, 
intense and penetrating sound of Dutch and German organs.  The stopped pipes are also somewhat 
more interesting than their Protestant counterparts owing to their smaller scales, slightly lower cut ups 
and lower wind pressure. 
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Scale sheets 
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Photographs 

1. Colour photo of case 
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2. Positif 3. Cases without front pipes 

4. Positif: treble flat 
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5. Positif: impost bass side 

6. Gallery impost: bass side 
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7. Positif impost: centre tower 
8. Positif impost: bass side 

9. Inside Positif: treble side 
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10. Inside Grand Orgue: bass flat 

11. Lower case: from bass side 
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12. Roller board: bass end (NB tremblant fort) 

13. Grand Orgue treble side chest 
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14. Grand Orgue bass side chest 

15. Positif chest: treble end 
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16. Grand Orgue chest pallets: bass side 

17. Grand Orgue Montre C 18. Grand Orgue Montre C 
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21. Grand Orgue Montre 
eo and Prestant G# 

20. Grand Orgue Montre eo and Prestant G# 

19. Grand Orgue Montre C 
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22. Grand Orgue Montre eo B G A c#o 

23. Grand Orgue Montre eo and Prestant G# 
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25. Positif Doublette co- a2 

24. Positif Doublette co- a2 
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27. Positif Doublette do eo c#1 d#1 g#1 

26. Positif Doublette do eo c#1 d#1 g#1 
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28. Bourdon d# d1 c#2 29. Bourdon d# d1 c#2 

30. Bourdon do 
d#o ao d1 c#2 
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31. Tierce C D E F F# G G# 
A A# B B B 

32. Tierce C D E F F# G G# A 
A# B B B 
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34. Nasard [F#] - d1 

33. Tierce A# B B B 
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36. Nasard [G] A g# 

35. Nasard [F#] - d1 
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37. Nasard [G] A g# 

38. Nasard d2 - c3 
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39. Remaining reed bits 40. Remaining reed bits 


