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Dafydd ap Gwilym, 
poet and musician
Sally Harper

Dafydd ap Gwilym’s cywydd ‘Y Gainc’ (new edition, no. 91) cannot fail to engage anyone curious about the partnership of music and poetry in early Wales.
 Though its message remains tantalizingly ambiguous, it leaves us with a lasting image of Dafydd as musician – one who not only sings his verse in some manner, but who also creates and plays an associated accompaniment on the harp. Evidence of this marriage between voice and instrument (together with some remarkably specialized musical terminology) is also found in several of Dafydd’s other poems. Harp and harper alike are central images in ‘Hudoliaeth merch’ (135); songs and harp are essential poetic tools in ‘Y Bardd a’r Brawd Llwyd’ (148); the harp is a symbol of learning within the noble household of Dafydd’s uncle, Llywelyn ap Gwilym (6); and the harping skills of Dafydd’s poetic contemporary Gruffudd Gryg (fl. 1357–70) are celebrated in two poems (22, 24). Dafydd also uses musical imagery in an elegy (21) to the poet Gruffudd ab Adda ap Dafydd (fl. c.1340–70), ‘eos gwawd’ (‘nightingale of song’) – and indeed, one of Gruffudd ab Adda’s own englynion implies that he, like Dafydd and Gruffudd Gryg, is not only poet, but also harper and composer.

The sound-world of these early poet-harpers is lost to us; we cannot recover the exact nuance of their poetic rendition, nor the contours of the associated accompaniment. But there are some signals – particularly from the later fifteenth and early sixteenth centuries – to suggest how verse and harp intertwined in medieval Wales. Such evidence may not reflect directly the practice of Dafydd ap Gwilym’s own era, but it is still highly relevant: Dafydd’s poetry remained profoundly popular long after his death, and recitation with musical accompaniment was evidently the norm. Guto’r Glyn (c.1435–c.1493), in a poem addressed to the steward of Usk and Caerleon, Harri Gruffudd of Euas (near Backton, Herefordshire), remarks that Harri would demand Dafydd’s verse at midnight, apparently requiring that his cywyddau be sung to a specific tune called cainc eos (‘the nightingale’s tune’),
 while Hywel Dafi (c.1450–80) similarly records that one of his own patrons, the cultured Gwilym ab Ieuan of Argoed (who enjoyed the more conservative awdl and araith as well as the cywydd) would often call for ‘a sweet crwth and a harp, and a cywydd to Morfudd’.
 
The quest to rediscover an associated music for Dafydd ap Gwilym’s poetry is by no means new. The royal harpist and antiquarian collector Edward Jones, ‘Bardd y Brenin’ (1752–1824), included harp airs entitled ‘Consêt Dafydd ap Gwilym’ and ‘Erddigan tro’r tant’ in his Musical and Poetic Relicks (1784), the second piece bearing the confident annotation ‘Probably to this animated Music the Welsh Odes were sung’. Jones similarly claimed that another air, ‘Symlen ben bys’, was ‘a favourite Tune of the great Pastoral Poet Dafydd ab Gwilym, who florish’d about the Year 1400 … [he] wrote a Poem in its praise, wherein he informs us that he had learned to play it on his Harp’. Jones was evidently referring to ‘Y Gainc’, which is indeed styled ‘Symlen’ or ‘Y Gainc a elwir Symlen’ in some sources. It would be fanciful to suggest that these airs have genuine fourteenth-century associations, but Edward Jones and others like him must still be given their due for keeping alive the notion of an indigenous music from medieval Wales, and for struggling to interpret the handful of sources that survives. A generation or so earlier, Lewis Morris of Anglesey (1701–65) had played a vital role in the safeguarding of Robert ap Huw’s manuscript of early Welsh harp music (discussed below), and in later years Iolo Morganwg (1747–1826) made a series of observations pertaining to early poetic declamation in an essay on Welsh music. We shall return to these later witnesses in due course.
Cerdd Dant and Cerdd Dafod
The term that Dafydd ap Gwilym uses in ‘Y Gainc’ for harp music – one that occurs just once in his whole output – is cerdd dant, ‘the craft of the string’.
 There is an evident linguistic correlation here with cerdd dafod – the sophisticated craft of strict-metre poetry in which Dafydd excelled. This second term also makes no more than a single appearance in Dafydd’s poetry, although its location is significant: it comes in the marwnad for Gruffydd Gryg in close association with a reference to harp strings, reinforcing the image of the self-accompanying poet.
 The two crafts evidently intertwined in several respects, sharing a general ethos and noble function; both were also highly distinctive aural forms, unique to medieval Wales, and both were apparently propagated on a wide scale. Yet cerdd dant will always remain far more elusive to us than its poetic counterpart. Despite the large numbers of pieces listed in inventories of titles from c.1500 onwards,
 very little of the music survives, and even here we cannot be certain that any of it was actually intended to accompany poetry. Indeed, most of what was written down was almost certainly intended to be heard in a context where the music was the sole focus of the listener’s attention. Nevertheless, the repertory of soloist and accompanist alike doubtless shared some common elements, and the handful of extant pieces demands our full attention.
The custom of singing poetry to harp accompaniment in Wales was evidently well established centuries before Dafydd ap Gwilym’s own lifetime. The Greek Didorus Siculus, travelling through Europe somewhere between 60 and 36 BC, observed that there were bards among the Celtic peoples who ‘sing to the accompaniment of instruments like lyres, and their songs may be either of praise or of obloquy’.
 Some of the great narrative romances also make much of the skills of Welsh harpers. In the story of Tristan and Isolde as told by Gottfried von Strassbourg (fl.1210), the hero-harper Tristan relates that he was once captivated by a Breton lai played by a harper who was ‘a master of his art, the best they knew, and a Welshman’. Furthermore, Tristan himself sings a lai in Breton, Welsh, Latin and French to his own harp accompaniment, and observes to King Mark that he had acquired his own skills on the harp and rote from ‘two masters in Wales’.
 The early thirteenth-century romance Guiron le Courtois similarly mentions a harper at Arthur’s court performing ‘a song that a knight of north Wales had only recently composed’.
 More particularly, verse and harp are occasionally linked in some of the earliest Welsh verse. An awdl of c.1213 by Llywarch ap Llywelyn, ‘Prydydd y Moch’ (fl.1145/75–1220), chief court poet to Llywelyn ap Iorwerth of Gwynedd, uses the phrase ‘praise of both tongue and string’ (‘can folawd â thafod a thant’),
 and ‘Mawrnat Vthyr Pen’ in the Book of Taliesin (NLW MS Peniarth 2, copied during the early fourteenth century, but perhaps dating from far earlier) proclaims ‘Wyf bard ac wyf telynawr./ Wyf pibyd ac wyf crythawr/ I seith ugein cerdawr’ (‘I am bard and harper/ I am piper and crowder/ To seven score minstrels’).

Important descriptions of two distinct types of harp-playing bard are found in the Law of Hywel Dda (named after Hywel ap Cadell, d. 949/950, but surviving only in sources from c.1250). The bardd teilu was the bard of the household itself whose duties included singing before the queen on request in her chamber; in earlier times he seems also to have accompanied the war-band into battle. There was also the pencerdd (‘chief-of-song’), who resided outside the court, but was a regular visitor and had the right to sing before the bardd teilu on special feasts.
 A pencerdd might apparently play instruments other than the harp, for two sources remark that he could be rewarded by the king with a gift of harp, crwth, or pipes (echoing the Taliesin poem cited above).
 Some redactions of the Law also indicate that a pencerdd might teach his craft to the lowly cerddor (apparently a young ‘minstrel’) on a horsehair-strung harp (telyn raun), although the pupil would progress to some other type of harp (whose nature is never specified) once he was sufficiently competent to perform independently.
 All of these figures seem to have been self-accompanying poets in the manner of Dafydd ap Gwilym himself.
The earliest references to cerdd dant
The term cerdd dant does not itself occur in the Lawbooks, but it does feature in another text with which Dafydd ap Gwilym must have been familiar – the bardic grammar. The earliest redaction of this text, NLW MS Peniarth 20 copied in c.1330, closes with a set of triads where cerdd dant and cerdd dafod appear in direct partnership:
Tri ryw brifgerd ysyd, nyt amgen: kerd dant, kerd vegin, a cherd dauawt.
Teir prifgerd tant ysyd, nyt amgen: kerd grwth, kerd delyn, a cherd timpan.
Teir prifgerd megin ysyd, nyt amgen: organ, a phibeu, a cherd y got [god].
Teir prifgerd tauawt ysyd: prydu, a dachanu, a chanu gan delyn.

There are three main crafts, namely: the craft of the string, the craft of wind, and the craft of the tongue.
There are three main crafts of the string, namely: the craft of the crwth, the craft of the harp, and the craft of the timpán.
There are three main crafts of wind, namely: organ, and pipes, and the craft of the bagpipe.
There are three main crafts of the tongue: making poetry, reciting [it], and singing [it] with the harp.  
These are valuable definitions. The first triad apparently sets the musical and poetic crafts on an equal footing (both are prifgerddau, principal crafts); the second confirms the association of cerdd dant with three instruments, harp, crwth and timpán (the last probably little used in Wales, but popular in Ireland);
 the third indicates that verse-craft itself extended beyond the composition of poetry (prydu) and its declamation (dachanu), to singing with harp accompaniment (canu gan delyn) – apparently the process that Dafydd describes in ‘Y Gainc’ itself. (We shall return to the practice of datchanu or datganu below.)
Professor Patrick Ford also cites an explicit reference to harp-accompanied poetry in another fourteenth-century text, a cywydd addressed by Gruffudd Fychan ap Gruffudd ab Ednyfed to Rhisiart ap Sir Rhosier Pilstwn at some point between 1350 and 1400. Here the harp is a vital adjunct to the poem (gwawd): woe betide the poet who delivers a cywydd sengl – apparently a poem without string accompaniment:
Beth, ddifyr felenbleth ddyn, 
A dalai wawd heb delyn?
Ba ddelw gellir, wir warant,
Ganu’n deg onid gan dant? 
Cenais, pan ryglyddais glod, 
Cywydd sengl, cuddiais anglod. 
What, O yellow-plaited beauty/ Is a song without a harp to accompany?/ Truly, how can one even think to sing/ Without the weaving of her lovely strings?/ I sang a cywydd – a solo piece/ But instead of praise, I earned disgrace.

References from the fifteenth and sixteenth centuries to harp-accompanied poetry are plentiful,
 and it was evidently commonplace for the crwth to take the place of harp on occasion (although perhaps not during Dafydd’s own lifetime). The crythor Robert Rheinallt, for instance (who served at the English court between 1537 and 1553) needed to hear a cywydd (probably as a reminder of his homeland) before he felt ready to play the associated ‘tiwniau’: 
Mên a threbl a wnaeth Robert,
Tiwniau pur o’r tannau pert. 
Naws rhwydd, er dim nis roddai
Ar sydd, os cywydd nis câi.

Mean and treble Robert played,/ Pure tunes from the pretty strings./ An easy sensation, although he would give none of it/ unless he had a cywydd.

The Music of Robert ap Huw’s Manuscript
Cerdd dant and cerdd dafod were both learned and transmitted orally in Dafydd ap Gwilym’s era, but reliance on imitation and memorization prevailed far longer in the case of music than poetry. Indeed, it is highly probable that no suitable musical notation was even invented for medieval cerdd dant until the 1560s – a full two centuries after Dafydd’s own lifetime. A small quantity of this notation – our main key to the entire medieval repertory – survives in a slim volume of harp music copied out around 1613 from earlier sources by the Anglesey harper-poet Robert ap Huw.
 Its remarkably concise letter tablature is unique, and has been a subject of fascination since the book’s ‘rediscovery’ by Lewis Morris in the 1720s. Though there is still much speculation regarding exact interpretation of the repertory (and various different solutions are reflected in this discussion), much of the music has now been recovered relatively successfully, and we at last have some notion of how cerdd dant may have sounded.
  Five items from the manuscript, played by William Taylor on a small harp with 21 strings (reconstructed from the drawing shown in Figure 4), may be heard in the recording of the concert on the website.
Few (if any) of the pieces in Robert ap Huw’s manuscript could have been known to Dafydd ap Gwilym himself, for analysis of their titles (some of which name an associated musician-figure) suggests that much of the surviving music originated during the later fifteenth century.
 We might speculate on the associations of a piece in Robert ap Huw’s book entitled ‘Kaniad Pibau Morfydd’ (p. 90, item 5 in the recorded concert) – though if this was intended to invoke Dafydd ap Gwilym’s own sweetheart, it was probably composed long after her death, and its complexity certainly suggests that it was intended to be heard in a solo context rather than as poetic accompaniment, as noted above. But it is still likely that this and the other pieces that survive alongside it bear at least some resemblance to what Dafydd ap Gwilym and his contemporaries knew as cerdd dant. One short piece copied by Robert ap Huw is entitled ‘kaingk Ryffydd ab adda ab dafydd’ (see Figures 1 and 2), suggesting an association with that very englyn of Gruffudd ab Adda mentioned above, while a retrospective inventory of cerdd dant titles copied out from an unknown source by the scholarly Cardiganshire collector and poet, Evan Evans or Ieuan Brydydd Hir (1731–88) includes a (lost) piece called ‘Cwlwm Gwilym o’r Cryngae’.
 Perhaps this was a composition associated in some way with Dafydd’s own grandfather, Gwilym o’r Cryngae (fl.1302–12), father of the noble Llywelyn ap Gwilym o’r Cryngae, mentioned above, whose household Dafydd celebrates in two poems (nos. 5 and 6). 
We also cannot fail to be struck by how much of the specialist terminology of Robert ap Huw’s manuscript was already known to Dafydd in the fourteenth century. His use of the term cerdd dant itself has already been noted, while the word cainc (in its musical sense) appears no fewer than eight times in his work (three times as part of a composite noun – paradwysgainc, siffancainc and prydyddgainc).
 He also employs the words erddigan, gosteg and cwlm twice each, cwlm cytgerdd and pynciau once, and caniad many times – all terms that resonate with the surviving repertory. Robert ap Huw’s book contains a set of four gostegion (pp. 17–22); four sets of ‘exercises’ entitled clymau cytgerdd (pp. 23–34); fifteen caniadau (arranged as two separate groups on pp. 36–55 and pp. 66–101); and seven profiadau (pp. 58–65). There is also a group of much shorter pieces on pp. 56–7: an erddigan, a pwnc to be played after each profiad, a profiad cyffredin, and two pieces entitled cainc (Figure 1) – one associated with the poet Gruffudd ab Adda (see the suggested parallel transcription in Figure 2, and item 7 in the recorded concert, which follows a rather different interpretation),
 the other with Dafydd Broffwyd, the biblical King David (see Figure 12).
 The cwl[w]m ymryson, another important genre in cerdd dant that appears frequently in the repertory lists, has no place in the main body of Robert’s manuscript, although he listed the titles of many clymau at the back of the book, and three such pieces – virtually indistinguishable from the caniadau and the gostegion in style – were transcribed retrospectively in 1800 by Iolo Morganwg, allegedly from a source (long since lost) belonging to the bard of Y Blaenau, Llanfachreth, Rhys Jones (1718–1801).
 All of these musical terms with the possible exception of the profiad seem to have been familiar to Dafydd, though some of them may have been employed in a much more general sense during the fourteenth century, rather than indicating specific genres.
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Figure 1: Cainc Ruffudd ab Adda and Cainc Dafydd Broffwyd from the Robert ap Huw manuscript (p.57). 
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Figure 2: Parallel transcription by Peter Greenhill of Cainc Ruffudd ab Adda
Two more terms, mesur and plethiad (both of which appear twice in Dafydd’s poetry), also resonate with the surviving music. Robert ap Huw listed the 24 canonical measures (mesurau) of cerdd dant on page 107, while another table on page 35 depicts seventeen types of melodic figuration, involving different ways of plucking and damping the harp strings.
 Six of these figures are termed plethiad and five of the six involve a similar movement – a ‘prefix note’ (usually played by the middle finger) ascending to a main ‘theme note’.
 While Dafydd himself is again likely to have understood the term plethiad in a less technical way, he would almost certainly have been familiar with the concept of figuration and measure, both of which are central to the language of medieval cerdd dant. Indeed, the mesurau form the basic building blocks for virtually all of the surviving pieces except the profiadau, and evidently formed a loose numerical match for the 24 poetic metres of cerdd dafod. In practice many musical measures were in use by the sixteenth century, although the ‘canonic’ set of 24 had already been recorded in written form by c.1480 (on pp. 3–4 of NLW MS Peniarth 54: see Figure 3), and others may simply have been added later. Peniarth 54 also happens to be one of the earliest known sources for the poems of Dafydd ap Gwilym – including ‘Y Gainc’ itself, and the inclusion of musical material within it may indeed offer further evidence that measure-based music went hand in hand with poetic declamation, as we shall see.
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Figure 3a
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Figure 3b

Figures 3a and 3b show a list of the measures in Peniarth 54, pp. 3–4, followed by the symbols for cyweirdant (k) and tyniad (t)
Each musical mesur (including the non-canonic samples) consists of no more than a pattern of two alternating elements, termed cyweirdant (notated as k or 1) and tyniad (t or 0) in the sources (and it is also of interest that the word tyniad occurs in Gruffudd ab Adda’s englyn in relation to the harp strings). Both tyniad and cyweirdant may be defined as simple harmonic forms built from a set of interlocking (and complementary) triads located a major second apart, where the cyweirdant might comprise the notes a-c-e-g, and the tyniad g-b flat-d-f (as in Figures 1–2, ‘Cainc Ruffudd ab Adda’, which begins with the tyniad) . This alternating harmonic pattern was then used throughout the piece, sometimes in a straightforward, regular manner, as a later composer might use a repeated ‘ground’; in other cases in a much more sophisticated way to generate different harmonies.
 In several pieces the recurring notes of each element of the measure can be heard very clearly on the lower strings of the harp, as the upper hand develops a series of variations above, drawing on the different types of figuration. Sometimes there will be only minimal development from one ‘variation’ to the next, creating a cumulative, rather hypnotic effect; the music that results is nevertheless rather timeless and beautiful. Indeed, the underlying measure may be remarkably short: one of the most common patterns in the Robert ap Huw manuscript is tytyr bach, notated in two identical halves as 0011.0011.
As Peter Greenhill’s exhaustive analysis of the Robert ap Huw repertory has shown, the mesur also had the effect of providing a regular ‘pulse’ throughout the piece, since the metrical duration of each of its digits (1 or 0) was generally identical.
 In many of the pieces, each 1 or 0 may be transcribed as one full bar of music, and the first ‘beat’ of the bar will often be marked clearly by a chord in the lower hand. This underlying metrical regularity shapes much of the repertory, and offers a vital clue as to how measure-based music could function as poetic accompaniment. Pieces constructed on a constant mesur in this manner also reveal one further interesting feature. Each integral section of the piece (often based on one full statement of the measure) is termed a cainc, and in Robert ap Huw’s book each component cainc is labelled successively with a roman numeral. The average number of ceinciau per piece was generally about twelve: the three extant gostegion (the fourth is fragmentary) comprise 10, 12 and 13 ceinciau respectively, while the fifteen caniadau have between 11 and 17 ceinciau each (though 12 or 15 are most common).
 In several pieces, each component cainc is followed immediately by a separate musical segment or ‘refrain’ termed the diwedd, which recurs unchanged (or almost unchanged) as the chain of ceinciau develops around it. This cainc and diwedd structure may also have had a direct bearing on poetic declamation (see below).
Dafydd ap Gwilym’s use of musical terminology
Though it may appear tenuous to posit a direct link between the poetry of Dafydd ap Gwilym and a manuscript of obscure harp tablature copied out in the seventeenth century, both evidently share some common ground, and a number of the musical terms associated with medieval cerdd dant occur for the first time in Dafydd’s own poetry. The word cainc – which, as we now know, occurs in two different musical contexts in Robert ap Huw’s manuscript – is a case in point. Dafydd reserves it almost exclusively for harp music,
 and the term comes six times in ‘Y Gainc’ itself. It is also coupled closely with the word mesur in ‘Y Ceiliog Du’ (no. 162, albeit a poem of uncertain authorship),
 a reminder that the component ceinciau of longer musical compositions were always modelled on the measures of cerdd dant. Elsewhere Dafydd plays on the wider meaning of the word: in ‘Marwnad Gruffudd ab Adda’ (no. 21), for instance, it is apparently used both in the musical sense and to signify the branch of a tree.

Other terms known from the cerdd dant repertory occur in slightly different contexts in the poetry. Dafydd tends to use caniad (perhaps unsurprisingly) in association with birdsong, while cwlm – a word that also appears a little earlier in a glossed redaction of the Law of Hywel
 – is twice used in the sense of a specially-composed melody (for a minstrel, or a girl), and once in relation to the ‘weaving of words’, rather as an instrumentalist or composer might weave notes together. The more problematic term cwlm cytgerdd, with its overtones of harmony (or perhaps of singing and playing together), is used as a metaphor for the barking of the hunting dogs in ‘Serch fel Ysgyfarnog’ (no. 75); Dafydd may have been using it in direct opposition to cwlm ymryson, the music of bardic competition. Cwlm cytgerdd is in fact a very rare term in the entire poetic repertory: it comes twice in a pair of marwnadau by Wiliam Cynwal (d.1587/8), but only because Dafydd Maenan and Robert ap Hywel Llwyd (the harpers to whom the elegies are addressed) could both count the cwlm cytgerdd among their various musical accomplishments.
 A tantalizing ambiguity also colours the word gosteg, which can have various meanings. Dafydd uses gosteg twice in his elegy to Gruffydd Gryg (no. 22), apparently to indicate the chain of englynion that formed the first part of an awdl – but we might also speculate whether he had in mind a secondary association with some form of musical prelude. 
Some of Dafydd’s terms (like cainc and cwlm) also have direct equivalents in Old or Middle Irish, a possible legacy of a much earlier link between Welsh and Irish poetry and music (see below).
 The evidence for this remains tenuous, although several of the mesurau of cerdd dant do indeed bear Irish-sounding names, and one passage of Welsh bardic lore (probably compiled no earlier than the later fifteenth century) claims that the canonic group of 24 measures was agreed at a council of Welsh and Irish musicians meeting at Glendalough, country Wicklow during the time of ‘Mwrthan Wyddel’, the Irish prince Muirchertach Ua Briain (d.1119). Mwrthan was also a direct contemporary of the quarter-Irish prince Gruffudd ap Cynan who gave his own name to the sixteenth-century bardic statute mentioned below.
 These ‘Irish’ overtones may also resurface in another way in ‘Y Gainc’, where Dafydd makes reference to a master harper called ‘Hildr’ – a name apparently of Norse origin. Hildr is likely no more than a mythological type, a part of that essential stock of bardic cyfarwyddyd or oral lore that a poet needed to acquire alongside the more technical concerns of metre and cynghanedd;
 indeed, the name seems to be employed in the same way that Tegau, Dyfr, and Eigr are invoked as types of beautiful women in some of Dafydd’s other poems. Hild[i]r is also found in some of the sixteenth-century documents pertaining to cerdd dant: he gave his name to two pieces in the repertory lists,
 and he and his (presumed) son, Adda ap Hild[i]r, head a list of part-mythical, part-genuine harp athrawon included in an anthology of Welsh musical lore (NLW MS 17116B, Gwysaney 28) copied in the 1560s. Hildr is not mentioned in association with the twelfth-century Glendalough council, although his name resonates strongly with those of other alleged attendees – Matholwch Wyddel, Carsi Delynior, and Olaf Gerddor. All suggest an attempt to keep alive in oral Welsh culture the notion of a much earlier interaction between Welsh and Irish (and even Scandinavian) music.
Dafydd and the Harp
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Figure 4: Harp terminology used by Dafydd ap Gwilym. The instrument is a ‘Kithara Anglica’, allegedly copied from a monastic source of the 12th or 13th century from St Blasien, Germany (Martin Gerbert, De Cantu et Music Sacra, 1774)
Alongside the vocabulary of musical genre and structure, the harp itself also features prominently in Dafydd ap Gwilym’s poetry. There are seven instances of the word telyn and six of the word tant (in the sense of harp-string), with further references to three individual strings: cildant, cyweirdant and llorfdant (although surprisingly not crasdant, ‘harsh string’, which occurs in other fourteenth-century poems). Llorfdant (used just once) signifies the lowest string on the harp, located nearest to the forepillar (llorf) of the harp, furthest away from the player (see Figure 4),
 while the thinner cildant (used twice) is the higher-pitched top string. The distinct sounds of high and low strings were evoked by Gerald of Wales in his Topographia Hibernica (1183–4) with reference to the metal-strung harps used by the Irish (perhaps like that shown in Figure 5). Gerald noted that the rapid tinklings of the thinner upper strings contrasted directly with the ‘duller sound of the thicker one’, which evidently adopted a sustaining role.
 In the same way, the Welsh llorfdant perhaps served primarily to accompany the faster-moving upper strings by sounding some of the notes of the stable, slower-moving mesur. 
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Figure 5: Irish harper tuning his harp

with what may be the equivalent of the Welsh cyweirgorn 
(National Museum of Ireland MS 700, copied c.1200)
Dafydd’s third term, cyweirdant, is used three times and has two possible meanings. We have already noted its use to denote one of the component elements of the measures of cerdd dant, although in this context it apparently signifies the main tuning string on the harp, from which the others were ‘set’ or tuned. (Both meanings are probably related, and the note produced by the cyweirdant string may often have been a vital part of the cyweirdant ‘harmony’.) Twice Dafydd uses the term within exactly the same phrase: Gruffydd Gryg and Llywelyn ap Gwilym are both styled ‘cyweirdant y cywirdeb’ (nos. 6 and 22), the model against which others might set themselves. Gruffydd Gryg is also described as ‘cyweirgorn’ (no. 22), the ‘tuning horn’ first mentioned in the Law of Hywel Dda. Early harp iconography often depicts the player tuning his instrument from the neck with some form of tuning key (as in Figure 5), and the Welsh may indeed have used the horn of an animal for this purpose (unless corn implies some sort of blown device that sounded at a particular pitch). 
Other harp-inspired imagery features in other poems. The silver harp of ‘Hudoliaeth Merch’ (no. 135) has tuning pegs (ebillion, presumably located on its sound-board), front pillar (llorf), and a ‘comb’ (cwr), part of the top section of the frame (see Figure 4), while both ‘Y Gainc’ and Dafydd’s first poem in the contention with Gruffudd Gryg (no. 24) offer an insight into playing technique: both contain a virtually identical reference to delivering a cywydd with ten fingernails (ewin, ewinedd), implying that the player used fingers and thumbs of both hands.
 Nail technique was also common in England and Europe at this period: Dafydd’s illustrious contemporary, Geoffrey Chaucer (c.1343–1400), comments cynically in Troilus and Cressida (c.1385) that even the finest harper, harping on the best harp with all five fingers and with all his nails pointed sharp, will lose his audience if he confines himself to playing a single note on a single string.
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Figure 6: Tickhill Psalter, made c.1303–14, 
showing David carrying his harp in a bag on his back
The harp used by a fourteenth-century Welsh poet to accompany his own verse was probably a small instrument with relatively few strings, light enough to be carried on the back. An English representation of such a harp, stowed carefully in its custom-made bag, is seen in the fourteenth-century Tickhill Psalter (Figure 6), where David, son of Jesse, arrives to rid the troubled King Saul of an evil spirit (I Samuel 16:22).
 There are comparable depictions of small harps in other early English and European liturgical manuscripts, particularly within the initial ‘B’ of psalm 1, Beatus Vir. A good example is found in the Luttrell Psalter (made for Sir Geoffrey Luttrell of Irnham, near Grantham in Lincolnshire somewhere between 1320 and 1340), which depicts King David playing an instrument of eight strings with a gently bowed front; again he tunes from the neck. 
Many other early ‘Beatus’ harps are also shown with just seven or eight strings, although this perhaps had more to do with symbolic propriety (or artistic licence) than physical reality. Howard Mayer Brown’s study of the trecento harp in Italy concludes that the smallest harps had between nine and sixteen strings,
 and that is probably a viable estimate for Dafydd ap Gwilym’s own instrument. The sole fourteenth-century iconographical survival from Wales itself – a rather indistinct image of King David carved into the tympanum of the south doorway of St David’s Cathedral – is broadly comparable with the early ‘Beatus’ harps,
 though it forms an interesting foil to the larger instruments seen in later Welsh sources. The Jesse window at St Bridget’s parish church Dyserth, near Prestatyn (painted glass, c.1533), for example, depicts David playing a harp with brays (gwrachïod), small, wooden L-shaped pegs attached to the sounding board, which resonated against the strings and produced a distinctive buzzing sound (Figure 7). Brays were probably known in Wales by the later fourteenth century, and may well have been a feature of the leather harp satirized by Dafydd’s near-contemporary Iolo Goch (see below). 
Though probably comparable with English harps in many respects, the instrument used in medieval Wales for poetic accompaniment right up to the end of the bardic era did have one unusual distinguishing feature: it was strung with horsehair, giving rise to the term telyn rawn [raun], first encountered in two mid thirteenth-century copies of the Law of Hywel Dda. Elsewhere horsehair-strung harps were rare: virtually all of the references in the early literature, whether in Latin, Middle French, High German or Middle English, are to gut-strung instruments, and there are even detailed descriptions of the manufacture of strings from sheep-guts.
 Dafydd ap Gwilym does not refer directly to the telyn rawn himself, but its high status is confirmed by the ‘Cywydd Moliant i’r Delyn Rawn a Dychan i’r Delyn Ledr’ by Iolo Goch (c.1325–c.1398) – a text attributed to Dafydd in some sources.
 This venerable instrument with its shiny black horsehair strings – that of King David himself – is far superior to the newer gut-strung harp with its ‘gates of leather’ (llidiardau lledr), whose strings evidently recall the slats of a gate.
 The new harp – so heavy that it requires a lad to carry it – is a jaundiced yellow colour whose ugly, harsh sound is produced by a sharp-tipped nail (ewingorn);
 it also has both studded soundboard (cafn botymog; perhaps a reference to brays) and a fore-pillar with a pronounced curve. The gut-strung harp of this type was evidently circulating in Wales by the later fourteenth century, but to Iolo it was a foreign imposter, ‘made for an old Englishman’ (‘Sais hen’). Such harps were perhaps associated more closely with the solo aspect of cerdd dant; the self-accompanying poet-harper like Dafydd clearly continuing to favour the telyn rawn, smaller, lighter, and apparently characterized by a straight fore-pillar.
Other musical instruments
Surprisingly Dafydd ap Gwilym makes no mention of the crwth, that other instrument of Welsh bardic tradition cited in the Law of Hywel Dda and the triads of verse-craft.
 Its status, however, seems to have been far lower than that of the harp: both Hywel Ystorm (fl. early s. xiv?),
 and Iorweth Beli made snide reference to this instrument in the earlier part of the fourteenth century.
 Both poets were likely thinking of the crwth trithant, a small, rustic fiddle with just three strings, played with a bow but lacking frets and a fingerboard.
 In England this was the instrument of the strolling musician and the tavern-playing minstrel, and it may also have been played by the traethawr cerdd (‘proclaimer of poems’) and the tincr of the beer tavern mentioned by Dafydd himself.
 There is certainly an underlying suggestion that the crwth had still to come into its own as a professional bardic instrument during Dafydd’s lifetime.
[image: image1.jpg]\ W&\zmvr .,a.,, /,,, g

rad »mb  Sreak




Figure 7: Bray harp in Jesse window, Dyserth (c.1533)

Dafydd also knew of other instruments popular in England and Europe that he had most likely encountered in English-speaking towns – he uses the terms gutorn (gittern), sawtring (psaltery), simpian (symphony), chwiban and ffithlen (the last both implying a primitive flute, most likely a recorder), trwmpls, trimplai and corn (all related types of trumpet). ‘Y Cyffylog’ (53.47) also incorporates the unusual word hocedlaes, apparently derived from the sophisticated polyphonic technique of ‘hocket’, associated primarily with French clerics at this period. Hocket is found in a number of fourteenth-century motets, particularly from France, and involved the splitting of the melodic line between two voices, producing a ‘hiccoughing’.
 Other poems also draw on much more conventional musical terms derived from the liturgy: ‘hymner a’r segwensiau’ in ‘Y Bardd a’r Brawd Llwyd’ (148); solffeais in ‘Y Gainc’ (discussed further below); and most particularly the word organ, which occurs almost a dozen times in a musical context, once in association with the word cainc (‘an organ tune’). 
The declamation of poetry: the role of the datgeiniad 
What then, of the manner in which Dafydd ap Gwilym’s poetry was delivered? We have already noted the appearance of the verb dachanu (presumably synonymous with datganu) in the triads of versecraft in NLW MS Peniarth 20, copied around 1330 (see Table 1, The Role of the Datgeiniad),
 and two further triads in the same manuscript outline what was required of a fourteenth-century declaimer (here styled cerddor).
 Clarity of declamation was an essential, along with suitable imagination and (perhaps) a grasp of the mesurau of cerdd dant – if ‘messureu kerddwryaeth’ may indeed be interpreted thus, as Daniel Huws has suggested.
 Whether reciters achieved all of this is questionable; the slightly later redaction of the bardic grammar in the Red Book of Hergest (where the term datgeinydd replaces cerddor) implies that their delivery was often far from accurate. 
Dafydd himself uses neither the term datgeiniad nor datgeinydd, although the verb datganu occurs in his vision of a woodland mass celebrated by the birds,
 and the noun cerddor is used several times in various contexts. He also employs various other words for lowly minstrels who may have doubled as reciters: traethwr appears in the first cywydd in the contention with Gruffudd Gryg,
 clêr several times, including two important usages in ‘Siom’ (107: see below), and the related words bastynwas and bastynwyr in ‘Dychan i Rys Meigen’ (31) and ‘Rhag hyderu ar y byd’ (108) respectively.
 The two last may both derive from pastwn (stick), implying a lowly species of reciter who declaimed to the accompaniment of a staff (see below), although Thomas Parry argued that the word came rather from the early English term baston, a verse. The term datgeiniad pen pastwn (Figure 8) was indeed used to signal a ‘stick-end declaimer’ (an inferior form of reciter who lacked instrumental accompanying skills) – but the first known use of the term occurs only in 1592, when Siôn Dafydd Rhys printed a brief description of the associated role in his Institutiones. It is difficult to gauge how much truck Dafydd himself had with professional reciters, although ‘Siom’ (107) incorporates a suggestive reference to him paying the clêr to learn and sing his poetry about Morfudd.
 
[image: image18.png]


Figure 8: The Datgeiniad Pen Pastwn, as depicted by the water-colourist Moses Griffith (1747–1819) during the 1780s. (From Thomas Pennant, Tours in Wales, London, special enlarged edition, 1784.)
Our major source of information regarding the function of the datgeiniad is a late one – that remarkable bardic tract entitled the Statute of Gruffudd ap Cynan, compiled for the 1523 eisteddfod held at Caerwys, Flintshire, and revised in 1567 for a second eisteddfod in the same place. The many redactions of this text vary considerably in their requirements, but it is clear that some reciters were far more skilled than others; those qualified to play harp or crwth were paid double the wage of a mere stick-end declaimer. Instrumental accompaniment of poetry seems to have been the preferred option, and Siôn Dafydd Rhys implies that the datceiniad penn pastwn was required to seek permission from any harper or crythor who happened to be present before purveying his own craft.
Some idea of how reciter, poet and instrumentalist may have interacted can be gleaned from Irish sources – a viable parallel since Irish craftsmen also operated within a comparable bardic hierarchy. John Derricke’s The Image of Ireland (1581) contains a much reproduced woodcut of an Irish reciter declaiming with arms thrust wide (Figure 9); he is accompanied by a seated harper, and possibly by a pair of professional farters (braigetoiri).
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Figure 9: John Derricke, Image of Ireland (1581)
An account of a recitation is also found in the tract Information for Ireland (1561), drawn up by one Thomas Smyth (possibly sheriff and mayor of Dublin in 1576 and 1591). Here the poet (‘rymer’) himself merely looks on while his reciter (‘rakry’ or reccaire) ‘sings’ a praise poem to continuous harp accompaniment (although the function of the fourth figure, the lowly ‘barde’, is not made explicit):
Nowe comes the rymer that made the Ryme with is Rakry [reciter] the Rakry is he that shall vtter the Ryme and the Rymer him selfe sittes by with the captin verie proudlye he bringes with him . also his harper; who please [plays] all the while that the Raker singes the Ryme also he hath is barde which is a kinde of folishe fellowe who also must have a horse geuen him the harpere must haue anewe saferone shurte and a mantel and a haccnaye and the rakry muste haue xx or xxx kine and the Rymer him selfe a horse and harness with anage to ridde one a siluere goblet . a pere of . bedes of curale with buttens of siluer …

A complementary reference is also found in a retrospective account of the Irish bardic schools from 1722: again the poet presides, while the reciter declaims by heart with suitable ceremony, and the harper apparently maintains a steady pace throughout: 
The last Part to be done, which was the Action and Pronunciation of the Poem in Presence of the Maecenas, or the principal Person it related to, was perform’d with a great deal of Ceremony in a Consort of Vocal and Instrumental Musick. The Poet himself said nothing, but directed and took care, that every body else did his Part right. The Bards having first had the Composition from him, got it well by Heart, and now pronounc’d it orderly, keeping even Pace with a Harp, touch’d upon that Occasion, no other musical Instrument being allow’d of for the said Purpose than this alone, as being Masculin, much sweeter and fuller than any other.

Both of these accounts suggest a clear-cut distinction between performer and poet in sixteenth-century Ireland, although the boundaries were apparently much more blurred in Wales itself. Eurys Rowlands has suggested that the professional poet Lewys Glyn Cothi (c.1420–89) himself was required to double as a harp-playing datgeiniad: one of Lewys’s patrons, Bedo ap Rhys of Penrhos, Penegoes, Cyfeiliog, would summon him not only to ‘sing a refrain with the harp’ (‘ganu dolef gan delyn’) but also to ‘recite a poem to Dianis’ (‘datgan cerdd i Ddianis’), perhaps a daughter of the house.
 A similar duality is also suggested by a handful of Welsh household documents from the late sixteenth century – a period when Dafydd ap Gwilym’s poetry must surely still have been popular. The group of thirteen gwŷr wrth gerdd known to have stayed at Lleweni, the Denbighshire home of John Salusbury, one Christmas during the 1590s (probably 1595) comprised three poets, three crwth players and seven harpers (some of them leading masters of their age) – although no datgeiniaid are mentioned (See Figure 10).
 
While the poets may have taken responsibility for declaiming their own compositions that Christmas, we can only speculate who obliged if the patron demanded performance of verse from an earlier era – in the absence of the datgeiniad, was it a musician or a poet, or did they collaborate? Payments to professional reciters are also strikingly absent in the limited material from other Welsh houses. A reciter (working in partnership with a harper) is indeed named in a set of accounts for 1594/5 from Prysaeddfed, near Bodedern on Anglesey, but the same list hints that it was much more common for a poet and a musician to circuit together.
 It thus seems that even the most senior musicians were required to adapt, functioning either as accompanist or soloist as circumstance demanded. The datgeiniad himself (to whom no bardic degree could be awarded, at least before the 1560s) was inevitably subservient: the Statute of Gruffudd ap Cynan allows him to circuit only in the company of a poet or a graduate instrumentalist. Equally, the ‘stick-end declaimer’ could only perform with the express permission of any instrumentalist who happened to be present (if the evidence of Siôn Dafydd Rhys given in Table 1 may indeed be taken at face value).
The medieval Ceinciau and their titles
The dual meaning of the term cainc in Robert ap Huw’s manuscript to signify either a component section of a longer piece based on a mesur, or a short, self-contained ‘tune’ has already been explored. We have seen that just two short ‘tunes’ – ‘Cainc Grufudd ab Adda ap Dafydd’ and ‘Cainc Dafydd Broffwyd’ – survive in the book with notation, although the titles of several other ceinciau may be retrieved from the cerdd dant repertory lists, since a cainc was sometimes taken as the basis of a new caniad. The earliest known such repertory list, copied c.1500 and comprising seventeen titles, includes six caniadau based on a cainc (Table 2) together with a ‘barnod davvdd ab gvilym’, perhaps associated with one of the various poetic elegies composed upon Dafydd’s death.
 
Table 2: Ceinciau cited in NLW MS Peniarth 55 (c.1500)
	Original orthography
	Modern equivalent

	Y Kanvad ar gein K aiddegvn
	Caniad ar gainc Eiddigyn

	Y Kanvad ar geink sisana
	Caniad ar gainc Siwsanna

	Kanyad ar geink ddavyvdd ab gvilym
	Caniad ar gainc Dafydd ap Gwilym

	Y Kanyad Krych geink ovydd*
	Caniad crych [ar] gainc Ofydd

	Y Kanyad r geink havddvyd
	Caniad ar gainc Hawddfyd

	Kanyad ar geink ryffydd
	Caniad ar Gainc Ruffudd [ab Adda?]


*Perhaps synonymous with ‘Y caniad crych’ that survives in Robert ap Huw’s book (pp. 76–84)
Two of the ceinciau in Table 2 arouse immediate interest. ‘Cainc Ryffydd’ may be a version of that very item found in Robert ap Huw’s book, while the lost ‘Cainc Dafydd ab Gwilym’ suggests a direct link with the poem ‘Y Gainc’ itself. Some of the other titles also resonate with Dafydd’s poetry: Eiddigyn seems to be Eiddig, the archetypal jealous husband mentioned in so many of the poems associated with Morfudd; ‘Ovydd’ is evidently Ovid, paragon of love poets; and ‘Hawddvyd’ the personification of ease or prosperity (or a form of greeting or blessing, as in 110.12). Further lost ceinciau are found in an identical context in later repertory lists: NLW MS 17116B (Gwysaney 28, copied c.1562–4), lists a ‘Caniad ar gainc Kachwlyn’ and a ‘Caniad ar gainc y Pasant’ (evidently associated with Y Basant, the master harper invoked by Dafydd ab Edmwnd in his famous elegy for Sion Eôs), while one of Evan Evans’s lists in NLW Panton MS 56 includes ceinciau associated respectively with Cyhelyn, Maredudd Ddu, Nest verch Dafydd Fongam, Rhys ap Kawrda and one ‘Sioned’. A ‘Cainc Arglwydd Llywelyn’ is also mentioned by several later poets: Siôn Tudur in his Englynion y Misoedd described this as ‘Gorau cainc ar y delyn’ (‘the best tune on the harp’); Rhisiart Cynwal (d.1634) invoked it in a request poem seeking a harp for Robert Peilin from Thomas Powel; and Edmwnd Prys mentioned it in his ‘Ballet about the Banks of Helicon’ of c.1600 (see below).
 Even Edward Jones, ‘Bardd y Brenin’, included a harp air of this name in his Bardic Museum (1802), although it is not likely that his air has any direct association with the tune known to the late medieval bards. Exactly how these ceinciau were first used remains unclear, although all may have originated in association with specific poems, and all may subsequently have been used for the declamation of a much wider selection of works.
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Figure 10: List of the Gwŷr wrth Gerdd who entertained the household at Lleweni one Christmas during the 1590s
Two further important scraps of evidence regarding the term cainc survive from the later fifteenth century. The first – whose significance has only recently been drawn to attention by Daniel Huws – occurs in a cywydd by Llawdden (fl.1450), the poet who lived in Machynlleth (and allegedly accused Dafydd ab Edmwnd of cheating at the Carmarthen eisteddfod in c.1452–3). The poet imagines himself in the stall, singing a poem (‘canu gwawd’) while the cattle chew hay:

Da y gallwn, a digellwair,
Canu gwawd, hwyntau’n cnoi gwair:
Cnoi cil megis canu cainc
Wych a wna ychen ieuainc 
[Well I might – not to joke –/ Sing a poem while they chew hay:/ Chew the cud like playing a splendid cainc/ do young oxen.]
The regularity of the chewing seems to mimic the accompaniment of an instrumental cainc, providing a consistent ‘beat’ over which the text is delivered, and a steady ‘pendulum tick’ may indeed be heard in some of the pieces in Robert ap Huw’s manuscript.
 This may explain Dafydd’s own rather puzzling juxtapositions of clocks and harp strings in two of his poems: Parry’s version of ‘Y Gainc’ (based on the text in Peniarth 54) includes the line ‘Llafurlef tant, llef orlais’ (translated by Gwyn Thomas as ‘string with laboured din, clock’s clamour’), and ‘Talu Dyled’ (no. 99) the line ‘Gwrle telyn ac orloes’ (‘Sound of a harp, of a clock’).

The second piece of evidence comes from a poem by Lewys Glyn Cothi, one of whose patrons, Hopcyn ap Siôn of Llysnewydd (near Swansea), was in the habit of reaching for his harp after dinner. Having ensured that his guests’ glasses were filled, Hopcyn would tune up, and then sing a pennill while playing a cainc:
Arfer Hopcyn gofyn gwin
a’i brynu fal y brenin;
canu telyn, Hopcyn hael,
 a’i chyweirio’n gloch urael,
canu pennill, myn Cynin, 
gan gainc, peri cywain gwin.
Hopcyn’s practice is to ask for wine/ and buy it like the king;/ to play the harp – generous Hopcyn/ – and to tune it as a splendid bell;/ to sing a stanza – by St Cynin –/ to a cainc; to cause the garnering of wine.

Use of the word pennill here is intriguing. Daniel Huws sees it as a possible reference to the pratice of ‘canu cywydd pedwar ac acenu’,
 one of the twenty-four ‘feats’ (first mentioned by Lewys Glyn Cothi himself) expected of a cultured gentleman (as opposed to a professional bard).
 Huws argues that this technique involved the singing of a four-line ‘stanza’ of a cywydd (i.e. two couplets) to a particular tune or acen (which perhaps has much the same meaning as cainc in this context – Dafydd’s younger contemporary Iolo Goch apparently used acen in similar fashion in his elegy for Llywelyn Goch ap Meurig Hen).
 There is no evidence whatsoever that this technique was known in Dafydd ap Gwilym’s lifetime, though his own cywyddau were likely treated in this manner in later years.
The prifgeinciau
At some point during the later fifteenth century a specific group of ceiniciau were apparently singled out to serve as prifgeinciau, and all versions of the Statute of Gruffudd ap Cynan specify that these ‘principal tunes’ were an essential part of the equipment of the professional datgeiniad (see Table 1). Their intended context is vital to this discussion, for they are prescribed explicitly for the delivery of the cywydd. Regrettably no more than the titles of these elusive melodies survive in a handful of sources dating from c.1560 (see Table 3), although Siôn Dafydd Rhys implies that they had associated ‘variations’ (cessailweision) and ‘accents’ (accan), while a late marginal note (see Table 1) scrawled into the Book of Taliesin (Peniarth 2) indicates that the datgeiniad was only to use the melodies if he understood their true function – whatever that might have been! 
The earliest recorded usage of the term prifgainc occurs in a cywydd by Lewys Môn (fl.1485–1527), where it appears in close association with another musical term, pwnc. (Indeed, ‘pwnc eos’ may even be the title ‘Eos Gwerful’ listed in Table 3, and may also relate to Guto’r Glyn’s ‘Cainc Eos’, cited in note 3.) 
Cân dannau, acw’n dyner, 
â thelyn byth a’th law’n bêr:
pob prifgainc, i’r dalfainc dos.
Pwy’n croywi pynciau’r eos.

[Play the strings there softly/ Forever with a harp with your fair hand/ With every prifgainc, go to the high bench./ Who declaims clearly the pynciau of the nightingale?]
The titles of the prifgeinciau that survive in the sixteenth-century inventories exceed the thirteen or fourteen items prescribed in the various redactions of the Statute, although most of the inventories have a common nucleus that may indeed reflect an earlier grouping. In some sources they are attributed to the ‘composers’ Cadwgan and Cyhelyn, although like Hildr, these individuals are again probably no more than mythical figures from the tradition of bardic cyfarwyddyd.
 The titles of the tunes themselves are evidently the result of a corrupt copying tradition, and certainly bemused the copyists themselves; the prolific scribe John Jones Gellilyfdy wrote out no fewer than three versions of the prifgeinciau in the same manuscript in c.1605–10 with an apologetic note to the reader acknowledging his confusion.
 
Table 3: Titles of the ‘Prifgeinciau’
	
	‘Core’ repertory in Peniarth 62 (common to most sources, though attributions vary)
	Additional items 
(not found in all sources)
	Modernized title 
(girls’ names are italicized)

	1
	Eurai Gywydh o waith Cadwgan
	
	Euraidd Cywydd

	2
	Cas gan Dincerdh o waith Cyhelyn
	
	Cas gan Dincer

	3
	Cas gan Gruthor Cadwgan
	
	Cas gan Grythor

	4
	Dilhin Eva Cyhelyn
	
	Dilin Efa

	5
	Crechwen Veinir Cadwgan
	
	Crechwen Feinir

	6
	Organ Leucu Cyhelyn
	
	Organ [recte Corgan?] Leucu

	7
	Lhon yn hauar Cadwgan
	
	Llond [recte Llawen?] Hafau

	8
	Y Gyweithas Cyhelyn
	
	Y gyweithas

	9
	Awen Wirli Cadwgan
	
	Awen Wirli

	10
	Annel y Vawd Cadwgan
	
	Gafael(?) y fawd

	11
	Awen oleudhydh Cyhelyn
	
	Awen Goleuddydd

	12
	Eos Weurvul Cadwgan
	
	Eos Gwerfyl

	13
	Irlais Goeden Cyhelyn
	
	Eurlais Goeden

	14
	Yr Wydheles Cadwgan 
	
	Y Wyddeles

	15
	
	Kaingk Nest vechan 
	Cainc Nest Fechan

	16
	
	Ko Gwellian 
	Cof Gwenllian

	17
	
	Nest Berwyn
	Nest Berwyn

	18
	
	ysmwythra kyhelyn 
	Esmwythdra Cyhelyn

	19
	
	y gainck hir i gyhelyn
	Y Gainc hir i Gyhelyn

	20
	
	y gainck fer i gyhelyn
	Y Gainc fer i Gyhelyn

	21
	
	kainck y krythor dv
	Cainc y grythor du

	22
	
	y gainck ddv o werddon 
o waith kydwgon
	Y Gainc ddu o Iwerddon o waith Cadwgan


Column 1 follows the orthography of the ‘core list’ of prifgeinciau in Peniarth 62 (copied after 1582), while Column 2 lists additional titles found in various other sources (e.g. NLW Peniarth 126, NLW Gwysaney 28, and Cardiff MS Hafod 24).
 The third column rationalises orthography by comparing all sources. 
Just one of the titles, ‘Eurai gywydd’, suggests a clear link with the cywydd, although no fewer than seven titles incorporate a girl’s name – Efa, Lleucu, Goleuddydd, Gwerfyl, Nest Fechan, Gwenllian, and Nest Berwyn. Indeed, it seems probable that some items were conceived with a particular individual (or indeed a specific poem) in mind.  Goleuddydd and Gweirful – both relatively unusual names in early literature – bring to mind the two sweethearts of Dafydd ap Gwilym’s contemporary Gruffydd Gryg, and no fewer than five of the names feature (sometimes more than once) in the poetry of Lewys Glyn Cothi (c.1420–89): Lleucu,
 Efa; Nest Fechan;
 Gwenllian,
 and (again) Gweurful. Edmwnd Prys also mentioned three other titles (‘Yr Wyddeles’, ‘Crechwen feinir’ and ‘Llawen hafau’) in his ‘Ballet Gymraeg’ (c.1600), alongside similar-sounding pieces that have no place among the prifgeinciau  – ‘Eurwedd elir’, ‘Ychen Fannog’, ‘Cainc yr Arglwydd’ (the ‘Gorau cainc’ of Siôn Tudur), ‘Mwynen Gwynedd’, and ‘Eurgylch klod a mowredd’. ‘Ychen Bannog’ is similarly mentioned with two other pieces (‘Caniad Llwch Gwin’ and ‘Cainc y Brawd Fedd’) in two of Lewys Glyn Cothi’s elegies.
 Edward Lhuyd (1660?–1709) remarked that this tune was once played by Dafydd Rowland, crythor of Llandrillo, but it had evidently vanished without trace by the time of writing.

How the prifgeinciau were adapted by the datgeinydd to suit medieval cywyddau remains a puzzle, although it may be that they functioned more like measures than conventional melodies. ‘Kas gan dinkerdh’, for instance, is listed among the 27 non-canonical mesurau in NLW MS Peniarth 62 (copied after 1582),
 while Robert ap Huw himself wrote out the associated measures for ‘Y gangk fer’ and ‘Y gaing ddv or werddon’, together with two additional ceinciau, ‘kaingk ystwffwl’ and ‘kaingk y ferch o dryslwyn’ in his own manuscript.
 The entire repertory of prifgeinicau therefore perhaps comprised no more than a series of formulaic patterns that a reciter could memorize and draw on to provide a very simple instrumental accompaniment when declaiming a cywydd. Some credence for this suggestion is provided by Peter Greenhill’s theory that some or all of the prifgeinciau may even survive as the clymau cytgerdd in Robert ap Huw’s book of harp tablature (see below). 
Harp-accompanied poetry: some models
Before considering measure-based music in relation to Dafydd’s own poetry, we need to glance briefly at some other early models of harp-accompanied poetry – not least the descriptions of performance found in some Anglo-Norman sources. The fullest account – and a beautifully evocative one – occurs in Roman de Horn (c.1170), where the disguised Horn astounds a noble audience at the Irish court by performing a Breton lai (in this context a sung poem whose form is not specifed). There is some resonance with Tristan’s performance of the lai in the tale of Tristan and Isolde, mentioned above:  
Then he took the harp to tune it, God! Whoever saw how well he handled it, touching the strings and making them vibrate, sometimes causing them to sing and at other times join in harmonies, he would have been reminded of the heavenly harmony. This man, of all those that are there, causes most wonder. When he has played his notes he makes the harp go up so that the strings give out completely different notes. All those present marvel that he could play thus. And when he has done all this he begins to play the aforesaid lai of Baltof [son of the king of Brittany], in a loud and clear voice, just as the Bretons are versed in such performances. Afterwards he makes the strings of the instrument play exactly the same melody as he had just sung: he performed the whole lai for he wished to omit nothing.
 
Horn’s performance, like those of hero-harpers described in other sources, seems to follow a set pattern. He accompanies himself; he begins with a tuning-up ritual (in some accounts using a tuning-key to adjust the strings); he uses the instrument to play both melody and chords; and the poem that he sings is framed by music based on the tune of the lai itself. Frank Dobson and F. Ll. Harrison draw on the description of Horn’s performance in their attempted reconstruction of an early thirteenth-century lai (with two different texts) whose melody survives in unrhythmicised plainsong-style notation (see Figure 11).
 Each verse is provided with a simple harp accompaniment (comprising no more than bare chords formed from an octave and a fifth, coinciding with accented words), while harp interludes are improvised around the same melody between each stanza, and the complete text is preceded by a related harp prelude. Alternatim performance of this type (perhaps in relation to stanzaic texts) seems also to have been known in Wales, for Gerald of Wales describes a harper (or perhaps fiddler; fidicen) and a singer (praecentor) performing a song in alternation in his Itinerarium Kambriae (1188), where the instrumentalist responds to the singer, presumably using the same melody.
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Figure 11: The opening verse of the lai Ar ne kuth/ Eyns ne sou, set to a simple chordal accompaniment, and followed by a harp interlude (both editorial)
Such evidence inevitably has limitations in the present context: none of it relates to strict-metre poetry, and the extant accounts all predate Dafydd ap Gwilym’s own lifetime – yet it may still have value. We have already seen that embellishment of simple musical material (and especially of a repeated metrical pattern) is a feature of cerdd dant, where many of the pieces are formed from chains of inter-related sections termed ceinciau. (This in itself suggests an interesting parallel with the pedair cainc – the four component parts – of the Mabinogi; perhaps that same notion of a component element was later transferred to a musical context.)  Equally, Horn’s instrumental prelude to the lai, based on the melody that he later sings, may indicate how solo harp pieces were used in the Welsh tradition. The instrumental framework that interwined with poetic declamation may have been an integral part of the recitation itself. 
The manner of declamation
Mention of declamation reminds us that Dafydd’s own poem ‘Y Gainc’ shows him committing to memory a new melody – the cainc – by solmizing or ‘sol-faing’ its notes. Solmization was a standard technique invented by the monk Guido of Arezzo in c.1000 to teach plainchant to novices in medieval religious institutions, and Dafydd had surely encountered it as a child, perhaps under the Cistercians at Strata Florida.
 As a mnemonic device that relied on the visualization of pitches, solmization enabled even the youngest child to memorize the intervals between notes when learning parts of the liturgy, since it did not require the singer to read music, nor even to know the letter names of the notes. Dafydd himself equates this new tune with a ‘psalm’ (‘Solffeais, o’m salw ffuaint,/ Salm rwydd, ys aelaw ‘y mraint’), and its declared simplicity and deliberate association with a known ecclesiastical technique might indeed suggest that the melody had something of the characteristics of a psalm tone, a type of free recitative mostly based around a single note, used for intoning the psalmody that formed the greater part of the medieval liturgy. 
There is also evidence from a much later period that poetic delivery relied on very simple, rather monotonous recitation. Iolo Morganwg claimed in his own treatise on Welsh music (c.1800) that he had encountered a particular style of ‘ancient Northwalian singing’ involving ‘the same dull chant … nothing better than a tolerable drone to the harp’, irrespective of what the instrumentalist happened to be playing as accompaniment.
 More particularly, he added that ‘the most ancient Welsh poetry and indeed all that we have down to the 14th or 15th century can never be adapted to any kind of tune but those chants’.
 Iolo made other observations (apparently derived in part from William Owen Pughe) that it was well-established practice to ‘sing to the harp in a droning chant’, and that it was still customary for poets and reciters to meet together with a harpist (and sometimes a crythor or fiddler too), who would play various tunes. The singers would perform to them ‘in a kind of chant or recitation tone, using every kind of verse or stanza indifferently … making thereunto a kind of bass or second’. It was no easy matter to acquire such a skill, although Iolo emphasized that ‘skillful singers can adapt any kind of verse, couplet or stanza, to any tune whatever with ease’. We might even speculate whether this manner of declamation shared some similarity with the hwyl of Nonconformist preaching, defined by the biographer of John Jones Talysarn (1796–1857) in 1874 as a kind of recitative, half-chant and half-speech (though closer to speech).
 The harper John Parry, ‘Bardd Alaw’ in 1809 made more than one reference to the fact that a singer would chant on the fifth of the key, while the harper played whatever he wanted. There may therefore be a very ancient tradition of poetic recitation in Wales whereby the ‘melody’ of the reciter mostly occurred on a single note or perhaps two notes; in this respect Daniel Huws notes the idiom ‘canu cywydd y gwcw’ (‘singing the cuckoo’s cywydd’).
 There is also a wider significance to the observations of Iolo Morganwg and John Parry, for although the technique of penillion singing described by them was evidently distinct from fourteenth-century practice, there is still a strong suggestion of continuity in other respects. The real skill for a datgeinydd of any period seems always to have been the matching of any of the poetic metres to one and the same tune (or cainc), and the greatest challenge was evidently to sing an awdl convincingly in this manner (where the metre could change constantly).
 The later evidence is therefore an important part of this exploration of medieval practice, and we shall return to the technique of canu penillion below. 
Matching Dafydd’s poetry to musical accompaniment
It is already clear that there was more than one way of performing Welsh strict-metre verse during the Middle Ages. Dafydd ap Gwilym himself evidently accompanied his own verse in the manner of the poet-harpers described in the Law of Hywel Dda, though the fourteenth-century bardic grammar suggests that the professional declaimer (kerddawr, datkeinyat) was also a fixture by Dafydd’s lifetime, and Dafydd himself speaks of paying another group of entertainers – those lesser minstrels known as y glêr – to perform his own poetry for desirable girls.
 Rendition of a poem by an unqualified clerwr may have involved nothing more than the tapping of a staff in time to the metrical accents of the poem, if we may indeed interpret the problematic term bastynwas (bastynwr) in that manner, but a more sophisticated datgeiniad seems to have used harp (or perhaps crwth) accompaniment, provided either by himself or an independent instrumentalist.
Despite the expansion of the indigenous musical repertory during the fifteenth century, Dafydd’s poetry likely went on being performed with either staff or instrumental accompaniment until at least the early seventeenth century. Though it is not entirely clear how many performers were involved, one feature remains abundantly clear. The poetic text itself was invariably declaimed by a single voice, as Dr Meredydd Evans has emphasized.
 Morris Kyffin, discussing congregational psalmody in his Deffynniad Fydd Eglwys Lloegr (1595), observed that ‘everyone’ knew that it was not customary for more than one man to sing an englyn, awdl or cywydd,
 and the same sentiment was reiterated by Edmwnd Prys as late as 1621 in the preface to his metrical psalter, Llyfr y Psalmau. Prys also added that only a scholar could expect to master a cywydd or other ‘learned’ poem.
  The reasons for this are self-evident. Dafydd ap Gwilym and his fellow cywyddwyr did not, of course, use lyrical song metres, and – as noted above – considerable skill was required to sing or declaim an awdl, an englyn or a cywydd effectively – all are forms of strictly syllabic poetry that lack a predictable stress pattern. Indeed, irregular metrical stress is a highly idiosyncratic feature of Welsh canu caeth and an essential part of cynghanedd, that unique pattern of ornamental sound correspondences arising from the inventive use of rhyme, alliteration and assonance. As the prifardd Mererid Hopwood has recently observed, each line of cynghanedd poetry has ‘a certain beat that holds [its] music together’,
 while John Morris-Jones similarly argued in that seminal work, Cerdd Dafod, that the ‘beats’ inherent to a line of Welsh strict-metre poetry are effectively more significant than its syllable count.
 
The implications of musical accompaniment become even more clear when we consider that the irregular ‘beats’ or stresses of syllabic poetry can vary dramatically from one line to the next. This relates not only to their relative position within the line, but also to their total number. The seven-syllable line of the cywydd deuair hirion beloved of Dafydd ap Gwilym, for instance, presents a performer with a series of challenges. First, the total number of moveable stresses or ‘beats’ within each line will vary between three and four;
 second, some stresses will be lighter than others; and third, the poem as a whole is constructed as a series of couplets with an ‘uneven’ end-rhyme, where a stressed syllable always rhymes with an unstressed one. On top of this, the declaimer has also to convey the intricacies of the several different species of cynghanedd, and cope with the sangiad (that interruptive break or ‘aside’ in the flow of a sentence that Dafydd himself uses to such good effect). No wonder that clarity and imagination featured so highly within the portfolio of skills required of a fourteenth-century datgeiniad, and that the Statute required his later medieval successor to have a sound grasp of poetic structure and technique! The view expressed by a number of modern writers (some of them highly accomplished poets themselves) that any accompaniment must have been subservient to the text is surely correct, for it was vital that the verbal dexterity of canu caeth remained fully audible.

The nature of such accompaniment (whether involving an instrument or not) nevertheless remains highly speculative, and we must remain open to several possibilities. The simplest option (available even to those with relatively restricted skills) must have been the staff, although it is unlikely that this primitive tool enabled the poetic craft to reach its full potential. The copy of the Statute printed by Siôn Dafydd Rhys in 1592 specifies that the staff could be used to accompany both cywydd and awdl (omission of the englyn may be an oversight here), and the chief requirement for a datgeiniad pen pastwn was presumably to mark the main ‘beats’ of each line clearly. A self-accompanying harper (who needed to work within musical and textual parameters simultaneously) perhaps adopted a comparable approach: Terence McCaughey has observed with regard to Scots and Irish syllabic poetry of variable accent that no more than ‘a chord, arpeggio or strum’ may have been used to mark some or all of the stressed syllables, and this is also the technique used for the editorial accompaniment provided in Figure 11 above.
 An independent instrumentalist working in conjunction with a reciter may have attempted something a little more ambitious, although the overriding principle that the poetry could not be masked surely prevailed. 
The theory that the cywydd – which the Statute implies was indeed sung with musical accompaniment – could be accompanied by a regular metrical rhythm was posited as early as 1911 by J. Glyn Davies,
 and has been extended recently by Peter Greenhill with specific reference to the music of Robert ap Huw’s manuscript.
 Davies observed that each couplet within the cywydd comprised an average of seven ‘beats’, which could easily be rounded up to eight by adding a caesura at the end of any three-accent line. In this manner, he argued that a cywydd could be set to music by treating all accented syllables as crotchets (or dotted crotchets) and all unaccented ones as quavers (or semiquavers), implying a duple time signature of 2/4 or 4/4. A series of simple rhythmic patterns thereby resulted, and Davies suggested that many poems could ‘be thus recited or sung to the tap of a metronome without any further manipulation’. He also noted some difficulties: it was unclear how a shorter poetic line with just two ‘beats’ should be treated, where exactly rests should be placed, and whether a ‘forced stress’ on the first syllable of the line could be allowed. 
Peter Greenhill has noted that Davies’s system nevertheless creates heavy distortion of the text, and whereas this can be acceptable in song idioms that rely on the pattern of stressed and unstressed syllables remaining relatively constant from line to line (as in lyric poetry), its application to canu caeth is more problematic. Working from his deduction that most of the Robert ap Huw repertory is united by a single rhythmic and fully mensural scheme (which as we have seen, works on the principle that one digit of the underlying mesur in transcription generally occupies a standard bar of four equal beats, as may clearly be seen in Figure 12), Greenhill has undertaken a full exploration of the technicalities of matching poetry and music. This attempts to test whether the strict metrical scheme proposed for the music can also carry the verse, and begins from the premise that canu caeth (and indeed syllabic verse in general) was delivered in a natural speech rhythm, with no expectation that the syllables should be timed evenly.
Greenhill’s extensive analysis of various forms of poetry (covering syllable count and length, structural rhyme, cross-linking between lines, tonal accent, stress accent, cynghanedd accent, different types of cynghanedd and verse metres, and stanzaic division) suggests that much Welsh syllabic verse may indeed be matched successfully with the cerdd dant of Robert ap Huw’s book. The method proposed entails a simple dovetailing of the basic metrical unit of the verse – defined as the line – and the basic metrical unit of the accompaniment – defined as the digit (one bar in transcription). It is argued that this form of matching can accommodate virtually all of the metres irrespective of their syllable count, enabling the poetic text and the notes of the musical accompaniment to be delivered at a complementary pace. In essence, the regular sub-beats of the musical digit define the placing of the strong metrical accents in the poetic line (whether numbering two, three, or four), while the intervening unstressed syllables are also delivered in a measured way, following the same fundamental rhythmic scheme as the shorter notes of the ‘melody’, heard in the upper hand of the accompaniment (which Greenhill proposes are ‘pointed’ in long-short patterns, as seen in his transcriptions included here). This fully measured musical scheme therefore enables syllabic poetry to be delivered in similar patterns and densities to the notes of the musical accompaniment, while preserving both an accentuation and timing natural to speech. The method is said to work not only for declamation at a slow pace, but also when a relatively rapid tempo is adopted (and it is noted that other forms of early syllabic poetry are traditionally delivered at a fast pace in certain areas of Gaeldom, such as the Scottish Hebrides).
 Greenhill matches the opening lines of Dafydd ap Gwilym’s ‘Trafferth mewn Tafarn’ with ‘Cainc Dafydd Broffwyd’ to illustrate his theory (Figure 12).
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The need for a focused, precise approach in terms of poetic rhythm becomes very apparent here, although Greenhill maintains that there should be no expectation of an exact fit between the syllables and the melody notes of the accompaniment, not least because each poem – and indeed each line – is virtually unique in its timing.
 Rather voice and instrument are allowed to imitate one another, producing a natural rhythmic counterpoint. Although no recordings are available to illustrate his method, the author reports that this can be done with great ease once the performers are familiar with the idiom, so that the need for extensive rehearsal and preparation becomes redundant, and ‘a naturally-flowing delivery with sophisticated syncopation, especially in the complex timing of the chiming phonemes’, is made possible.
 Greenhill thus judges this apparent resolution of ‘the apparent paradox of syllabic verse in a stress-accentual language’ to be of profound artistic significance, since a ‘dense’ line of ten syllables can be accommodated by exactly the same musical line as one of just six syllables. He concludes that ‘the metrics of versification seem thus to have evolved to capitalize on our natural facility with speech delivery’, and that the tongue functioned essentially as a ‘percussive instrument’.
 Further examples of the rhythmic setting of poems according to Greenhill’s method will be forthcoming shortly.
Counterpoint is also a concept discussed by the poet Tony Conran with regard to the cywydd – though this time in relation to the text itself, which he sees as playing off one idea, image, or voice against another.
 He even suggests that the development of Dafydd ap Gwilym’s favourite form went hand in hand with musical development, because it offered potential for a genuine union between the two crafts. The ‘descanting’ of a text over a simple musical accompaniment could not only bring out the metrical chiming of cynghanedd and metrical accent, but also articulate the sangiad and the interplay of imagery and syntax. He proposes that the harp functioned as the stable controlling factor, rather like a cantus firmus, the ‘fixed melody’ that served as a compositional basis for much polyphonic music from the fourteenth to the sixteenth centuries. Indeed, he speculates that the dominance of the cywydd was possible only because an indigenous instrumental repertory had evolved in such a way ‘that harpist and singer could go on as if independently of one another’.
 Like a number of other writers, Conran argues for percussive use of the harp to underline metrically important syllables, though he adds that an instrument could also be used in other ways in other poetic forms. Judicious use of cadences on the main rhyme, for instance, might have helped an audience make sense of the more serious awdl, defined by its cumulative end-rhyme. He also offers a fascinating suggestion for the four-line englyn, observing its similarity to the four-line rann of Irish strict-metre poetry (dán díreach), and speculating that Welsh poets (well before Dafydd ap Gwilym’s own lifetime) may have remembered Irish tunes and begun setting their own verse to them. Here he cites Phyllis Kinney’s extensive analysis of Welsh folksongs in traditional metres, which reveal that many of the associated tunes are of narrow range, sometimes encompassing no more than a pentachord. Often these melodies will also have a declamatory opening on the dominant (fifth note) of the scale, a possible indication of much earlier origins that recalls some of the remarks made in the nineteenth century (cited above) regarding the technique of singing a counter melody (cyfalaw) when singing penillion.

So how might these various ideas for accompanying canu caeth translate into practice? In recent years there have been several experiments, most of which have drawn on Robert ap Huw’s indigenous harp repertory for material.
 No recording is yet available of any of Dafydd ap Gwilym’s own poetry, although there are examples from the work of the later cywyddwyr. Most of these experiments display a creative approach to the music itself, although sadly some have overlooked features inherent to the poetry. The Finnish group Yr Awen, for instance, led by Dr Pekka Toivanen, has recorded two cywyddau to the accompaniment of harp and medieval fiddle (the last used as a substitute for the crwth).
 ‘I Wragedd Eiddigeddus’ by Gwerful Mechain (fl.c.1480), comprising 58 lines of text (two of which are inadvertently omitted) is combined with two pieces simultaneously. ‘Cainc Dafydd Broffwyd’ functions as an instrumental introduction and recurring interlude, while sections of ‘Gosteg Dafydd Athro’ are used as accompaniment to the text itself. The gosteg is based on one of the simplest of the 24 mesurau of cerdd dant, corffiniwr (written 1100 1011), and incorporates an unchanging diwedd (or ‘refrain’ element) after each of its thirteen ceinciau (seven of which are selected here: 1, 2, 5, 6, 10, 11 and 13). The female reciter moves between heightened speech and improvised melody, in most instances dividing the text into equal quatrains separated by clear rests. (There are also two units of three lines and another of six). The effect is by no means unpleasant and the fiddle is used to good effect to articulate the regular ‘beats’ of the measure, but the overall sense of the text is quite lost, let alone its sophisticated metrical qualities. The same is true for lines 24–47 of the ‘Marwnad i Dafydd Maenan’ by Wiliam Cynwal (d. 1587/8), which is set to the first nine ceinciau of Robert ap Huw’s ‘Caniad Ystafell’ (heard on the website as a solo piece, item 6 in the recording of the concert). Here the first cainc and its diwedd are played by instrumentalists alone, with the reciter entering – plausibly enough – at the second cainc. Again the words are sung to a lyrical (and rather lovely) improvised melody that retains its shape on each appearance; again the text is mostly divided (if somewhat artificially) into equal quatrains with the diwedd functioning as an instrumental ritornello; but again the poem itself is almost unrecognizable. 
The duo Bragod (comprising the crwth player Robert Evans and the singer Mary-Ann Roberts) have also set part of a cywydd and various englynion to music from Robert ap Huw’s book. This is a bold, more dramatic experiment, where the reciter attempts to match her voice closely to the buzzing sound of the crwth; she also uses physical gesture in the manner of the Irish rakry (Figure 9). Fourteen lines of an early sixteenth-century cywydd by Gruffudd ap Dafydd ab Howel (fl c.1480–1520) seeking a crwth, ‘Prennol teg bwa a gregis’, are matched with the first four (very short) ceinciau of ‘Caniad y Gwynn Bibydd’, based on the measure Tytyr bach (0011 0011) – a piece that lacks a diwedd. The text is divided into units of 8, 4 and 2 lines respectively, and again the singer improvises a free melody over the cainc. In this instance much more attempt is made to preserve the meaning of the text, but again the verbal intricacy of the text and the metrical ‘beats’ of each line are submerged, not least because melisma is applied to some key words. Gruffudd ab Adda’s englyn ‘E gâr meinwar fy mun’ and two later englynion all follow similar principles: each one is set to the brief ‘Cainc Gruffudd ab Adda’ (played twice over to accommodate each englyn). Bragod’s recording also demonstrates the potential of the measures of cerdd dant to create completely new musical material. Their setting of ‘Ystorya Trystan’ sets a series of three-line englynion milwr over the measure mak y mwn hir, comprising 24 digits split into two near-identical halves (1111 0000 1010 . 1111 0000 1011), and this is used as the basis for a new tune that lies within the compass of a fifth. Lesser characters sing a version of the melody that ends on the weaker tyniad digit (0), while more prominent characters end on the stronger cyweirdant (1).
By far the most convincing practical experiment in accompanying text took place in 1999, when Dr Meredydd Evans and Phyllis Kinney, working with the harpist Elinor Bennett, matched a cywydd, an awdl, an englyn and a gosteg of englynion with four items from Robert ap Huw’s book.
 Gruffudd ab Adda’s englyn was again set (more successfully) to ‘Cainc Ruffudd ab Adda’; Gruffudd Gryg’s cywydd ‘Y Ferch Anwadal’ to ‘Gosteg Dafydd Athro’; Lewys Glyn Cothi’s awdl ‘Moliant Siancyn Winstwn’ to ‘Caniad Kydwgan’; and Gruffydd Robert’s poetic gosteg ‘Y Deg Gorchymyn, a alwai’r hen Gymry y dengair’ (1584) to ‘Yr Osteg Fawr’ (also known as ‘Gosteg Ieuan ap y Gof’). Two key principles were observed throughout: it was essential that the accentual nature of the poetry should be respected at all times (melismatic decoration was shunned); and the metrical ‘beats’ of each line, although irregular, were always matched with the musical ‘beats’ of the cainc itself, defined by the measure and sustained by the harper’s lower hand. This broadly concurs with Peter Greenhill’s suggestion, discussed above, although in this case the accompaniment moves at a faster pace, with four digits of the measure (as opposed to a single digit) matched to one line of poetry: the digits themselves therefore provide the main musical accents rather than the sub-beats contained within each one. As a result the instrumentalist gets through each component cainc relatively quickly: a cainc comprising one statement of an eight-digit measure (such as mak mwn byr, written 1100 1111) will therefore accommodate a couplet, while the sixteen-digit trwsgwl mawr (0000 1111 0000 1011) can accommodate a quatrain.
 Again this method works for poetic lines with different stress patterns and with different syllable counts. Further examples of Dr Evans’s method may be heard in the recording of the concert on this website, where he is accompanied by the harpist Bethan Bryn. Three of Dafydd ap Gwilym’s poems are set to pieces from Robert ap Huw’s book: ‘Cywydd yr Wylan’ (set to part of Gosteg Dafydd Athro), ‘Englynion Ifor Hael’ (to part of Gosteg Ieuan ap y Gof) and ‘Awdl Foliant Ieuan Llwyd’ (to part of the set of Cwlwm Cytgerdd on Makmwn Hir). The musical transcriptions in this case follow those of Paul Whittaker (1974).

In all cases (albeit with the inevitable caveat that none of Robert ap Huw’s repertory is necessarily intended as poetic accompaniment) the pieces were selected carefully as suitable partners for each textual form. It was deemed essential to locate items where the length of the integral ceinciau would complement the poetic line, and where the upper part remained relatively simple and unadorned. Particular attention was paid to pieces incorporating an integral diwedd – the repeated element that could serve as a stable instrumental refrain between each block of text (as occurs in Yr Awen’s rendition of Wiliam Cynwal’s cywydd). This limited the musical choice to three of the four gostegion (the last is incomplete) and some of the caniadau. The interest in the diwedd arose from two factors. The first concerned a couplet in ‘Ymddiddan y bardd a’r Eos’ by Richard Hughes, Cefnllanfair (1565–1618) that may imply a link between the diwedd[iad] and vocal performance;
 the second drew on a possible analogy with the later seventeenth-century technique of canu penillion (some vestige of which may still be seen in contemporary cerdd dant).
 Though dismissed by some writers as a much later invention,
 canu penillion – as suggested above – does indeed share something with medieval cerdd dant: the poetic stanzas are set to an underpinning harp passage (albeit one based on a lyrical melody with modern harmonies) with a stable instrumental interlude serving as a bridge between each verse – a possible echo of the medieval pattern of cainc and diwedd. Another idiosyncratic feature of canu penillion is that verse and accompaniment do not coincide in terms of length, requiring the singer to ‘strike into’ the harp tune at a point that enables him to finish each verse simultaneously with the instrumentalist. This flexible principle allows different poetic metres to be set to the same group of tunes, and it was also adopted in the 1999 experiment: the declaimer would simply delay his entry if the number of ‘beats’ within the accompanying musical cainc exceeded the beats of the poetic unit.
All of this inevitably necessitates some preparation on the part of both declaimer and instrumentalist, and it is vital that the main poetic accents are clear. In practice, the first metrical accent of each line will coincide with a strong beat within the accompanying cainc itself (bearing in mind that each bar of the cainc, in transcription, generally comprises four beats). Other metrical accents are allocated to successive musical beats, and the remaining syllables (which of course vary in number) are accommodated flexibly in between, often allowing the reciter a brief rest at the end of the line.
 Delivery is taken at a relatively steady pace to allow the cynghanedd to blossom, and the whole delivered in a form of heightened declamation – again suggesting something of the hwyl. Dr Evans also demonstrated that pitched delivery (something in the style of the counter-melody used in early penillion singing) might be used as an alternative, although the tune needed to be extremely simple (and it invariably remained within the range of a fifth). The overall structure of the accompaniment was treated fairly flexibly: the first cainc formed an instrumental introduction, and later ceinciau were simply omitted if there were too many for the piece in question.
The presenters thus demonstrated that Gruffudd ab Adda’s englyn (which comprises fourteen main accents) could be set very satisfactorily to two successive renditions of ‘Cainc Ruffudd ab Adda’ (providing a total of sixteen digits: see Figures 1 and 2, and William Taylor’s rendition, item 7 in the recording on the website), while a gosteg of englynion (here represented by ‘Y deg gorchymyn’) could be partnered with the component ceinciau of a musical gosteg, with each englyn in the chain separated by the recurring diwedd. ‘Gosteg Ifan ap y Gof’ itself has thirteen ceinciau set on another very simple measure, makmwn byr, which comprises two identical statements of the pattern 1100 1111. Each cainc therefore has sixteen main ‘beats’, and each four-line englyn within the gosteg fourteen, enabling the reciter to count himself in on the third beat of each cainc to finish simultaneously with the harper. A similar procedure was followed with the awdl ‘Moliant Siancyn Winstwn’ (which combines two different 16-syllable metres, the englyn unodl union and gwawdodyn byr). This was matched with the more complex piece Caniad Cadwgan, where the length of the ceinciau is inconsistent: most have 26 beats, but two have 24 and one 20. This necessitated a more careful approach: the datgeiniad was required to count 4 before breaking into a 20-beat cainc, but 10 with a 26-beat cainc. Lastly, Gruffydd Gryg’s cywydd was set to the ten component ceinciau of ‘Gosteg Dafydd Athro’, based on two successive statements of the measure korffiniwr (1100 1011 1100 1011, totalling 32 digits: see Figure 13). In this case the text was divided into six-line ‘stanzas’, each stanza comprising somewhere between eighteen accents and 24 accents; again the reciter counted himself in as appropriate.
A comparable model can also be applied to other poems, including some of those by Dafydd ap Gwilym, as may be heard in the recordings on the website. Inevitably the reciter’s task is easier when the poem has a ‘regular’ structure, such as Dafydd’s awdl to Ieuan Llwyd of Genau’r Glyn (no. 7, recorded as item 3), which comprises twelve 4-line stanzas on the metre gwawdodyn byr.
 Each of its four lines (comprising 9, 9, 10 and 9 syllables respectively) has four accents, giving a regular total of sixteen accents per stanza – easy enough to match with a cainc that has sixteen beats (and indeed, no fewer than seven of the 24 canonical measures of cerdd dant comprise sixteen digits). Even some of the more irregular forms, like the sequence of four-line englynion unodl union addressed to Ifor Hael (no. 12, recorded as item 2), can be set with relative ease: here each component englyn has either twelve, thirteen or fourteen accents, six of them in the opening paladr, and either six, seven or eight in the closing esgyll; in each case a cainc based on a measure of either 12, 14 or 16 digits could therefore be employed as accompaniment. But while englyn, gosteg and awdl may lend themselves relatively well to ‘stanzaic’ treatment, the cywydd is much more problematic. Many of Dafydd’s cywyddau do not remotely allow division into the regular six-line blocks employed for Gruffudd Gryg’s ‘Y Ferch Anwadal’. ‘Yr Wylan’ itself (as may be heard in the recording, item 1) requires a much more flexible approach, here represented by textual units of variable length: two blocks of six lines are followed by one of eight, another of six, and a closing quatrain; each separated by the diwedd. Still more problematic is a dialogue
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Figure 13: The second section (cainc) of ‘Gosteg Dafydd Athro’, followed by its accompanying diwedd. The measure (korffiniwr, 1100 1011 1100 1011) is played twice through (with the second statement marked by the double bar in the transcription). The pattern of the measure is modified slightly in the cainc but appears in its original form in the diwedd. Each digit (comprising just two sub-beats) occupies one full bar throughout.
poem like ‘Ei Gysgod’ (no. 63), whose text falls into a series of highly uneven units ranging from single couplets to a block of eighteen lines – and to override these natural divisions would lose the two distinct ‘voices’ of the poem. In this instance – as with so many other cywyddau – the only viable unit for musical setting seems to be the couplet itself, which may contain anything from six to eight metrical ‘beats’.
The need to accommodate the couplet brings us full circle to Dafydd ap Gwilym’s own use of the term cainc, and the two brief free-standing ceinciau that survive in the Robert ap Huw manuscript. As it happens, both are based on non-canonical measures, although that does not make them any less viable to serve as accompaniment. As we have seen, ‘Cainc Ruffudd ab Adda’ has eight digits (0100 1111), and ‘Cainc Dafydd Broffwyd’ has sixteen, formed from two repeated groups of four (1110 x 2; 1001 x 2). Could it be that poetic recitation was really far simpler than has thus far been envisaged, with the same musical fragment simply repeated over and over on the harp, with the declaimer either using heightened speech or else a very simple syllabic melody? To modern ears this might seem monotonous, but we have already emphasized the intrinsic musical qualities of canu caeth itself, and the requirement that any form of accompaniment be simple and uncluttered (particular where the self-accompanying reciter, such as Dafydd himself, was concerned). Perhaps the lost ‘Cainc Dafydd ab Gwilym’ listed in NLW MS Peniarth 55 was used in exactly this manner to accompany a number of Dafydd’s poems – englyn and awdl included, as well as the cywydd. This would indeed imply that the longer cainc-based pieces found in the Robert ap Huw music were intended as more elaborate solo repertory, but one related organically to a ‘base’ cainc used for accompaniment. The performance of solo repertory – whether as introduction or interlude or simply as part of an evening of varied entertainment – could therefore form a very natural and very direct complement to the poetry itself.
One other group of pieces is also worth consideration in this respect – the four sets of ‘exercises’ in Robert ap Huw’s manuscript entitled clymau cytgerdd (a term used by Dafydd ap Gwilym himself, as we have seen). The first set (whose opening is shown in Figure 14) may be heard as an accompaniment to Dafydd’s ‘Awdl Foliant Ieuan Llwyd’ (item 3), where the fixed metrical pattern can clearly be heard in the lower hand throughout. As here, each set of clymau cytgerdd comprises 24 component ceinciau based on a skeletal pattern of repeated chords defined by one of the canonical measures. The music is nevertheless unusual in that the ‘melody line’ that characterizes other pieces in the repertory is largely absent. There is also no diwedd element, although some of the ceinciau have a miniature ‘cadenza’ added on the penultimate note – perhaps a brief flourish that enabled a reciter to draw breath. 

Figure 14: The first three ceinciau of the set of clymau cytgerdd on mak mwn hir (1111 0000 1010 . 1111 0000 1011) from Robert ap Huw’s manuscript (p.23). All of the component ceinciau (marked with roman numerals) are based on this same measure, but call for different figuration in the upper hand. The penultimate chord in each case is decorated with a short ‘cadenza’ in the upper hand.
Several writers have suggested that these pieces may have been intended for poetic accompaniment, with the term cytgerdd implying joint performance.
 Peter Greenhill has speculated that these clymau cytgerdd may even relate to the lost prifgeinciau, the thirteen (or fourteen) tunes that were allegedly linked so closely with delivery of the cywydd: he further suggests that the additional eleven (or ten) ceinciau making up the full cwlwm cytgerdd might then represent the mysterious cessailweision referred to by Siôn Dafydd Rhys (see Table 1 above). The argument is that while fourteen of the clymau introduce new melodic figures, the others are mere variants on the same material, involving nothing more than the raising of one or more notes.
 The first three sets of clymau cytgerdd in Robert ap Huw’s book are each based on a single measure, but use slightly different figuration for each component cainc: set one (Figure 14) uses the lengthy 24-digit mak y mwn hir (1111 0000 1010 . 1111 0000 1011); set two the much shorter mak y mwn byr (1100 1111); and set three the uneven 7-digit mak y delgi (0111 011). Set four follows a different principle, and reminds us that these pieces may well have been written out primarily for pedagogic purpose. Here each component cainc adopts identical figuration in the upper hand, but the complete cwlwm (comprising 24 ceinciau) runs through the full sequence of canonical measures, most of which are arranged around 4-digit units, as two of the examples above show. Could it be that some (or even all) of these measures were intended to partner different types of verse, and that the Irish etymology of some of the titles reflects that very early association between poetry and music in Wales and Ireland, mentioned above?
 All of this calls for much more extensive exploration, but we cannot fail to be struck by the potential implications.
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Figure 15: Cân y Pastwn
One final piece of evidence, though from a far later period, has also been signalled by Dr Meredydd Evans as of potential importance with respect to the cywydd itself.
 In the early years of the twentieth century, the scholar-collector J. Lloyd Williams published a melody called ‘Cân y Pastwn’; a very simple tune in two halves, shaped mostly around the tonic chord of F major (see Figure 15). His source has never been identified, although the material may well be of seventeenth- century origin.
 The tune comprises sixteen strong ‘beats’, with the first (textless) half suggesting 3/4, and the lilting second thalf – comprising a refrain that begins ‘Ram ti ram ti rwdldiro’ – 6/8. Might there be here an echo of the technique used by a medieval pastynwr, where the ‘ram’ of the refrain signals the regular tapping of the stick? The eight beats of the first part of the melody would indeed mirror the maximum number of ‘beats’ found in a couplet in cywydd deuair hirion, suggesting that declamation proceeded on a couplet-by-couplet basis, with each couplet or pair of couplets separated by a fixed percussive ‘burden’. The opening four couplets of Dafydd ap Gwilym’s ‘Y Gainc’ were sung in this manner at the concert (item 4), the refrain occurring after every two couplets.
This exploration of the ‘musical’ aspect of Dafydd ap Gwilym’s poetry has throughout emphasized the lack of direct evidence, and the need to remain open to a range of possibilities. We can still do no more than speculate where poetic accompaniment is concerned. However, it is worth signalling that the great strides made recently in our understanding of the repertory of indigenous music, and particularly that embodied in Robert ap Huw’s book, have produced a renewed impetus to look at the technique of poetic recitation afresh – and indeed the complex marriage of cerdd dafod and cerdd dant in its entirety. Experimentation continues apace, and it is only thus that these and other emerging theories can be tested for their viability. Yet it is salutory to remember that the setting of canu caeth has been a preoccupation of scholars, collectors and performers for centuries – and that this ongoing quest is an important part of the process whereby we may identify and interpret a music that Wales may indeed claim as its own.
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Table I: The Role of the Datgeiniad
Early references in the bardic grammar etc
	Peniarth 20 (c.1330)

GP, 58 cyf./transl. Daniel Huws

	Tri pheth a beir kanmawl kerddawr, nyt amgen: dychymycvawr ystyr, ac odidawc kerddwriaeth, ac eglur datganyat.

Tri anhepkor kerdd ysyd, nyt amgen: medwl digrif, a messureu kerddwryaeth, a thauawt eglur wrth y datkan.
	Three things earn a cerddor praise, to wit: highly imaginative meaning/substance, and splendid music, and clear declamation.

There are three indispensibles of cerdd, to wit: inventive thought, and musical mesurau (measures), and a clear tongue when declaiming.

	RBH 
(1382 x 1410)

GP, 17 cyf./transl. Daniel Huws
	damwein yw kaffael datkeinyat a datkano kerd yn gwbyl megys y kano y prydydd
	… seldom does one find a datgeiniad who declaims a poem exactly as does the poet.

	NLW MS Peniarth 267, pp. 53–64

REDW 88, cyf./transl. 336 (adapted).
	… Dafyd yn ur diert dissas, heb neb yn ei adnabod yno, a heb dybiaid ei vod ef yn brydyd onid ryu Glerur neu Datcaniad …
	Dafydd [ab Edmwnd] was a simply dressed stranger, whom no one knew there, and no one supposed him to be a bard, but rather some clerwr or declaimer …


Statud Gruffudd ap Cynan (The Statute of Gruffudd ap Cynan)
	Version of Statute for 1523 eisteddfod

BL Add 19711, mbs 2–12 (copied by William Llŷn (1534/4–80)

Transcribed REDW 163–4, transl. 353–4.
	A llawer o wahani[a]d yssydd Rwng gwnaethvriawdr ac

atkeiniad kans gwnaethuriaidr a wyr gwnaethûr pob peth ac

atkeiniad y ssydd yn kanv peth awnaeth ef or blaen achos y neb a fo yn gwnaethûr y peth nî wnaethbwyd erioed ac na wypo neb o atgeinid ymvssig beth avo hwnnw piav y glod ar braînt oi blegid ar neb avo yn kanlyn ygelvyddyd a heb wybod gwnethur dim val anivail yddydys yni gyfflybû os kanmol vwchder llyverydd yr assen ar yr Eos ai ar llaw yn vwchaf o vwchder llais am hynny nid yr vwchaf a gano a roir yn ddoethineb ar dysg …

… Ac i benkerdd nev athraw o gerdd Tavod i perthyn bod

atkeiniad i atken y gerdd a bryto Ef Trwy awdurdod kelfyddyd ar

atkeiniad hwnn a berthyn iddo wybod darllaîn kymraec a gwybod i wythrann ymadrodd i silltavav a gwnaethur ynglyn yn devlûaidd i ddiddanv Rianedd a gwrageddda a gwybod dosbarth ac atkan Tair kaînk prydyddiaeth ynglyn kywydd ac awdl a chyvanabod o

bydd bai ar bennill o waith prydydd ai ddangos i brydydd a disyf

arno i roi yni le a gwnaethûr diwyd wasanaeth ir prydydd ai

ddilud a gwisgo am dano a diosg am dano a dwyn dwfr a thwel iddaw a chwbl oi wasaeth kyvreidiol am benn hynny ar Rodd a ddichon Ef i sialaens yw grod

Ac wedi hynny y dichon atkeiniad vwyhav i rodd godi i radd drwy: awdûrdod kelvyddyd kerdd dant nid amgen dysgv i blethidav oll a ffroviad kyffredin ai ostegîon a thair ar ddec o brif geînciav ai gwybod yn iawn yn i partiav ac atkan i gywydd gida hwy a gwedi hynny y dichon Ef sialens grod drachefn o rann Tannav ac velly ac velly [sic] y gall atkaniad sialens dwy rod

Rwng Tavod a thant ac nifferthyn i atgeiniad glera ar gylchwyl

ond Trwy ddilid pennkerdd o gerdd davod nev o gerdd dant.
	And there is a great difference between a maker and a declaimer, because a maker knows how to compose everything and a declaimer sings something that he made before, because he who composes that which was never composed and which if it is performed no one knows what it is, that one deserves the praise and the honour because of it, and he who follows the art and does not know how to compose anything may be compared to an animal, in praising (to the) braying of a donkey compared to the nightingale or, on the (other) hand, to the loudest loud voice. Therefore it is not he who sings loudest who is considered wise in learning …

… And for a master poet or a teacher in poetry it is fitting that a declaimer perform the poem that he composes by the authority of the art, and it is fitting that this declaimer should know how to read Welsh and know its eight parts of speech, its syllables, and how to compose an englyn in the manner of a household bard [yn devluaidd] to amuse young ladies and gentlewomen, and know the classification and declamation of the three branches of poetry – englyn, cywydd, and awdl – and realize if there is a fault in a verse of a poet’s work, ans show it to the poet and ask him to put it right, and serve the poet diligently, and follow him, and dress and undress him, and carry him water and a towel and all such service for him on top of that, and the reward that he can demand is a groat.

And after that a declaimer can increase his reward and raise his degree by the authority of the art of music, that is, learning all its plethiadau and a common profiad and its gostegion and thirteen prifgeinciau and know them well in their parts and declaim his cywydd with them, and after that he can demand a groat again with respect to the strings. And in such a way a declaimer can demand two groats between tongue and string, and it is not fitting that a declaimer should travel a circuit, except by following a master craftsman of poetry or of music.




	Version of Statute for 1567 eisteddfod

Peniarth MS 158B, pp. 81–9
(c.1587)

REDW 172–6 (176), cyf./transl. 360–4 (363–4), adapted.
	hefyd i mae datganiad a ddylid son am i swydd er nad oes vn radd

iddio kanys yfe ywr penna or gylfyddyd hono ar kysefin henw yn

tylevwr ag vn rodd a disgyblaidd ag ef a ddyle wybod part o

dair kylfyddyd nid amgen o ran y posfeirdd i dylav wybod i

silldafav ai ganganheddion a medry gradd disgybl ysbas graddol o

gerdd dafod fal i gallai wybod a fyddai gerdd yngham a medry

i rhoi yn i lle

hefyd Raid yw iodd o wybod peth o swydd yr arwyddfardd sef yw hwnw iachwr a Rodd yr arwyddfardd i bob ty i del a gwybod iach y gwr o dadidad ne o fam i bo yn dal tir i bymtheg llwyth ne frenhin llwyth ne wehelyth i rodd ef yw keiniog ag os medr ddwyn y wraig hefyd i maerhodd yn ddwy geiniog ai gwrs vnwaith bob dair blynedd ef a ddyle fedry disgreio arfav a gwybod chwedlav tylevaid

hefyd Raid yw iddo wybod ar delyn ne grwth dair ar ddeg o brif

geinkiav a chanv gidanhwy ai dafod a medrv gosod bwrth ai godi

garbron pen defigion kerfio ne dori pobath ar y deryn gwyllt a

bod yn wasnaethgar a chadw r pynkiav vchod ag fal dyna y pedair

kerdd raddol ned amgen prydydd telyniol krythor a dadganiad
	Also there is the person who declaims, and his job should be discussed although he has no degree, because he is the foremost of that art and the original title is household servant, and he is entitled to the same reward as an instructable apprentice. And he should know part of three arts, namely, like the poets who devise riddles, he should know his syllables and his cynghanedd and be able to attain the degree of a temporary apprentice with degree in poetry, so that he can know if a poem is faulty and be able to put it right. 

Also he must know some of the job of the herald-bard, who is a tracer of lineage, and the reward of the herald-bard from every house he comes to is to trace the lineage of the master from father to father, or from the mother if she holds land, to the fifteen tribes or royal tribes or lineages. His reward is a penny, and if he can trace the wife as well his gift is two pennies, and his circuit once every three years. He should be able to describe the coat of arms and know family tales. 

Also he must know thirteen prifgeinciau on the harp or crwth and sing them with poetry, and be able to set a table and raise it before noblemen, carve or cut everything on a wild bird, and be of service and keep the topics mentioned above, and these are the four degrees of music, namely poet, harpist, crwth player and declaimer.



	BL Add 15038 

(c.1575)

Bethan Miles, II, 554
	datgeiniad a ddyle wybod kanv telyn ai chweirio a gwybod pedair ar ddec o brif geinke ar danne a datgan kowydd gida hwy a gwybod kwlwm a chaniad a gwybod i Sylldafav a gwybod a fydd pennill o gowydd yni le a modry i rroi yni lle oni byddant ai rodd yw pedair ar hygain pob vn or tair gwyl arbenic a neithiore kyffredin a chwrs klera bob tair blynedd chwecheinoc  Pedair kerdd radd ysydd wrth yr ystatyd prydydd telynior krythor a datgeiniad …
	The declaimer should know how to play the harp and to tune it and know 14 prifgeinciau on the strings and recite a cywydd with them and know a cwlwm and a caniad, and know his syllables and whether a verse of a cywydd is correct and be able to put it right if not, and his reward is 24 [pence] [and] on each of the three special feasts and on common wedding feasts and bardic circuits every three years [his reward is] 6d. There are four graduate arts according to the Statute, poet, harper, crwth player and declaimer …


Siôn Dafydd Rhys

	Siôn Dafydd Rhys, Institutiones
 (1592)
 (transcr. Miles, II, 556)
	Swydh Datceiniad.

AC yn gyntabh, ebh a dhyly Datceiniad ’wybod cyweiriaw Telyn neu Grwth, a’ chanu amcan o Brobhiâdeu, drwy Blethiâdeu yn

’warantêdic; a’ dwy ’Ostec a’ Chlwm a’ Chaniad; a’i dair arr

dhêc o Bribhgeighcieu a’e’ Cessailweision; a’i drî phribh

Accan arr dhêc, a’ chanu gydâ hwy oc amcan o Geighcieu a’

Phuroriaeth; a’î bedwar mesur arr hugeint Cerdh Dant, a’e’

Dosparth yn iawn.

HEbhyd, ebh a dhyly medru darlhen Cymràec yn berphaith, a’î yscribhennu yn gybhiawn; ac a dhyly ’wybod ei bedwar mesur

arr hûgaint Cerdh Dabhawd a’e’ Dosparth, a’e’ Cyghhanêdheu; ac

a dhyly ’wybod canu o honaw ‘ihûn Eghlyn Vnawdl Vniawn, ac

Eghlyn Prôst, a’ Chywydh deuair hirion; a’ medru gossod yn iawn

bôb Hengerdh o’r a gapho yn ghhamm gann aralh.

HEbhyd, ebh a dhyly ’wybod, a’ medru gwasanaethu odhiwrth y

Gegin i Bhôrt Gwr o Vrdhas ac Enrhydedh; a’ thorri pôb rhyw

edêyrn o’r a dhelo ger ‘i bhronn.  A’î swydh oedh mywn

priôdas Bhrenhinawl, ’wasanaethu i Bhort y Bherch.  A’ Chôd

’wenn a dhyly bôd yn ghhylch ei Grwth neu ei Delyn, a bhô ebh

ynn eu dwyn.


	The role of the reciter

The reciter should first know how to tune the harp or crwth and play a pattern of profiadau, with plethiadau in a guaranteed manner, and [he should know] two gostegion and a clwm and a caniad, and thirteen of the prifgeinciau and their variations [cessailweision]; and their thirteen main tunes and sing with them a pattern of ceinciau and music; and [know] his 24 measures of cerdd dant and their correct classification.

Also he should know how to read Welsh perfectly and write it correctly and he should know his 24 metres of cerdd dafod and their classification and their cynghanedd; and he should know himself how to compose an englyn unawdl uniawn, and englyn prost and cywydd deuair hirion, and be able to correct all Hengerdd which he receives faultily from another.

Also he should know how to serve a noble and honourable man from the kitchen; and carve all types of bird set before him. And his job in a royal wedding was to serve at the bride’s table. And his harp or his crwth should be secured in a white bag when he carries them.


	Siôn Dafydd Rhys, Institutiones
 (1592) (transcr. Miles, II, 556)
	Datceiniad Penn Pastwn a’i Swydh.

DAtceiniad Penn Pastwn, a ’elwir yr vn a bhô ynn datcànu heb bhedru dhim canu Tant ’ihûnan; a’ hwnnw a dhyly sebhylh yn

ghhenawl y Neuadh, a’ churaw i phonn, a’ chanu i Gywydh neu

i Owdl gyd â’r dyrnodieu.  Ac or bydh Gwr wrth Gerdh Tant lhe

y delo, ny dhyly y Datceiniad hwnnw gynnyc na beidhaw cymryd

arnaw ganu na Chywydh nac Owdl, heb dheisybh cennad i’r Gwr wrth Gerdh Tant i ganu.  Ac hebhyd, ebho a dhyly bôd megys Gwâs i’r Gwr wrth Gerdh Tant, ac i Brydydh ym mhôb lhe ac y delo.
	The Role of the ‘Stick-end Declaimer’

The ‘stick-end declaimer’ is the name given to one who recites without being able to play a string instrument himself; and he should stand in the middle of the hall and beat his stick, and sing his cywydd or his awdl to the beats. And if a harp or crwth player (gŵr wrth gerdd tant) is there, the reciter should not offer nor take upon himself to sing a cywydd or an awdl, without first seeking permission from the string player. And also, he should be as a servant to the harp or crwth player and to the poet everywhere he goes.


On the prifgeinciau
	Peniarth 2,

Marginal addition of mid 16th century
	[llym]a enwev y tair prifgeinc ar ddec y rai ni ddyly [datk]eniat ga[nu yn [d]da wrth [ge]rdd onis [gwy]bydd acha[ws] gida ffob [un] o honunt 
	Here are the names of the thirteen prifgeinciau, which the reciter should not sing well with poetry unless he knows the purpose of each one of them.

	Peniarth 62 (copied after 1582) 

Wrexham 1 (copied direct from Peniarth 62)
	A rhain a dhyly datceiniat eu gwybot, a chanu gyda phob vn

onadhunt, a bod yn deulueidh ag yn dhigrif, ag arwein hen Gywydle a geiriae digrif.

ar hain a ddylv datkeiniad i gwybod a chanv gida ffeb vn o naddvnt a bod yn dalvaidd ac yn ddibri ac arwen hen gywodle a geirie digri
	And these the reciter should know and sing with all of them, and be like a household bard (yn deulueidd) and humorous and carry old rhymes with pleasant words.


Figure 12: Peter Greenhill’s matching of the opening lines of ‘Trafferth mewn Tafarn’ with a reconstruction of ‘Cainc Dafydd Broffwyd’, from the Robert ap Huw manuscript 











� Several people have read through a draft of this essay and kindly offered comments and suggestions: my warmest thanks go to Dr Meredydd Evans, Prof Patrick Ford, Mr Peter Greenhill, Mr Daniel Huws, Prof Dafydd Johnston, Mr William Taylor and Mr Paul Whittaker. I am also grateful to Alistair Warwick and Paul Whittaker for their help with typesetting musical examples.   


� ‘E gâr meinwar fy mun – lwys dyniad/ Ar laes dannau’r Delyn;/ Caingc Ruffudd, groyw-wŷdd ddi-gryn,/ Ab Adda, nis gŵyr bowddyn.’ [‘A slender and gentle girl, my maiden – Loves the pleasant pluckings of the long strings of the harp; The tune of Gruffudd ab Adda, Firm as unmoveable trees, of which a wretch knows nothing.’] Cywyddau Dafydd ap Gwilym a’i gyfoeswyr, ed. Ifor Williams and Thomas Roberts (Caerdydd, 1935), 116.


� ‘Gofyn a wnâi gefn y nos/ Gan cywydd gan gainck eos,/ Galw cerdd Ddafydd ap Gwilym’ (He would ask at dead of night for a hundred cywyddau to cainc eos, calling for the poetry of Dafydd ap Gwilym’). ‘Lled Dychan i Harri Gruffdd o Euas’, Gwaith Guto’r Glyn, ed. John Llywelyn and Ifor Williams (Caerdydd, 2nd edn., 1961), no. 82; also cited J. Glyn Davies, Welsh Metrics, I (London, 1911), 3.


� ‘Crwth eilwaith croyw a thelyn/ Cywydd i Forfudd a fyn’. Cited with translation by E. J. Rowlands, Poems of the Cywyddwyr (Dublin, 1976), xvii-xviii. See also Daniel Huws, ‘The Transmission of a Welsh Classic: Dafydd ap Gwilym’, Medieval Welsh Manuscripts (Cardiff, 2000), 84–103 (90).


� Poed anolo fo ei fin,/ A’i gywydd a’i ddeg ewin,/ A gano cerdd ogoniant,/ Ni cherydd Duw, na cherdd dant (‘Y Gainc’, no. 91; Let his lips be worthless,/ along with his cywydd and his ten fingernails,/ who may sing a song of praise/ (God won't reproach him), or a harp–song). ‘Arwest’ is also used in the mawrnad for Ifor and Nest (no. 17): ‘Marw Nest, mae f’arwest yn fôr’ (‘Nest is dead, my music is a sea’); compare Iorwerth Beli’s reference to cerdd arwest in his poem to the Bishop of Bangor (see below).


� Mawrnad Gruffydd Gryg (no. 22): ‘O charai ddyn wych eirian/ Gan dant glywed moliant glân,/ Gweddw y barnaf gerdd dafawd,/ Ac weithian gwan ydyw’n gwawd’ (‘If ever a fair splendid maid loved to hear fine praise with a harp, I judge that verse-craft is widowed, and now our song is frail’).


� Many of these repertory lists are transcribed in Bethan Miles, ‘Swyddogaeth a Chelfyddyd y Crythor’, (MA, Wales, 1983), II, 570–9; a selection may also be found in Records of Early Drama: Wales, ed. David Klausner (Toronto, 2005) [hereafter REDW].


� Diodorus Siculus, Bibliotheca Historia, ed. T. E. Page et al., translated C. H. Oldfather, The Loeb Classical Library (London, 1939), xxxi, 179; cited Patrick Ford, ‘Agweddau ar Berfformio ym Marddoniaeth yr Oesoedd Canol’, Cyfoeth y Testun: Ysgrifau ar Lenyddiaeth Gymraeg yr Oesoedd Canol, ed. Iestyn Daniel, Marged Haycock, Dafydd Johnston and Jenny Rowland (Caerdydd, 2003), 77–108 (77).


� Gottfried von Strassburg, Tristan, translated A. T. Hatto (Harmondsworth: Penguin, 1960), 89–91. Gottfried’s text is based on an account by the poet ‘Thomas of Britain’ (perhaps Brittany, perhaps Great Britain).


� British Library MS Add. 12228, ff. 218r–222v, translated Christopher Page, Voices and Instruments of the Middle Ages (London, 1987), 98–9.


� Gwaith Llywarch ap Llywelyn ‘Prydydd y Moch’, ed. Elin M. Jones and Nerys Ann Jones (Caerdydd, 1991), no. 23 (‘Mawl Llywelyn ab Iorwerth o Wynedd’), l. 203.


�Poems from the Book of Taliesin, edited and translated J. Gwenogvryn Evans (Llanbedrog, 1915), 144–9. See also Patrick Ford, ‘Agweddau ar Berfformio ym Marddoniaeth yr Oesoedd Canol’, 85–8.


� See Dafydd Jenkins, ‘Bardd Teulu and Pencerdd’, The Welsh King and his Court, ed. T. M. Charles-Edwards, Morfydd E. Owen and Paul Russell (Cardiff, 2000), 142(66.


� ‘pob penkerd … e brennyn a dyly keyssyau offer ydau. nyt amgen telyn yûn a cruth y arall. a bybeu y ereyll.’ NLW MS Peniarth 30 (The Book of Colan, c.1300), f.48; cited REDW, 23; 323.


� The reference to this progression is found only in a few redactions, including the Book of Colan (NLW MS Peniarth 30) and the Black Book of Chirk (NLW MS Peniarth 29), both probably copied by the same scribe in the middle of the thirteenth century. ‘Pob penkerd telyn a dyly er kerdoryon yeûeyng a ûynno emadau a telyn raûn a mynnu en kerdaur keweythas a bot en eyrchat.’ (Peniarth 30, f. 48); see REDW, 23, 323.


� NLW MS Peniarth 20, p. 346, transcribed in Gramadegau’r Penceirddiaid, ed. G. J. Williams and E. J. Jones (Caerdydd, 1934), 57.


� Ann Buckley, ‘What was the Tiompán? A problem in ethnohistorical organology: evidence in Irish literature’, Jahrbuch für musikalische Volks- und Volkerkunde, 9, ed. Josef Kuckertz (Cologne, 1978), 53–88.


� Gwaith Sefnyn, Rhisierdyn, Gruffudd Fychan ap Gruffudd ab Ednyfed a Llywarch Bentwrch, ed. N. A. Jones and E. H. Rheinallt (Aberystwyth, 1995); 11, transl. Patrick Ford, ‘Performance and Literacy in Medieval Welsh Poetry’, xxxvii. 


� Several are cited in Ford, ‘Agweddau ar Berfformio ym Marddoniaeth yr Oesoedd Canol’, 95 ff.


�	Cited B. Miles, ‘Swyddogaeth a Chelfyddyd y Crythor’ (MA, Wales, 1983), I, 472.


� Now British Library MS Add. 14905. Two facsimiles are available: Musica neu Beroriaeth: BM Additional MS 14905, with preface by Henry Lewis (Cardiff, 1936), and Musica: Llawysgrif Robert ap Huw, with preface by Wyn Thomas (Godstone, 1982). A complete transcription in modern notation (although currently being revised in the light of modern scholarship) forms the second volume of Paul Whittaker’s MA thesis, ‘British Museum Additional MS 14905: An Interpretation and Re-examination of the Music and Text’ (University of Wales, 1974).


� In addition to the recordings included on this website, two CDs are available: William Taylor uses a copy of a gut-strung bray harp for his Two Worlds of the Welsh Harp (Dorian Recordings, DOR-9260, 1999) and Paul Dooley a metal-strung instrument modelled on the ‘Brian Boru Harp’ in Trinity College, Dublin, for his Music from the Robert ap Huw Manuscript (P & C, Paul Dooley, 2004). 


� This question is explored more fully in Peter Crossley-Holland, The Composers in the Robert ap Huw Manuscript (Bangor, 1998), 56–61 and Sally Harper, ‘Issues in dating the repertory of Cerdd Dant’, Studia Celtica, 35 (2001), 325–40. Lewys Glyn Cothi (c.1420–89), for instance, makes special mention of a contemporary master-harper, Y Brido, who is associated directly with three of the pieces in the Robert ap Huw manuscript: see Gwaith Lewys Glyn Cothi, ed. Dafydd Johnston (Caerdydd, 1995), no. 116.43.


� NLW MS 2023B (Panton 56), p. 71: ‘C[wlm] Gwilym or Cryn’ and p. 78: ‘15 Cwlm Gwilym or Cryngae’. Both seem to refer to the same piece, probably quite a substantial item since it belonged to the genre cwlm ymryson (see below). The second listing also gives its associated measure, korwrgog, (1001011011). I am grateful to Peter Greenhill for first drawing this reference to my attention.


� All three terms are found in ‘y Gainc’, no. 91 (whose title ‘cywydd y gainck’ is perhaps a much later addition – it does not occur in the manuscripts until the late sixteenth century).


� All of the transcriptions included here have been specially prepared by Peter Greenhill and adopt a compound time signature of 12/8 or 6/8. Other transcribers may follow different methodologies.


� ‘Cainc Dafydd Broffwyd’ is of uncertain date, though it was ‘transcribed’ (after a fashion) in the eighteenth century by the French composer Francois-Hippolyte Barthélemon (1741–1808) and was subsequently included by John Thomas, ‘Pencerdd Gwalia’ in his essay ‘The Musical Notation of the Ancient Britons’ (c.1800) in The Myvyrian Archaiology of Wales: collected out of ancient manuscripts, ed. Owen Jones (Myvyr), Edward Williams (Iolo Morganwg), William Owen Pughe (Idrison) (Denbigh, 2nd edn., 1870), p.1211. Edward Jones also included a slightly different version in the second edition of his Musical and Poetic Relicks (1794), followed by his own new set of variations.


� See Paul Whittaker, ‘The Tablature of the Iolo Morganwg Manuscript (British Library, MS Additional 14970)’, Welsh Music History, 3 (1999), 252–70. 


� This page of figuration is reproduced in several sources, including Sally Harper, Music in Welsh Culture before 1650: A Study of the Principal Sources (Aldershot, 2007), 149, and William Taylor, ‘Robert ap Huw’s Harp technique’, Robert ap Huw Studies, Welsh Music History, 3 (1999), 90 (with suggested interpretation on pp. 89–9). 


� Exact interpretation of the term plethiad (along with the other groups of figuration, termed crafiadau and tagiadau respectively) is highly problematic. Most recently, Frans Buisman in ‘A Parallel between Scottish Pibroch and Early Welsh Harp Music’, Welsh Music History, 6 (2004), 1–23, argues that all of the patterns shown by Robert ap Huw take their name from the shape of the figuration, and that most involve some form of ‘prefix’, followed by a theme note, and sometimes a ‘suffix’.   


� This matter is explored in detail by Paul Whittaker, ‘Harmonic Forms in the Robert ap Huw Manuscript’, Welsh Music History, 7 (2007, forthcoming).


� Peter Greenhill, ‘The Robert ap Huw Manuscript: An Exploration of its Possible Solutions’, volumes iii: Tuning; v: Metre (1998); vi: Rhythm (1998); and viii: Verse (1995) (private dissertation in progress, deposited in the archive of the Centre for Advanced Welsh Music Studies, University of Wales, Bangor, 1995–). The pioneering work of both Peter Greenhill and Paul Whittaker is key to our developing understanding of how cerdd dant functioned.


� See Table 1, ‘The Musical Items in the Robert ap Huw Manuscript’, Robert ap Huw Studies: Welsh Music History, 3 (1999), 318–21, for comparative analysis.


� A rare exception occurs in ‘Y ceiliog bronfraith’ (no. 159, ll.15–16), although this poem is probably not Dafydd’s own work: ‘Pob caniad mad mydr angerdd,/ pob cainc o’r organ, pob cerdd’ (‘every good recitation in skilled metre,/ every tune on the organ, every song’).


� ‘Gwyddost gyfran ar lannerch/ Holl geinciau mesurau serch’; (‘You know a portion, in a glade,/ of all the tunes and measures of love’).162.29–30.


� ‘Euraid ylf ar we dalfainc,/ Orlais goeth ar irlas gainc’, ll. 7–8 (‘a call of golden song upon a comely bench/ A glorious clock upon a green pleasant branch’. Dafydd also uses other words in a more general sense: cainc is again used as ‘branch’ in other poems (19, 134), while cwlm appears five times in a non-musical context, mesur once, and pwnc three times.


� Latin Redaction C (British Library MS Harley 1796, pp. 24–5, copied in the mid thirteenth century, with interlinear glosses in a late 13th- or early 14th-century hand): ‘bard teulu debet cantare ei. id est tria carmina de carminibus [gloss: ‘a deli canu idi trichulum o cherd diversis’] (‘the bard of the household, that is the poet of the household, should sing three songs to her of various kinds’): see REDW, 14; 318. The term cwlm also appears in the Welsh translation of Geoffrey of Monmouth’s Historia Regum Britanniae copied into the Red Book of Hergest (1382 x 1410), where Baldulf, brother of the Saxon leader Colgrin, disguises himself as a minstrel (erestyn) to gain entry to a camp outside York, and proves his worth as a harper by playing clymau. ‘Ac yn rith erestyn agwaryyd dyuot ymplith y llu ar lluesteu. Ar clymeu a ganei ef a dangossynt y vot yn telynawr.’ Y Llyfr Coch o Hergest, ed. John Rhŷs and J. Gwenogvryn Evans (Oxford, 1890), ii, 186.


� ‘Canodd y clymau cwynynt,/ Cryf angerdd, ar gytgerdd gynt’ (Mawrnad Dafydd Maenan); ‘Oes a wyr, cyff pensaer cerdd,/ Acw atgan cwlwm cytgerdd?’ (Mawrnad Robert ap Hywel Llwyd).


� Cathl, gwawd and cân – all used frequently by Dafydd – also have Irish equivalents, although in this case the terms do not appear in the vocabulary of cerdd dant.


� For fuller discussion, see Sally Harper, ‘So How Many Irishmen Went to Glyn Achlach? Early Accounts of the Formation of Cerdd Dant’, Cambrian Medieval Celtic Studies, 42 (2001), 1–25.


� B. Roberts, ‘Oral Tradition and Welsh Literature: A Description and Survey’, Oral Tradition, 3/1–2 (1988), 61–87 (76); Patrick Ford, ‘The Poet as Cyfarwydd’, Studia Celtica, 10–11 (1975–6), 152–62; Sally Harper, Music in Welsh Culture: A Study of the Principal Sources, 29–32.


� As for instance NLW MS 17116B (Gwysaney 28), f. 61v, ‘Caniad Crych i Hildir’ (see REDW, 327). 


� The llorfdant was perhaps equivalent to the Anglo-Norman word bourdon, often used in thirteenth-century Anglo-Norman sources for its subsidiary meaning of a string producing an unvarying note, or a drone. (It is used in association with the bagpipe, the organ and even the lute and dulcimer, as well as the harp). Page, Voices and Instruments of the Middle Ages, 119.


� ‘… sicque, sub obtuso grossioris chordae sonitu, gracilium tinnitus licentius ludunt’ (‘thus, along with the duller sound of a thicker string, they boldly play the tinklings of the thinner ones’). J. F. Dimock (ed.), Giraldus Cambrensis Topographica Hibernica, Rolls Series, 21:5 (London, 1867), 153–5; cited with translation by Page, Voices and Instruments of the Middle Ages, 229–30.


� ‘A’i gywydd a’i ddeg ewin’ (91.32); ‘Gywydd gyda’i ddeg ewin’ (24.40); Iolo Goch, by contrast, refers to ‘yr wythmys’ (‘the eight fingers’) in his ‘Cywydd Moliant i’r Delyn Rawn’ (GIG 32.43–4). Interestingly, the little finger is not required to strike the strings in the Robert ap Huw repertory; it merely damps (using the pad rather than the nail). 


� Chaucer, Troilus and Cressida, Book 2, stanza 148: ‘with alle his fingers five/ Touch ay o streng, or ay o werbul harpe,/ Were his nayles pointed never so sharpe’.


� New York Public Library Spencer Collection MS 26, f.9v, reproduced in Christopher Page, The Owl and the Nightingale: Musical Life and Ideas in France 1100–1300 (London, 1989), 160.


� Howard Mayer Brown, ‘The trecento harp’, Studies in the Performance of Late Mediaeval Music, ed. Stanley Boorman (Cambridge, 1983), 35–73 (49).


� Reproduced in Peter Lord, The Visual Culture of Wales: Medieval Vision (Cardiff, 2003), 206.


� Jean de Brie, writing Le Bon Berger in 1379, recommended that gut-strings were best for the harp, rote, lute, gittern, rebec, crowd, and several other instruments. One very rare reference to the usage of horsehair strings outside Wales is the gloss to a fifteenth-century psalm-commentary by the English Franciscan Henry of Cossey, who notes that fiddles were generally strung with ‘pilis equorum’ (‘the hairs of horses’). See Page, Voices and Instruments, 215–7; 240–2.


� A parallel text version appears in Iolo Goch: Poems, ed. Dafydd Johnston (Llandysul, 1993), 130(2.


� I am grateful to Daniel Huws and Dafydd Johnston for this suggestion; previously ‘lledr’ has been taken to refer only to the material (possibly mare’s skin) covering the harp. Iolo’s metaphor ‘miliast efydd’ (‘brass greyhound bitch’) may similarly invoke nothing more than the instrument’s yellow colour, rather than suggesting that it had metal strings (as was proposed by A. O. H. Jarman, ‘Telyn a Chrwth’, Llên Cymru, 6 (1960–61), 154–75 (162)).


� See Jarman, ‘Telyn a Chrwth’, 165–7 for further comment.


� The phrase ‘Crwth cerrig Seisnig yn sôn/ Crynedig mewn croen eidion’ (‘a shaking vessel of English stones making a sound/ in a bullock’s skin’) in ‘Y Rhugl Groen’ (62.29–30) evidently uses the term primarily in the sense of basket, but deliberate ambiguity is not impossible. 


�	 Hywel Ystorm uses the terms ‘athro clêr’ (‘master of the clêr’) and ‘car clergrwth’ (companion of the clêr’s crwth): see Huw M. Edwards, Dafydd ap Gwilym: Influences and Analogues Oxford, 1996), 44, citing J. Gwenogvryn Evans, The Poetry in the Red Book of Hergest (Llanbedrog, 1911), i, 345. 


� Nid ef a berchid berchyllson – debig/ Grwth helig terrrig, tor goluddion. (‘There was no respect for the uneven willow crwth/ Like the sound of piglets, with its insides broken.’) from Iorwerth Beli’s awdl ‘Cwyn yn erbyn esgob Bangor’ (composed shortly before 1327), ll. 23–4, Gwaith Gruffudd ap Dafydd ap Tudur, Gwilym Ddu o Arfon, Trahearn Brydydd Mawr ac Iorwerth Beli, ed. N. G. Costigan (Bosco), R. Iestyn Daniel and Dafydd Johnston (Aberystwyth, 1995), 149–69 (151).


� See M. Remnant, ‘Fiddle’, NG.


� Traethawl yw, o cheir trithant,/ Traethawr cerdd, truthiwr a’i cant. (It produces sound, if there are three strings,/ proclaimer of poems, a sycophant sang it.) 24.15–16.    


� See also Bethan Miles a David R. A. Evans, ‘Rhai termau cerddoriaeth eglwysig yng ngwaith y cywyddwyr’, Welsh Music, 8 (1988–9), 28–42 (36)


� For fuller discussion of the terms prydu, datganu and canu, see Patrick Ford, ‘Agweddau ar Berfformio ym Marddoniaeth yr Oesoedd Canol’.


� Dafydd Johnston suggests that the terms datgeiniad, cerddor and puror were all broadly synonymous: see ‘Dafydd ap Gwilym and Oral tradition’, Studia Celtica, 37 (2003), 143–61 (144–5).


� Daniel Huws, ‘Dressing Women in Tunes’, Studies in Welsh Music – Bearers of Song: Essays in Honour of Meredydd Evans and Phyllis Kinney, ed. Sally Harper and Wyn Thomas (Cardiff, 2007), 170.


� ‘Mi a glywwn mewn gloywiaith/ Ddatganu, nid methu, maith’ (I heard in pure language/ a lengthy recitation without fault), ‘Offeren Y Llwyn’, 39.21–2.


� ‘Traethawl yw, o cheir trithant,/ Traethawr cerdd, truthiwr a'i cant’ (It produces sound, if there are three strings,/ proclaimer of poems, a sycophant sang it’) 24.16–17.    


� ‘Cerdd-dlawd, brynhicnawd hacnai, – bastynwas/ Baw estynwefl ysgai’ (Rotting-fleshed hackney of impoverished song, filthy minstrel with greasy protruding lips) (31.25–6); ‘Llawenaf, breiniolaf bryd,/ Yw’r bastynwyr, byst annwyd’ (‘Merriest (most noble thought)/ are the minstrels, [who have] the nature of maintainers’ (108.21–2). Compare also two later uses of bastynwr: ‘Hefyd nid wyf, cyd bwyf bardd,/ Bastynwr ffair, bost anardd’ in a cywydd by Gruffudd Llwyd (fl.1380–1420) addressed to ‘Hywel ap Meurig o Nannau a Meurig Llwyd ei frawd’, and an englyn dychan by Gutun Owain (fl. 1460–1500) that describes one Ifan as ‘pastwn ffair y gwleddau’. Both references are cited in Meredydd Evans, ‘Canu Cymry yn yr unfed ganrif ar bymtheg’, Cof Cenedl, 13 (1998), 33–67 (61).


� ‘Perais o iawngais angerdd/ Dysgu a chanu ei cherdd/ I'r glêr hyd eithaf Ceri,/ Eiry mân hoen, er ei mwyn hi.’ (‘By well-intentioned artistry/ I had the minstrels learning and singing songs about her/ to the furthest reaches of Ceri,/ sheen of fine snow, for her sake.’) 107.21–4.


�	 John Derricke, The Image of Irelande (London, 1581; STC 6734; facsimile edns. Edinburgh, A. & C. Black, 1883; Belfast, Blackstaff, 1985). 


� London National Archives SP 63/3, f. 176v, transcribed in A. J. Fletcher, Drama and the Performing Arts in Pre-Cromwellian Ireland (Cambridge, 2001), 172–3. This and the following reference are also cited in Joan Rimmer, The Irish Harp (Cork 1969), 39–41, and Osian Ellis, The Story of the Harp in Wales (Cardiff, 1991), 44.


� Memoirs of the Right Honourable The Marquis of Clanricarde (London, 1722), clxx.


� Eurys Rowlands, Poems of the Cywyddwyr (Dublin, 1976), xv. See ‘Moliant Bedo ap Rhys’, Gwaith Lewys Glyn Cothi, no. 192.


� See Sally Harper, ‘An Elizabethan Tune List from Lleweni Hall, North Wales’, Royal Musical Association Research Chronicle, 38 (2005), 45–98 (50–51) for facsimile and transcription.


� NLW MS Add. 14918, f. 9v, transcribed in REDW, 52–3; see also D. W. Wiliam, Robert ap Huw (1580–1665): Astudiaeth o’i Gefndir, ei Fywyd a’i Waith (Dinbych, 1975), 28(9.


� NLW MS Peniarth 55, a book of poetry associated with the Brecon area. It contains just one of Dafydd’s poems, ‘Y Cwt Gwyddau’ (67). The repertory list on p.106 was apparently added in the hand of the unknown patron who commissioned the book: see Dafydd Wyn Wiliam, ‘Ifan ab y Gof, Llewelyn ab Ifan ab y Gof and Dafydd ab y Gof (Dafydd Athro): Three Anglesey Composers?’ WMH, 4 (2000), 28–38 (28–9) for facsimile and transcription; also Sally Harper, ‘Issues in dating the repertory of Cerdd Dant’, Studia Celtica, 35 (2001), 325(40 (327).


� References all cited in Irwen Cockman, ‘Traethawd ar Gerddoriaeth gan y Telynor Robert Peilin (c.1613)’ (M.Phil., Wales, 1999), 269.


� Gwaith Llawdden, ed. R. I. Daniel  (Aberystwyth, 2006), 94–5, cited Daniel Huws, ‘Dressing Women in Tunes’, 185.


� As for instance in Paul Dooley’s rendition of ‘Caniad y Gwyn Bibydd’ on his CD Music from the Robert ap Huw Manuscript.


� See also Greenhill, ‘The Robert ap Huw Manuscript: An Exploration of its Possible Solutions’, viii: Verse (1995), 117, for later references that may suggest a musical ‘tick’.


�	Gwaith Lewys Glyn Cothi, ed. Dafydd Johnston (Caerdydd, 1995), no. 102; translation from Eurys I. Rowlands, Poems of the Cywyddwyr (Dublin, 1976), xvi. 


� See Huws, ‘Dressing Women in Tunes’, especially 185–6.


� ‘Dug bedair camp ar hugain/ hydd garw hir a ddygai’r rhain’ from ‘Moliant Wiliam ap Tomas Fychan’, Gwaith Lewys Glyn Cothi, 119–20. The earliest known list of the 24 feats survives in NLW MS Peniarth 56 (c.1500), p. 28, headed ‘Pedair kamp arugain y sydd ardeniodd dyfnwal moel mud yn yvort gron i pwy bynag a vyno goruhaviayth’; it was reproduced by Dr John Davies Mallwyd, Dictionarium Duplex (1632) and from there by Edward Jones, Musical and Poetical Relicks (1784), 18.


� ‘Ni bydd digrif ar ddifys/ Nac un acen ar ben bys’ (nothing unaccompanied is pleasant/ nor any accent [?tune] at the finger’s end’) Gwaith Iolo Goch, ed. Dafydd Johnston, XXII.29–30. The term ‘pennill o gowydd’ also occurs in the copy of the Statute of Gruffudd ap Cynan in BL Add 15038 (see Table 1), although here it seems to imply a couplet.


� Gwaith Lewys Mon, ed. Eurys Rowlands (1975), 267.


� See Peter Crossley-Holland, The Composers in the Robert ap Huw Manuscript, 45–56 for an alternative view, which places both Cadwgan and Cyhelyn in the first half of the fifteenth century. Dafydd Bowen has noted that both names also appear in Dafydd ap Gwilym’s own pedigree (the poet’s great-grandfather was Cadwgan Ddu o’r Tywyn, while Cuhelyn Fardd was a more distant ancestor), although the same names are shared by several other auspicious figures, including Gwrgant, the legendary twenty-fourth king of Britain and his hero son Cuhelyn.


� ‘Urddassol ddarlleydd mi a ysgrifennais yma ychydic geinkiav: ar /24/ messur kerdd dant y rhai nid ydunt yn kytuno ar rhai aeth or blaen ond dallted y dysgedig pa vn sy gowir pa vn nid ydiw a deleed yr anghowir.’ Hafod 24, p. 809. (‘Gentle reader I have written here a few ceinciau on the 24 measures, some of which do not agree with those preceding, but let the learned understand which are correct and which are not, and delete the incorrect ones.’)


� These comprise Peniarth 126 (c.1560), which contains two more or less identical lists on p. 46 and 55 (17 each); Cardiff, Central Library MS 2.634 (Hafod 24. copied c.1605–10), which has three lists on p. 801 (13 items), pp. 805–6 (14 items) and pp. 806–7 (20 items) respectively; and NLW MS 17116B (Gwysaney 28, c.1562–4), which has 27 items, five of which are duplicates. For further information on these collections, see Sally Harper, Music in Welsh Culture before 1650: A Study of the Principal Sources, chapter 4.


� Gwaith Lewis Glyn Cothi, ed. Dafydd Johnston, nos 73-6.


� Ibid., poem no. 39, line 17, ‘Nest Fechan oedd sidan serch’.


� Rachel Bromwich has also noted the appearance of the names Goleuddydd and Lleucu Llwyd among the examples in the version of the bardic grammar in the Red Book of Hergest (c.1400): see ‘Gwaith Einion Offeiriad a Barddoniaeth Dafydd ap Gwilym’, Ysgrifau Beirniadol, x (1977), 168; 175. Lleucu Llwyd is mentioned in an englyn (GP p.8) and Goleuddydd (GP p.13) in a section on the awdl.


� Gwaith Lewys Glyn Cothi, ed. Dafydd Johnston nos. 180, 461.


� See Phyllis Kinney and Meredydd Evans, ‘Canu’r Ychen’, Trafodion Anrhydeddus Gymdeithas y Cymmrodorion (1986), 99–113 (110).


� Peniarth 62 (p.21). Its pattern is 0110 0110 0010 1100 1011 0010 1; it also occurs in slightly different form in other sources (see Miles, ‘Swyddogaeth’, II).


� The respective notations for these four ceinciau are 1011 1011 (the extra-canonical measure ysgwirin); 1101 1001 011 (korsgoloff); 0100 1011 0100 1011 0011 1111 0011 1111 (unidentified elsewhere); and 1100 1011 1100 1011 (korffiniwr).
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