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A Note on Welsh Pronunciation

Although the many Welsh words in this book will appear daunting to some readers, pronunciation is generally straightforward thanks to a largely phonetic orthography. Fuller guidance is available in the many Welsh grammars, dictionaries and poetry anthologies on the market, but the following rules will be helpful:


	All of the letters written are generally sounded in Welsh.


	The main stress usually falls on the penultimate syllable in a polysyllabic word.


	Consonants (which include the doubled letters ch, dd,ff ll, ng, ph, rh, and th) always retain the same sound in Welsh.


	Vowels (which include w and y) are much purer sounds than in English, but occur in both short and long versions. A vowel is usually short if followed by c, ng, m, p, t or two or more consonants; long if followed by b, ch, d, dd, f, ff, g, s, th. A circumflex accent always indicates the long form of the vowel, as in llên (literature); tŷ (house); ysbâs (space), Glyndŵr.
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The consonants b, d, l, m, n and t sound much as in the English words bat, dog, lad, mad, nan, and tap; c (as in cat), g (as in glad) are always hard sounds, while r is always rolled, p is plosive, and 5 sounds as in side, rather than in nose. The following consonants are more distinct:
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The letters j, k and v are not officially part of the Welsh alphabet, but often occur in early Welsh, where k may replace c (e.g. kerdd, kelfyddyd, kerddwriaeth, kynniver), and v may replace f (e.g. Davydd).

Like other Celtic languages, Welsh uses a strict system of mutations where the first consonant of some words will change in one of three different ways in accordance with certain contexts. The rules are too complex to summarize here, but some of the most common instances occurring in this book include:


	a feminine noun preceded by the definite article: e.g. y delyn (the harp);


	a feminine noun followed by an adjective : e.g. cerdd dant, where tant (string) changes to dant; similarly Llanbadarn Fawr (the great church of Padarn) where Padarn changes to Badarn and mawr to fawr;


	an adjective following a personal name: HywelDda (from da, good);





NB the following words, whose pronunciation is not immediately evident: prydydd (Pruh-dith); cywydd (Kuh-with); teulu (tay-lee); marwnad (mahr-nad).




Introduction
The Sources of Welsh Music in Context

Two common assumptions about music in Wales before 1650 tend to prevail, particularly among musicologists working outside Wales. The first is that too little material survives to enable coherent study. The second is that what does remain is obscure and mediocre by comparison with other musical repertories, and is therefore unworthy of serious scholarly consideration. The primary purpose of this book is to challenge both assumptions by drawing together the sources in relation to their cultural context for the first time, thereby demonstrating that there is a far richer repertory of musical material from Wales than is normally realized.

It will rapidly become apparent that the definition of ‘source’ adopted here is much broader than that found in many other musicological studies. An oral tradition persisted far later in Wales than in other parts of Britain, resulting in limited use of conventional notation, particularly in secular music, right up to the eighteenth century. Equally, the wilful destruction of liturgical sources containing music had even more profound impact in Wales than elsewhere in Britain, a consequence not only of virulent Protestant reform during the sixteenth century and further destruction in the Cromwellian era, but also of the frequent plundering of churches by native raiders at an earlier period. It should therefore come as no surprise that fewer than a dozen of the sources discussed in this book in its entirety contain musical notation. Once one steps beyond the perimeter of notation, however, there is an unexpected richness of material, embracing historical and theoretical writing in Welsh, Latin and English; poetry, liturgical books, chronicles, inventories, statutes, chantry certificates, accounts, wills, household correspondence, diaries, bills of complaint and records of court cases. Taken as a whole, this wider group of sources testifies to a vibrant and diverse musical culture in medieval and early modern Wales.

There has not been space in this book to offer detailed musical analysis, and consequently it does not contain many musical examples - though a specialist study of this nature is planned for a later date. The present volume rather seeks to provide an accessible context for music in medieval and early modern Wales, laying out the available materials and evaluating their significance within a wider cultural milieu. This has necessitated a broad approach, for the exploration of any area of early Welsh culture must deal not only with complex linguistic issues, but also address a whole series of very different social and cultural environments, shaped by a blend of indigenous practice, external inculturation, and the tastes of individual patrons. The book also attempts to redress the insular distortion that has marred some earlier scholarship (particularly of the eighteenth and nineteenth centuries), where a tendency to seek out ‘Welshness’ has avoided discussion of broader musical issues and trends. In the present case, sources are juxtaposed with comparable material from beyond Wales where appropriate, enabling them to take their place within a wider arena.

Some guidance to the overall organization of the book will be helpful. There are three main divisions, labelled Part I, II and III, each beginning with a general introductory chapter. Parts I and II run in chronological parallel, but are self-contained and address the main currents in the very distinct areas of secular and sacred music up to the later sixteenth century. Part III (somewhat shorter) deals with the post-Reformation period from c.1550 to c.1650. Its main theme is the cross-cultural influence evident in both sacred and secular sources, brought about by the rise of an Anglophile culture, and the resulting adoption and importation of English models and repertory. There is inevitably some chronological overlap and cross-referencing here with the two previous sections.

The most distinctively ‘Welsh’ sources (and also those of greatest complexity) are found in Part I. They are mostly defined by their association with the indigenous ‘craft of the string’ - cerdd dant - which has international significance as one of the last repertories of orally (and aurally) transmitted music in the west. This was high-status ‘bardic’ music for harp and crwth, conceived within the context of the noble household and functioning as an essential adjunct to sophisticated vernacular poetry. Its players held a significant place within Welsh society and belonged to a bardic order that followed a clearly defined regulatory code. Most of the documentation relating to cerdd dant survives in books copied after 1560, but a good deal of the material clearly reflects much earlier practice. The sources addressing the context and practice of this music often have a direct association with early eisteddfodau, those uniquely indigenous gatherings devoted to the public rendition of music and poetry that (in rather different form) remain a crucial feature of contemporary Welsh culture. The gradual process of assembling cerdd dant anthologies is explored in detail in Chapter 5, which reveals the influence of orally-derived sources; there is an evident parallel here with the retrospective collection of medieval harp music written out in c.1613 by the Anglesey harper, Robert ap Huw, which forms the subject of Chapter 7. This is the only notated source of Welsh secular music copied before 1650 known to survive, and draws together one of the earliest extant repertories of instrumental music from Europe as a whole. In the past its unique tablature and abbreviated rubrics have contributed to the general charge of Welsh obscurity, but great strides have been made recently in bringing the repertory to life, with particular focus on authentic interpretation. A summary of the most important aspects of its compilation, tablature, repertory, and associated techniques brings Part I to its natural conclusion.

Part II of the book addresses a far less idiosyncratically Welsh musical environment, where some readers will find themselves on much more familiar territory. This part focuses on the sources of the Latin liturgy in Wales, whose content and purpose are much less distinct than the cerdd dant survivals. Indeed, the materials confirm that the liturgy of the medieval Welsh church was firmly anchored within a broadly international context, for aside from a few unique materials conceived for local saints, there is little here to distinguish the sources from comparable survivals elsewhere in Britain. Once again books with notation are sparse, but the discussion builds on the premise that music was an essential part of every aspect of western liturgy, where virtually all texts were sung or intoned in some manner. There is therefore consideration of unique proper prayers and readings for Welsh saints as well as more musically elaborate ‘choir’ items. A brief survey of the fragmentary materials surviving from the early pre-Conquest church is followed by exploration of the liturgical change brought about by the arrival of the Anglo-Normans in Wales, where gradual codification based on the widespread Use of Salisbury (Sarum) becomes evident. Chapters 12 and 13 offer a more extensive self-contained consideration of two sources with substantial plainchant notation, the Bangor Pontifical and the Penpont Antiphoner, while all liturgical books with Welsh associations known to survive are listed separately in the Appendix (pages 371-88). The later chapters of Part II survey the evidence for the embellishment of the liturgy during the fifteenth and sixteenth centuries, drawing on a handful of references to choral and organ polyphony, and the documented evidence for new collegiate foundations, chantries and special observances. There is also brief consideration of the organ repertory associated with the London Welshman Philip ap Rhys (d.1566), and of the extraordinary early sixteenth-century organ case that survives at the parish church of Old Radnor, on the Welsh border.

The sources of Part III reflect a period of great social change in Wales, ushered in by increasing contact with England. Domestic inventories and correspondence associated with wealthy households for the most part witness to pronounced Anglophile tastes. Viols and virginals are now mentioned with increasing frequency, while all but one of a list of eighty popular tunes copied in the 1590s within a wealthy Denbighshire household are of English origin. Even popular Welsh verse sung by ordinary folk was paired with popular tunes from England. Within the church, translation of the Bible and Book of Common Prayer into Welsh during the second half of the sixteenth century affirmed the position of the Welsh language, but the Welsh metrical psalter published in 1621 still draws very largely on established English tunes, and to some extent on English verse conventions. A collection of sacred polyphony commissioned during the 1630s for the new chapel foundation at Chirk castle on the English border could similarly be mistaken for an English survival. A few sources from this era offer evidence that the native tradition embodied by cerdd dant continued in some areas, but its earlier dominance had now all but disappeared.

The diversity of source material discussed in this book should therefore appeal to several different readerships. The text may be used as selectively as required, although the introductory overview that heads each of the three parts will provide a foundation for some of the more ‘task-oriented’ chapters that examine groups of sources in detail. Specialists in early Welsh literature and cultural history will find the early chapters of Part I useful, while those with an interest in manuscripts may wish to gravitate to the analysis of some of the more intractable late medieval Welsh-language collections in Chapter 5, and musicologists to the discussion of tablature and musical theory in Chapters 6 and 7. Similarly, Part II should have value for those working in the wider liturgical or hagiographical fields, or with special interests in ecclesiastical institutions and the chant repertory.

A study of this nature based around early sources inevitably reflects the disjunct chronology and provenance of much of the material, while highlighting the need for more detailed analysis of certain areas. Chapter 6, for instance, hints at the potential significance of early Welsh musical theory, although there is still no edition collating the main sources, and many of the texts have yet to be translated into English. Indeed, there is scope for both an accessibly-written analytical study of the cerdd dant repertory as a whole, and of music in relation to the great body of medieval Welsh vernacular verse - a poetry that not only contains numerous musical references, but was itself designed for performance with music. Several new directions are therefore signalled for future scholarly engagement. Most importantly, however, this initial exploration of Welsh sources within their contemporary context should enable the reader to encounter an unusually varied musical culture - and one that has remained neglected for far too long.




Part I

The Sources and Practice of Medieval Cerdd Dant
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Map 1 Principal locations mentioned in Part I, showing the three late medieval bardic provinces.






Chapter 1

Cerdd DantA Welsh Bardic Craft in Context

The most significant, distinctive, and yet most elusive, music of medieval and early modern Wales is ‘the craft of the string’ or cerdd dant, played on harp and crwth. Its distinctiveness is apparent from the surviving tablature to which some of the repertory was committed in the early seventeenth century (by Robert ap Huw of Anglesey) at a time of retrospective preservation. Its elusiveness is in part due to the oral nature of the craft, and in part results from the social framework and context in which it was made and valued. But there is no doubt that this was an elevated music with a courtly function. It belonged in the households of the Welsh nobility and their princely predecessors, and its status was further underlined by an intimate relationship with Welsh strict-metre poetry, cerdd dafod or ‘the craft of the tongue’. Musicians and poets trained in this sophisticated tradition were regarded as skilled professional craftsmen, and they belonged to a hierarchical bardic order that shared some parallels with the craft guilds of the medieval trades. These bardic practitioners were sometimes referred to collectively as gwŷr wrth gerdd (literally, ‘men at their craft’).


Music and poetry in the noble Welsh household

A vivid picture of the environment in which these related Welsh crafts of string and tongue flourished emerges from the poetry itself. Since the professional bard earned his living in the service of the noble patron, much of the surviving verse sets out to affirm pedigree and status by direct reference to gentility and generosity. Patrons were celebrated in eulogies, elegies, greetings, and in poems that solicit gifts, all delivered in an environment where harp and crwth provided an essential musical framework. A patron’s house - the physical embodiment of his affluence and liberality - was a subject of particular celebration. Dafydd ap Gwilym (fl. 1330-50), that finest of Welsh poets, addressed a series of praise poems to Ifor ap Llywelyn or Ifor Hael (‘the generous’), whose home at Gwernyclepa, near Basaleg in south-east Wales (see Map 1), provided a ready welcome for the bards. Here were gifts of jewels and red gold, the constant flow of wine vessels; a fine floor that echoed with carousing and melody; and an invitation from the host himself to hunt with hawk and hound or to play chess and backgammon.1 A poem of c.1390 by Dafydd’s near contemporary, Iolo Goch (t-.1325-c.1398), is equally warm in its praise of the new home of Owain Glyndwr at Sycharth, not far from Oswestry on the Shropshire border. The epitome of ordered refinement, Sycharth had its own vineyard, mill, bakehouse, fishpond and chapel; white bread was served at table, and its cellars were stocked with best beer from Shrewsbury. Poets and musicians were welcomed here regularly, sometimes in great numbers, and eight of them could be accommodated in four well-lit lofts crowned with tiled gables.2 The house of Dafydd ap Cadwaladr, Bachelldref in eastern mid Wales, was another place of universal welcome.3 ThepoetSypyn Cyfeiliog(fl. 1340-90) exulted in the free-flowing liquor and sweetly-seasoned food served here each Christmas, when noble pedigrees were praised and ‘customary songs sung aloud’ to the sound of the strings (‘A llef gan dannau a llif gwirodau,/ A llafar gerddau gorddyfnedig’);4 Sypyn’s contemporary Lywelyn Goch ap Meurig similarly observed that Bachelldref was a place worthy of the sound of harp and pipes, where money was paid for songs (‘Lle gwir y telir talm dros gerddau,/ Lle teilwng lief telyn aphibau’).5
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Figure 1.1 The timber-framed hall-house (c.1465) of Cochwillan, near Talybont, Bangor.



The physical focus of an affluent household such as this was its great open hall, designed for feasting, and the remains of several Welsh timber-framed hall-houses surviving from the period 1430—1555 give us an idea of the surroundings in which bardic poetry and music were delivered.6 Typically, the hall was supported by a great central truss (celebrated and described explicitly by a number of poets), and often incorporated a canopied dais, where the owner and his family sat at high table. One of the finest hall-houses to survive is Cochwillan near Talybont, Bangor (Figure 1.1), built around 1465: this was the residence of William ap Gryffydd, who fought for Henry VII at Bosworth and became Sheriff of Caernarfonshire in 1485. Cochwillan was feted by several generations of poets, and Guto’r Glyn (fl.c.1435–c.1493) lavished particular praise on its table and welcoming hearth.7 Larger houses of this type could evidently offer hospitality on a grand scale, and the poet Lewys Glyn Cothi (c.1420–89) describes a feast attended by sixty at the house of Ieuan ap Phylib, constable of Cefn-llys in Radnorshire.8 A still more auspicious event occurred in April 1507 at Carew castle in Pembrokeshire, where the great tournament hosted by Sir Rhys ap Thomas (1449-1525) to celebrate the first anniversary of his reception into the Order of the Garter was allegedly attended by a thousand.9 The welcoming feast, ‘seasoned with diversitie of music’, was held in Carew’s great hall, festooned with Arras cloth and tapestries, while ‘the bardes and prydydd’s [poets] accompanied by the harp’ sang ‘manie a song in commemoration of the virtues and famous achievements of those gentlemen’s ancestors there present’. Sir Rhys’s feast is a further reminder of the symbiotic roles of the professional poet and musician in medieval Wales, and a fine visual representation of harp and crwth (now at Cothele House on the Cornish border) survives from this very family (Figure 1.2).10
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Figure 1.2 Welsh carved panel (?c.1510-20) depicting crwth and harp, now at Cothele House, Cornwall.



Some cultured patrons took a particularly active interest in the bardic crafts (as will become apparent in other ways in Chapter 5). Hopcyn ap Sion of Llysnewydd (near Swansea), for instance, a patron of the poet Lewys Glyn Cothi, would ensure that his guests’ glasses were filled, then tune his harp and sing a stanza (pennill), while accompanying himself with some appropriate tune (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 tune; to cause the garnering of wine.11

Robert ap Maredudd of Eifionydd (near Porthmadog) was also renowned for his hospitality. A cywydd of c.1436 by Rhys Goch Eryri indicates that this household not only welcomed poets and musicians in the venerable bardic tradition, but also delighted in magicians, acrobats and diverse instrumentalists:

Pob crythor ddihepgor ddyn Dilys a phob cerdd delyn;

Pob trwmpls propr hirgorn copr cau,

Pob son pobl, pob swn pibau;

Pob hudol, anfoddol fydd,

Llwm hadl, a phob llamhidydd;

Pob ffidler law draw y dring,

Pob swtr tabwrdd, pob sawtring.

Every crwth player - indispensable, faultless man -/ and every tune on the harp;/ every seemly trumpet with its long, hollow, copper horn,/ every chatter from people, every sound from pipes;/ every conjurer - unseemly he is -/ and every tumbler;/ every fiddler’s hand climbs up yonder,/ every adversary with a drum, every psaltery.12

Other households were nevertheless more discriminating in their tastes, and William ap Morgan, another of Lewys Glyn Co’this patrons, would clearly have no truck with lesser entertainers. These included tinkers, unlicensed ‘dung-heap’ poetasters (kler y dom), and the common minstrel (erestyn) playing on a ‘coarse string’ (crastant), probably a form of three-stringed fiddle derided in several other sources. In this house, only qualified master poets (penceirddiaid) and respectable harp-playing teuluwyr could be sure of their welcome. Indeed, Lewys makes special mention of one particular master-harper, Y Brido, who probably composed three of the pieces in Robert ap Huw’s manuscript (see Table 7.1, pages 138-9):

Penceirddiaid a’i câr lle ymgymharant,

Haid o dinceriaid fyth nis carant;

Teuluwyr a’i câr, darpar cerdd dant,

Erestyn nis câr ef a’i grastant;

Clêr y dom erom heb warant - amlwg,

Ei guwch a’i olwg a ochelant...

Ei glod a draethir gan gildant - Brido

Tra draetho genua, tra dweto dant.

Chief poets love him where they compete with each other,/ a flock of tinkers will never love him;/ teuluwyr love him, providers of harp music,/ a minstrel with his coarse string loves him not;/ the clêr of the dung-heap, who are upon us without a warrant for all to see,/ avoid his frown and his regard/ ... his praise is declared by the upper string - Y Brido/ while the mouth utters, while the string speaks.13

This evident hierarchy of entertainers in medieval Wales, where the superiority of the qualified craftsman was consolidated by his place within the bardic order, is explored in more detail in Chapter 4.



The rise of bardic circuiting (clem)

Prior to Edward I’s invasion and occupation of Wales at the end of the thirteenth century - marked by the defeat of Llywelyn ap Gruffudd, last of the Welsh princes, in 1282 - most bards seem to have been attached to a single princely court. Little is known of the music of this period, although these ‘bards of the princes’ (beirddy tywysogion) evidently accompanied themselves on the harp at times, and again their chief function was to sustain the honour and glory of the patron by providing praise poetry. Indeed, a lengthy awdl of c.1213 by Llywarch ap Llywelyn (fl.1145/75-1220), chief court poet to one of the great rulers of the House of Gwynedd, Llywelyn ap Iorwerth, refers specifically to praise of this native prince ‘with tongue and string’ (‘can folawd â thafawd a thant’).14

The demise of the princes after 1282 inevitably brought about a sea change for bardic craftsmen. Patronage now passed to the next layer of the social hierarchy, the uchelwyr (literally, ‘the high men’), landowners of good stock, identified by later generations as the gentry. Those who sang in their honour (known as beirdd yr uchelwyr or sometimes cywyddwyr,15 since the cywydd deuair hirion, discussed below, became their staple poetic form) were now forced to ‘circuit’ between the houses of their patrons, a practice known as clera. Many poets - including those of the highest status - evidently covered great distances in this manner. Dafydd ap Gwilym, for instance, celebrated not only the house of Ifor Hael at Basaleg, but also several other locations (including ecclesiastical institutions) in Cardiganshire, Anglesey and the Welsh Marches, while Iolo Goch, and later Lewys Glyn Cothi, similarly left tributes to secular and ecclesiastical patrons across Wales. Even some noble-born craftsmen - including the much-admired Dafydd ab Edmwnd (fl.1450-97) - adopted this itinerant lifestyle, and a land-owning amateur poet was often described as ‘canu ar ei fwyd ei hun’, or ‘singing on his own food’.

Less direct evidence survives for the itineraries of bardic musicians, but they were probably very similar to those of the poets: indeed, some accounts suggest strongly that poet and musician travelled together. A musician of uncertain identity known simply as ‘Walter Harper’ worked in tandem with the celebrated poet Guto’r Glyn, a member of Edward IV’s guard who could boast admiring patrons throughout Wales: the pair appear together in the Shrewsbury Bailiffs’ Accounts in the 1470s as two ‘minstrels of the prince’ (‘minstralles principis’).16 The master harper and poet Wiliam Penllyn (fl.1550-70) was similarly welcomed during the later sixteenth century at households as far apart as Kidwelly, near Llanelli, and Moelyrch, near Oswestry (page 69), while the young Robert ap Huw, one of the last harpers trained in the bardic tradition, also seems to have been moving from house to house in the Vale of Clwyd, Denbighshire, in 1599—1600, when he fell foul of the authorities, partly for abducting the daughter of one of his hosts (page 106). This practice of clera was to prevail until the collapse of the bardic order in the seventeenth century, and poets and musicians alike were sometimes referred to by the loose epithet clêr (sometimes translated ‘minstrel’), a term that could also be employed in a derogatory context to indicate a lesser class of casual strolling entertainer - not least the tinkers and fiddlers whose presence was clearly an anathema to William ap Morgan.’17 Some of the main households visited on circuit by musicians are marked on Map 1, while the associated documentation is surveyed in more detail in Chapter 4.


The performance of bardic poetry: the rise of the cywydd

Since the relationship of Welsh bardic poetry and music was so close, a proper understanding of cerdd dant inevitably demands some understanding of the poetry that partnered it. One of the most striking features of such poetry is its strongly aural quality, in part a natural outcome of its social function: as we have seen, this was poetry for public declamation before a noble audience, rather than for private reading. During the era of Dafydd ap Gwilym a particularly significant development was to occur in this respect: the flowering of a lively new poetic form known as the cywydd, which was to became the staple genre for poets of the Welsh nobility right up to the demise of the bardic order. The cywydd took its title from the strict metre known as cywydd deuair hirion (‘long-lined couplet’), and was constructed from rhymed pairs of seven-syllable lines, with the end-rhyme falling alternately on stressed and unstressed syllables. It also featured the idiosyncratic device of cynghanedd, a sophisticated form of verbal ‘harmony’ based on patterns of internal repetition, assonance and alliteration (seen in most of the poetic extracts included in this chapter) that could only be appreciated properly when the poem was declaimed.18 The cywydd may have had direct impact on the shaping of the style and structures of cerdd dant, for despite the inherent sound-qualities of the text itself, the cywydd was clearly nothing without some form of accompaniment. A key observation comes from the poet Gruffudd Fychan ap Gruffudd ap Ednyfed, who in seeking a harp from his patron, Rhisiart ap Sir Rhosier Pilstwn, at some point during the mid-fourteenth century, was moved to exclaim:

Beth, ddifyr felenbleth ddyn,

A daliwawd 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.19

Exactly how this stringed accompaniment worked in practice remains a matter for speculation,20 but the notion of an accompanied poetry seems to have gathered strength throughout the bardic period. It also embraced both harp and crwth. Robert Rheinallt, for instance, a crwth player active in London in the early sixteenth century (mentioned again in Chapter 4), was apparently inclined to play his repertory of Welsh tunes only when he heard a cywydd:

Men 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.21




The datgeiniad or professional reciter

The increasing popularity of the cywydd seems also to have contributed to the rise of the professional reciter or datgeiniad, who worked in close conjunction with both poet and musician. His chief role was to learn the poet’s work by heart and declaim it publicly under his instruction. The reliability of such reciters clearly varied; it seems that few were able to declaim a poem exactly as the poet intended,22 while some needed to be watched lest they stole the poet’s material and passed it on to another without permission (see page 24). Datgeiniaid also fell into various categories dependent on their skills. The lowly ‘stick-end declaimer’ (datgeiniad pen pastwn or pastynwr), described in one late sixteenth-century source and humorously depicted by the water-colourist Moses Griffith (1747-1819) in Figure 1.3, did no more than deliver his recitation in time to the beating of a staff (pastwn),23 although more skilled reciters evidently acquired basic instrumental accompanying skills.24 The early sixteenth-century document known as the Statute of Gruffudd ap Cynan (discussed in detail in Chapter 4) sets out a list of the reciter’s duties. To be paid at the rate of a groat, a datgeiniad would serve as man-servant to the poet (providing help with dressing, setting the table, and carving birds) and was expected to be competent in certain elementary skills relating to poetry. These included reading and understanding Welsh; knowing how to classify and declaim various types of poetry; advising the poet as to any basic flaws in his work; and composing a simple poetic englyn himself. However, a more skilled datgeiniad, paid at the rate of two groats, would also understand something of the musical craft. This meant knowing how to tune the harp or crwth, mastering various set pieces on that instrument, and memorizing the thirteen stock melodies called ‘main tunes’ or prifgeinciau (now surviving only as titles) that were used when declaiming cywyddau .25
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Figure 1.3 Retrospective representations of a datgeiniad pen pastwn (‘stickend declaimer’) and victorious pencerdd, drawn by Moses Griffith during the 1780s.



Some idea of the manner of poetic declamation with harp may perhaps be gleaned from a late sixteenth-century representation of an Irish reciter and musician performing before a patron at an outdoor feast, apparently accompanied by the professional farters (braigetoiri) who flourished in medieval Ireland (Figure 1.4).26 An account of a similar event was also provided by one Thomas Smyth in his Information for Ireland in 1561: the poet or ‘Rymer’ looks on proudly as his harper ‘please [plays] all the while that the Raker [reccaire] singes the “Ryme”’.27
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Figure 1.4 Rendition of a poem by an Irish harper and reciter (recaire), perhaps the equivalent of the Welsh datgeiniad. They are apparently accompanied by professional farters (John Derricke, Image of Ireland, 1581).



The music that accompanied such poetic declamation remains elusive, although in Wales, where clarity of recitation was regarded as paramount, accompaniment was probably kept relatively simple. More complex pieces (including the majority of those that survive in Robert ap Huw’s manuscript) were perhaps reserved for solo performance before and after poems, or between the sections of a poem.28



Bardic instruments

The few early Welsh iconographical representations of harps that survive (see Figure 1.2, page 10, and Figure 3.2, page 44) show small triangular-framed instruments.29 very similar to the ‘Gothic’ harps used throughout much of Renaissance Europe prior to the introduction of the Italian arpa doppia (built with two rows of strings that enabled chromaticism). Like their European counterparts, these Welsh harps (telyn, telynau) were often fitted with brays (gwrachïod), small wooden L-shaped pegs set into the soundboard that caused the strings to buzz. Brays (just distinguishable in the harp shown in Figure 3.2) are mentioned in several poems, including a cywydd by Huw Machno (c.1560-1637) seeking a harp on behalf of Robert ap Huw, which invokes its twenty-two ‘purposeful curved brays/ giving voice to every intense emotion’ (‘Ceimion wrachïod cymwys/ Yn siarad bob teimlad dwys’).30 Other poems also confirm the over-riding bardic preference for the horsehair-strung telyn rawn: this is particularly evident in Iolo Goch’s satire on the gut-strung ‘leather harp’, discussed on page 43, while a cywydd of c.1580 by Huw Machno’s bardic teacher, Sion Phylip of Ardudwy (c.1543—1620) invokes a telyn rawn with skin-covered sound box and bone tuning-pins:

Ton a swn o’r tannau sydd

Bid i’r don bedwar deunydd,

Pren, croen a rhawn, cwbl-ddawn cu,

Ac esgyrn, raid i gwasgu

A tone and sound the strings produce/ To effect this tone, four things concur;/ Wood, skin and horsehair, lovely and complete the gift;/ which with bone must be tightened.31

The music copied by Robert ap Huw himself during the early seventeenth century calls for a single-strung diatonic harp with no more than twenty-five strings, covering a range of about three and a half octaves. This repertory certainly sounds well on a bray harp,32 although some players prefer the type of metal-strung instrument known in medieval Ireland.33

Parts of Robert ap Huw’s repertory can also be played on the crwth, a relative of the lyre that may be either plucked or bowed. On balance, however, the crwth never achieved the same status as the harp and it is mentioned much less frequently by the poets.34 Lesser instrumentalists are sometimes associated with the trithant or three-stringed crwth (see Figure 4.1 and page 127), but most professional crythorion apparently used an instrument with six strings (Figures 1.5 and 1.6),35 like the sycamore-framed crwth described below in a cywydd by Gruffydd ap Dafydd ab Hywel (fl.1480-1520). An extract from this poem was copied into AB MS 37B, p. 20 by the antiquary William Jones of Llangadfan, together with a diagram of the crwth labelling its various strings (see also page 105, below):

Chwech spigod, o codwn,

A dynna holl dannau hwn;

Chwe thant a gaed o fantais

Ag yn y llaw yn gan llais

Tant i bob ysbys oedd,

A daudant i’r fawd ydoedd.

Six pins, if raised/ Tighten all its strings;/ Six strings disposed to advantage/ And in the hand a hundred voices;/ A string is evident for every finger,/ And there are two strings for the thumb .36

Four of the strings (tuned in octave pairs as cc and dd) were set across the fingerboard and could be stopped by the player, while the other two (also tuned as an octave pair, gg) were drone strings set at an oblique away from the fingerboard and were either plucked or else bowed very near to the bridge. The crwth effectively became obsolete in the eighteenth century as the fiddle increased in popularity, but it has recently been revived, and its special playing techniques are being rediscovered.37 It is discussed further in Chapter 3.



The partnership of string and tongue

Unsurprisingly, the close intertwining of poetry and music in medieval Wales resulted in the adoption of a strikingly similar terminology and framework for both crafts. Most overt is the linguistic parallel between the terms cerdd dant and cerdd dafod, suggesting a deliberate partnership of string and tongue, but there were also important structural similarities that defined the very nature of poetic and musical composition. By the fourteenth century, Welsh vernacular poetry was based on a canonic group of twenty-four strict poetic metres or ‘measures’ (many of them very complex) divided into three groups. The predominance of the cywydd deuair hirion has already been noted, but there were also three other cywydd metres with distinct metrical schemes, twelve types of awdl (the ‘ode’ or lay favoured in the princely courts during an earlier era), and eight types of englyn, most commonly appearing as a single short stanza.38 In the same way, cerdd dant also acquired its agreed group of twenty-four ‘measures’ (simple repeated harmonic patterns) that shaped the repertory, although these were perhaps not formalized as a discrete set until the very end of the fifteenth century. On the harp, the repeated pattern of the measure was normally sustained by the lower hand, while the upper hand provided complex figuration above it (see pages 148-52).

The sophistication and complexity of both bardic crafts demanded a lengthy apprenticeship served under a recognized master craftsman orpencerdd, but even professionals of the highest status seem to have found themselves constantly undermined by the casual minstrels and strolling entertainers described earlier in this chapter. As a result, rigorous structures were introduced to bolster the quality and continuity of the traditional crafts, enforced by public eisteddfodau designed to bring discipline and rigour, as well as to raise the profile of music and poetry.39 Eisteddfodau of great significance were held at Carmarthen (in south-west Wales) in about 1452, and at the small town of Caerwys (Flintshire, north-east Wales) in 1523 and 1567 respectively. All three events were sponsored by noble patrons, emphasizing the continuing role of the gentry as champions of the bards.
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Figure 1.5 Engraving of a Welsh crwth by Sir Daines Barrington (c.1770).
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Figure 1.6 Sketch of a crwth by William Jones, Llangadfan (c.1787), illustrating (by means of labelled strings) the manner in which it was tuned (AB MS 37B).



The 1523 eisteddfod was of particular importance, for it is associated with that lengthy document known as the Statute of Gruffudd ap Cynan, which sets out detailed requirements for the practical regulation of musical and poetic crafts and the progression of apprentices. These receive full consideration in Chapter 4.



An era of change

The practitioners of cerdd dant and cerdd dafod remained active throughout the sixteenth cen tury, although by now the very fabric of Welsh society was moving into an era of fundamental transformation. As early as 1485, the ascent of Henry Tudor to the English throne had ushered in inevitable change, with many Welshmen soon seeking preferment in the English court. Others were similarly lured by the opportunities of the expanding universities and the Inns of Court, an exodus that gathered increasing momentum following the Acts of Union of 1536 and 1543, whereby English was adopted throughout Wales as the official language of justice and administration. The complex interaction of English and Welsh cultures resulting from this era of social mobility and interchange is explored in more detail in Part III.

In moving to a more detailed consideration of cerdd dant and its sources, we must also take into account the impact upon Wales of the renaissance of learning and humanist thinking that had already swept across much of Europe.40 Humanism brought with it a priority for an accessible written culture, a phenomenon that was greatly enabled by the circulation of printed texts. In the homes of some lay patrons (and indeed in some of the Welsh Cistercian houses), there had long been study of selected texts and a consequent awareness of a written past, but now there was an impetus to assemble and record, to codify and preserve. The movement was no doubt hastened from the 1530s by the dissolution of the religious houses - traditional centres of knowledge and repositories of written texts that had always offered a welcome to the bards - and by the gradual infiltration of new fashions and repertories from England and Europe. All of this was to have profound effect on cerdd dant, for a repertory that had long been transmitted and sustained through memory would soon become static and moribund. In many respects, the early seventeenth-century harp manuscript of Robert ap Huw, to be discussed in Chapter 7, is its last repository, an isolated relic of a tradition first established several centuries earlier.
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Chapter 2

Mastering the Bardic Crafts Oral and Written Sources

Given the reliance of Welsh musical craftsmen on oral transmission (as established in Chapter 1), we should not be surprised that the written sources of cerdd dant are far from prolific. Their interpretation is also highly problematic. Just one extant manuscript besides Robert ap Huw’s book contains associated musical notation, and that is an antiquarian fragment copied in c.1800 from a lost exemplar (see pages 155–8). Both sources use the same highly compressed tablature, supplemented by shorthand annotations in Welsh; both sources assume a great deal of prior knowledge on the part of the player; both leave many unresolved questions. Contemporary descriptions of the technicalities and structures of the craft are equally challenging to interpret, thanks to their ambiguous terminology and confused construction; most of the documents also exist in several conflicting versions where it is often impossible to establish a clear hierarchy. Indeed, virtually all of the sources discussed in Part I of this book belong to the autumn years of the bardic tradition, although some evidently draw on earlier material. This brings with it a more general challenge of dating, for very often there is a tension between the date of a written source and the date to which it claims to refer. How may we be sure of the authenticity of a twelfth-century practice if it is recorded some four hundred years later in a sixteenth-century manuscript? This is a matter not confined to music, for none of the earliest Welsh poetry, right back to the period of Aneirin and Taliesin in the sixth century, survives in sources pre-dating the mid-thirteenth century, and (as noted below) barely any of the finely-constructed verse of Dafydd ap Gwilym was written down until a century or so after his death.

A culture that placed so much emphasis on orality and memorization inevitably had profound implications for the written record, but there were also more general issues of ownership and even of the ‘secret art’. The Welsh bardic crafts were restricted to those selected, trusted and trained, and unrestricted circulation of written texts would have seriously undermined the status of qualified practitioners, who were dependent on retaining control over their work to make a living. There was therefore constant need to safeguard the crafts from external infiltration. The existence of a few sources known to have been copied specifically by and for interested patrons indicates that the rules of these ‘secret arts’ were not always withheld from the nobility, but there were clear reasons for excluding the material from unworthy rustic entertainers, and even the professional declaimer (as noted in Chapter 1) was not always to be trusted with the written text. A note added to one early sixteenth-century poetry book, addressed to the owner, one Sir John Lewys, reads: ‘indeed, I say to you Sir John, to keep your book safe from the datgeiniad, for there are many good things in it’.1 Such caution prevailed right to the end of the sixteenth century, for the Denbighshire poet Wiliam Cynwal (d. 1587/8) prefaced a section of his copy of the theoretical grammar that circulated among the poets with words of warning: ‘I am now going to discuss rules and these should only be passed by word of mouth from teacher to teacher because many of them are secret and should not be shared among everyone.’2 The Welsh humanist Dr Siôn Dafydd Rhys (1534–c.1619) similarly complained in the preface to his published study of Welsh prosody, Linguae Institutiones et Rudimenta (1592), that poets ‘keep and hide their books and their learning in chests and secret places ... so that no man might share anything of what they might contain’.3 One might hope that such covert hoarding may yet reveal new sources, but Dr Rhys proceeds to report that some materials soon found their way into the hands of shopkeepers, who used them to wrap vegetables.

This dearth of written evidence must also be understood in relation to patterns of source survival in medieval Wales as a whole, for it is clear that the earliest books in the Welsh language were copied in a series of identifiable phases.4 Aside from marginalia, documents in the vernacular are more or less unknown before 1250, but thereafter copying becomes prolific: indeed, virtually all of the early monuments of Welsh literature (including the poems of Taliesin) had been recorded in written form by 1400. Some eighty books in the Welsh language are known to exist from this ‘golden age’ of vernacular book production, including poetry, legal material, chronicles and histories, narrative prose (the cycle of tales known as the Mabinogi among them) and religious and medical works. The earliest peripheral references to cerdd dant are also found here – in a chronicle, a grammar and a law book, all discussed in Chapter 3. To this group of pre-1400 sources we may also add several early Latin writings, including the literary works of Gerald of Wales (Giraldus Cambrensis) and some of the Vitae of Welsh saints, mentioned in Part II.

Most of the vernacular texts from this first phase of copying were defined by the desire to rescue or safeguard native literature, and here the Welsh Cistercian houses (discussed further in Chapter 10) played a vital role. One of the most important early sources in this respect is AB MS Peniarth 20 (c.1330), copied at Valle Crucis abbey near Llangollen, whose main contents comprise the earliest known texts of the Welsh grammar used by the poets (see below) and the chronicle Brut y Tywysogion (‘the deeds of the princes’). Both of these texts make brief reference to cerdd dant, the Brut describing a feast held in 1176 at the Lord Rhys’s court in Cardigan, where musicians and poets competed against one another for chairs in the manner of the later eisteddfodau (see pages 41–2). An almost identical account of this same event also occurs in a slightly later compendium, the famous Red Book of Hergest (Ojec MS 111, copied 1382 x 1410), a remarkably systematic vernacular assembly of chronicles, triads, tales, treatises, grammar, proverbs and poetry. Something of the motivation that drove its unknown patron and his scribes to produce such an ambitious collection is also reflected in the work of some of the later medieval bardic copyists and their humanist successors, discussed below.

Welsh learning and creativity (including some forms of poetry) are therefore represented in abundance by the vernacular texts copied between 1250 and 1400, though there still remains one very striking lacuna. There are almost no instances in the manuscripts of the cywydd, whose prominence as a poetic form from the middle of the fourteenth century has already been emphasized. Indeed, the first significant sources in this respect begin to appear only from 1450 – by which time the genre had been dominant in Wales for over a century.5 The earliest known collection of the poetry of Dafydd ap Gwilym (AB MS Peniarth 57/i) was apparently compiled direct from oral tradition during the mid-fifteenth century, and no autograph copy of any cywydd, by any poet, is known to survive before c.1480. All of this not only underlines the inherent orality of such poetry, but also raises issues about the authority of other orally-derived texts and the reliability of the collective memory over very long periods – issues that begin to take on added significance where an associated Welsh instrumental repertory is concerned.


The compilation of written ‘grammars’

Chapter 1 established that music and poetry in medieval Wales enjoyed a particularly lively partnership, and it follows that we may learn a good deal about cerdd dant from its sister craft. Nowhere is this more true than in the areas of bardic instruction and progression, for the hierarchical structure of both crafts seems to have been virtually identical. Although scarcely anything was written down about musical training in Wales until well into the sixteenth century, the demands of poetic apprenticeship are surprisingly well documented from a much earlier date, despite the concerns to protect the craft from infiltration.

Mention has already been made of the bardic grammar, a lengthy grammatical textbook compiled for apprentice-poets and their masters that survives in three main redactions. In essence this text remained remarkably consistent across three centuries, although it was twice revised and extended.6 The earliest redaction, drawn up around 1320, survives in two of the key sources mentioned above: AB MS Peniarth 20 (c.1330) and the Red Book of Hergest (1382 x 410), while a revised copy exists in AB MS Llanstephan 3 (1400–50). The text was further extended in the sixteenth century, and the fullest version known to survive was copied by the poet Simwnt Fychan in c.1570 under the title ‘the five books of the rules of cerdd dafod’.7 This was probably modelled on a text of Simwnt’s teacher, Gruffudd Hiraethog (d.1564), and it became the standard poetic textbook of the later sixteenth century; in turn it was copied out by several of Simwnt’s own pupils. Copies of the grammar were evidently scarce and were probably the exclusive preserve of the master poet or of the patron who had requested their copying; there is little to suggest that apprentices were themselves given books, and most learning presumably occurred aurally by rote.

The bardic grammar reveals that a Welsh poet was required to study a great deal of complex ‘theory’, whose relevance for the composition of vernacular verse itself is not always immediately apparent. The earlier redactions of the grammar fall into six main sections comprising (1) the Welsh alphabet; (2) syllables and diphthongs; (3) parts of speech and syntax (closely modelled on the Ars Grammatica or ‘Donat’ of the Roman grammarian Donatus, and often referred to as the ‘Dwned’);8 (4) the 24 poetic metres; (5) common metrical faults; and (6) methods of poetic eulogy, followed by the Trioedd Cerdd or ‘triads of verse craft’ (where one group of triads refers directly to string music; see pages 40–41). Simwnt Fychan’s copy of the grammar is slightly different and falls into five books, comprising (1) letters and syllables; (2) the Dwned; (3) the 24 metres; (4) rules for the application of cynghanedd; and (5) a miscellany combining discussion of poetic faults, use of metaphors, methods of eulogy, and the poetic triads.

A glimpse of the practical impact of this text on poetic apprenticeship emerges from a key document compiled in c.1523, the Statute of Gruffudd ap Cynan,9 discussed fully in Chapter 4. It reveals that a new apprentice in poetry (disgybl ysbâs, an apprentice ‘for a period’) was to know his syllables (by implication, part of book 1 of the grammar) with five englyn metres and one cywydd metre (part of book 3), while to qualify as an ‘instructable apprentice’ (disgybl disgyblaidd) he was to have mastered a total of twelve metres (more from book 3) and know how to avoid the fifteen common poetic faults (part of book 5). At the next level the demands increased more sharply: an ‘apprentice to the master’ (disgybl pencerdd) needed also to have mastered the Dwned (book 2), the rules of verbal ‘harmony’ or cynghanedd (book 4), and twenty-one of the twenty-four strict metres (more from book 3). The ‘master’ (pencerdd), inevitably, had to ‘know everything’ – presumably defined by familiarity with all five books.

The training of musical apprentices evidently shared a similar progressive framework, but here there is a crucial difference: there seems to have been far less emphasis on ‘theory’, and there is no evidence that any form of musical textbook or grammar existed until the 1560s (roughly the same period that the tablature system known to Robert ap Huw seems to have emerged). How, then, was each degree of the musical craft defined? Initially there must have been near-exclusive reliance on memorization and imitation under the master’s guidance. We may speculate that essentials included maintenance of the instrument and the tuning of its strings; a basic understanding of the gamut and the function of notes within it; the techniques of bowing, stopping, bow-making and maintenance for a crwth player; the techniques of fingering, damping, and attack for a harper, including use of the nails. The learning of repertory would then have called for memorization of numerous structural conventions, including a knowledge of the twenty-four measures and the techniques by which variations were generated from them. The written word apparently figured little in this scheme – a very different state of affairs from the poetic syllabus, where apprentices were evidently required to engage with the rules of the poetic grammar and the Dwned from a very early stage.

This lack of emphasis on book-learning for musicians makes it unsurprising, then, that progression towards the master craft was shaped almost entirely by the demands of the repertory itself. The Statute of Gruffudd ap Cynan (whose requirements are summarized in Table 4.1, page 51) confirms that the only theoretical elements required of a musical apprentice were part and parcel of the pieces themselves. An ‘instructable apprentice’ was to know the measures and cyweiriau (special settings for the strings) of the pieces prescribed at that level, while an ‘apprentice to the master’ was to be familiar with all twenty-four measures of cerdd dant and the associated exercises known as the clymau cytgerdd; he was also to know how to classify the measures and to compose using them. Only the master musician who aspired to become a recognized instructor (athro) of the harp (there is no parallel qualification for crwth players at this level) needed to concern himself with more complex musical theories, such as the classification of weak beats and anacrusis, and the irregular treatment of the harmonic elements known as tyniad and cyweirdant (see below, page 150).10

These practical and embryonic theoretical requirements had nevertheless been modified in one important respect by 1567, when the Statute of Gruffudd ap Cynan was revised for the second Caerwys eisteddfod, for the text now includes a significant amendment to the section dealing with the pencerdd in cerdd dant. Whereas the 1523 version of the document makes no reference to any form of textbook, this new version stipulates that a qualified master musician should know how to classify the twenty-four measures of cerdd dant in accordance with the so-called ‘llyfr dosbarth’ (‘book of the classification’)11 – a term also used earlier in the Statute to refer to that part of the bardic grammar dealing with the poetic metres.12 The ‘llyfr dosbarth’ associated with the musicians was apparently synonymous with the text entitled Dosbarth Cerdd Dannau, ‘the book of the classification of cerdd dant’, which survives in fragmentary form in several sources from c.1560 onwards: it is discussed in more detail in Chapter 6. The Dosbarth Cerdd Dannau inevitably lacked the venerable pedigree of the bardic grammar used by the poets and was only a fraction of its length, but it still drew on the poetic textbook for structural and thematic ideas. Two of the three main extant redactions contain a fragment of pedagogical dialogue, whose question-and-answer format recalls closely the structure of both Gutun Owain’s version of the Dwned and parts of the expanded poetic grammar used in the sixteenth century. The muddled ordering and terminology of the surviving redactions of the Dosbarth Cerdd Dannau nevertheless suggest that the text was written down by someone not altogether conversant with the technical complexities of the musical craft – perhaps a poet or a keen amateur patron.

This new requirement for book-learning among musicians in 1567 seems to have affected only those players at the advanced end of the bardic scale, but as in poetry, it clearly had some bearing on the potential of a pencerdd to qualify as a master instructor or athro who was licensed to teach others. It can be no coincidence that one of the most eminent Welsh musical instructors, the harper Wiliam Penllyn (fl. c.1550–70; see page 145), is associated with a lost book of music that allegedly provided the basis for one key section of Robert ap Huw’s early seventeenth-century tablature,13 and it may even be that this lost volume contained a mixture of tablature and written pedagogical theory. Written sources, at long last, were evidently assuming a new importance for bardic musicians.



Bardic lore or cyfarwyddyd

Bardic apprenticeship also involved a second strand of learning alongside the theoretical element embodied in the written grammars, for a fundamental knowledge of general oral ‘lore’ was also deemed essential for the professional craftsman. This stock of Welsh lore, sometimes termed cyfarwyddyd, comprised a traditional body of oral learning dealing with virtually every aspect of native culture – history, genealogy, topography, religion, myth, law and medicine.14 Cyfarwyddyd was rarely recorded in written form, but again relied on memorization and transmission by word of mouth. It focused partly on learned concepts, but also encompassed descriptive narrative and legend that could be used as material for new literature.15 Some of this oral material, perhaps assembled during the twelfth century or even earlier, was categorized in mnemonic triadic groupings, drawing together related items from Welsh history and legend, such as the names of heroes or their swords and horses;16 and a number found their way into the early vernacular compendia copied before 1400, including the Red Book of Hergest.

The absence of music within this great scheme is nevertheless very striking, for aside from one direct mention of cerdd dant in a set of triads included as an appendage to the bardic grammar in AB MS Peniarth 20 (c.1330), the early recorded sources of cyfarwyddyd are largely silent when it comes to musical lore. Its omission is particularly conspicuous in the bardic compilations written out during the second half of the fifteenth century by the poet Gutun Owain (fl.1450–98),17 one of a succession of bardic copyists from north-east Wales who enjoyed associations with Cistercian houses (his uncle was abbot of Valle Crucis, near Llangollen). Gutun was an inveterate recorder of native learning, and his hand occurs in no fewer than ten extant manuscripts copied between 1450 and 1497.18 His books reflect many different facets of cyfarwyddyd: theological, medical and astrological information, genealogy, hagiography, calendars, chronicles, and typographical lists of kings, swords, rivers and bishops. Much of the material features in no earlier written source, and although some of it may have come from the monastic libraries that Gutun visited, other elements may well have been assembled direct from oral tradition. Gutun’s emphasis on genealogy is especially interesting, for although the involvement of Welsh poets in the recording of pedigrees has already been noted, Gutun himself was the first of a later line of distinguished bardic genealogists, and was elected by Henry VII in 1491 as a member of the commission to explore the pedigree of Owain Tudor. He also wrote out the earliest known version in Welsh of the treatise on arms, Llyfr Arfau (Ojec MS 6),19 which reflects the classifying tendencies found in several other works – including that later musical text known as the Dosbarth Cerdd Dannau. All of these sources suggest that a great collection of bardic knowledge was being formalized and assembled during his lifetime, much of it probably for the first time, and most of it still intended exclusively for use within the bardic community or by a select group of bardic patrons; it evidently testifies to a renewed thirst for learning in such circles.

The very comprehensiveness of Gutun’s collections in this respect makes the absence of musical material all the more noticeable, for aside from one isolated list of contemporary poets and musicians (see page 62), nothing survives in his hand that relates to cerdd dant. Is it simply that such materials have been lost, or could it have been that the written codification of cerdd dant lagged behind other areas of Welsh lore, since it continued to rely on oral transmission for longer? The second is perhaps the more likely, for it is only around 1500 that the first haphazard lists of cerdd dant measures and titles begin to appear as informal additions to books of Welsh poetry (see pages 75–82). This seems to imply that the barest essentials of cerdd dant were being recorded in writing for the first time only at the very end of Gutun Owain’s lifetime: perhaps a reflection of the growing professionalization of the craft; perhaps an indication of a new demand from learned patrons.

The content of another extensive compendium of bardic learning (AB MS Peniarth 127/i),20 copied in c.1510 by the priest Thomas ab Ieuan ap Deikws, who also had connections with Valle Crucis, nevertheless suggests that the process of assimilation was slow. Thomas ab Ieuan’s collection again covers several different areas of native Welsh culture – historical prose, pedigrees, a copy of the hagiographical compilation Bonedd y Saint, a list of twenty-four knights, and the treatise on arms, Dosbarth Arfau – but it is only in a later addition made by Thomas to this same book, apparently in c.1537, that we find anything relating to cerdd dant. This comprises none other than the much-copied Statute of Gruffudd ap Cynan associated with the first Caerwys eisteddfod of 1523, and it is the earliest version of the text known to survive.

The Caerwys eisteddfod may therefore have played a vital role in spurring on Welsh bardic scribes to begin writing down the history and theory of cerdd dant in a manner that would enable it to be drawn into the body of traditional native lore. It is certainly around 1523 that the first substantial texts dealing with bardic music seem to have been assembled. One such text is a historical narrative bearing the significant title of the ‘preservation’ (cadwedigaeth) of cerdddant (Figure 2.1 shows an early seventeenth-century copy) and this suggests an interesting Irish pedigree for Welsh music. It places the formation of the craft and its associated twenty-four measures at a musical council held in county Wicklow during the time of the ruler ‘Mwrthan’, a figure who has a quite genuine historical identity. Although most of those attending the Irish council bear fictitious names, the death of one ‘Mwrthan Wyddel’ is recorded in Brut y Tywysogion under the year 1119: he is evidently to be identified with the Irish ruler Muirchertach Ua Briain, a contemporary of Gruffudd ap Cynan himself. The absence of any earlier reference to this alleged twelfth-century council in Welsh (or indeed Irish) sources strongly suggests that the detail of the narrative was constructed afresh in the sixteenth century as pseudo-history, but the faint traces of authentic detail within it may hint at a much earlier tradition of oral cyfarwyddyd that was never written down. Stylistically the Cadwedigaeth text also belongs with two other Welsh musical narratives sometimes copied alongside it, one describing the invention of the crwth by Mercury, the other the discovery of harmony by Jubal. All three narratives (discussed in Chapter 6) are linked by their use of the legendary, sprinkled with some genuine historical fact, a feature that characterizes many other sixteenth-century bardic texts of this nature.


[image: Images]

Figure 2.1 The decorated opening of the Cadwedigaeth Cerdd Dannau in the unmistakeable hand of John Jones, scribe of Gellilyfdy, Flintshire (CDp MS 2.634 (Hafod 24), p. 789, copied c.1605–10).





The earliest anthologies of Welsh musical lore

The apparent admission of cerdd dant into the canon of Welsh bardic learning during the first half of the sixteenth century led to the gradual assembly of more substantial musical compendia, and the two earliest surviving examples of this type both date from around 1560. These two collections are mentioned several times in Part I of this book, and their contents are listed in Chapter 5. Both sources share a bardic focus, although they have different emphases and were apparently aimed at quite different readerships. The more extensive of the two collections is AB MS 17116B (Gwysaney 28), which also has the more specific remit: it opens with a copy of the heraldic treatise Llyfr Arfau and its accompanying armorial, while the second half of the book focuses almost exclusively on music. In addition to the Cadwedigaeth and Dosbarth texts, there is a copy of the Statute of Gruffudd ap Cynan, versions of the Mercury and Jubal narratives, and numerous lists, including inventories of the twenty-four measures of cerdd dant, titles of pieces grouped within various musical genres, and names of the master instructors of harp and crwth. We cannot be sure who wrote out this significant collection, though it has associations with north-east Wales and was probably the work of a patron with a strong amateur interest in professional bardic culture. At least two of the texts included therein, a pair of semi-chronological lists of the masters of harp and crwth, were surely compiled not long after the 1523 eisteddfod, for they both end with names drawn from the list of 1523 graduates. These and some of the other materials were perhaps derived from a compilation assembled by the celebrated poet Gruffudd Hiraethog, for the armorial in the first part of the book certainly shares some features with heraldic compilations copied out by two of Gruffudd’s pupils, Simwnt Fychan (in AB MS Peniarth 147), and William Llŷn (AB MS Peniarth 136).21

The learned Gruffudd Hiraethog has even more definite associations with the second key collection containing musical material, AB MS Peniarth 155, for the first part of this manuscript is a copy of a self-contained anthology compiled by Gruffudd in 1561. It comprises a fairly typical bardic miscellany: a set of proverbs, lists of the twenty-four ‘feats’ and the nine types of hunting, a lapidarium or essay on specific precious stones, and a vocabulary of obsolete words – together with five discrete items related to cerdd dant. The anthology as a whole was referred to as Lloegr Drigiant, or to translate Gruffudd’s title in full, ‘for the entertainment of the Welsh-speaking Welshman living in England, collected together from various Welsh books through the labours of Gruffudd Hiraethog’.22 Its intention was therefore markedly different from those earlier bardic collections aimed at a much more closed readership: Lloegr Drigiant was not to be kept secret and protected, nor was its use to be limited to practising bards and favoured patrons. It was collated for ‘the pleasure and edification’ of the Welsh gentry in general, especially those living beyond Wales.



The role of the Welsh humanists in the copying of musical sources

Lloegr Drigiant is a significant pivotal collection, for although it was compiled and copied by a professional bard, it leads directly into that wider phase of textual transmission associated with Welsh humanist writers. In this respect Gruffudd Hiraethog clearly concurred with his humanist friend, the Denbighshire renaissance scholar William Salesbury (c.1520–84?), that materials pertaining to the language and culture of Wales should not be kept protected and confined, but were worthy of international status and must therefore be freely disseminated.23 Ideally, this dissemination was to involve the printing press, and a collection of Gruffudd Hiraethog’s proverbs, Oll Synnwyr pen Kembero ygyd, was indeed printed in 1547.

Conflicting views regarding the circulation of bardic materials meant that tensions still prevailed between the Welsh humanists and the professional poets (still seen by many as the traditional guardians of learning) during the second half of the sixteenth century. But there seems to have been a growing spirit of cooperation with regard to the copying of at least some manuscripts, and many humanist scholars and antiquaries were clearly given access to bardic writings. The antiquarian copyists and collectors Thomas Wiliems of Trefriw and Roger Morris of Coed-y-Talwrn in Llanfair Dyffryn Clwyd, Denbighshire both wrote out texts pertaining to cerdd dant in the later sixteenth century, while Siôn Dafydd Rhys printed a small selection of materials (in Welsh) in his Latin publication Institutiones et Rudimenta in 1592. Similarly, the collector-calligrapher John Jones of Gellilyfdy, near Ysgeifiog in Flintshire, assembled Welsh musical and grammatical materials in CDp MS 2.634 (Hafod 24, shown in Figure 2.1) from several different sources in 1605–10. Several of these men copied directly from their antiquarian predecessors: John Jones borrowed materials from Roger Morris, who had in turn copied them from Thomas Wiliems, while Wiliam Dafydd Llywelyn (1525/6–1606 or later) of Llangynidr in Brecknockshire, reproduced many of the items from AB MS 17116B (Gwysaney 28) in his own collection, AB MS Peniarth 147. The different exemplars in circulation inevitably resulted in variant textual traditions, but there is less fundamental divergence between the principal sources than we might expect. This is especially true where the longer texts of cerdd dant are concerned, and reinforces the supposition that some of the musical material in the two key anthologies discussed above had been constructed only very recently.

These and other collections copied by Welsh bards, scholars and antiquaries during the second half of the sixteenth century enable us to reconstruct something of the practice of cerdd dant as it had developed towards the end of the Middle Ages. It seems that the early elements of oral tradition had now been formalized and extended, while the writing out of both the musical repertory and its associated theory were being given new priority. We cannot be certain how many harp and crwth players – especially those below the elevated level of pencerdd or athro – actually learned to read from the new tablature represented in Robert ap Huw’s book, or whether many of them ever saw a copy of the musico-theoretical and historical texts that were beginning to circulate. But the very existence of written-out lore, theory, and ultimately musical tablature, seems to confirm that cerdd dant had finally won its place within the canon of native learning by the 1560s.

The following chapters consider the associated sources of cerdd dant in discrete groups. Chapter 3 surveys the earliest narrative and poetic sources relating to the instruments of cerdd dant, the harp and crwth, while Chapter 4 looks at the formation and musical content of that key text, the Statute of Gruffudd ap Cynan, and its implications for those who worked within its code. Chapter 5 explores the gradual move towards the writing down and collation of musical materials by bardic and antiquarian scribes; Chapter 6, the content of the historical and theoretical documents associated with the tradition; and Chapter 7, the most important development of all: the formation of a unique tablature system that would preserve the features of the music itself.





1 ‘yn wir dewedaf I chwi Sir John kadw du lyfr yn dda rag dadgainiait kanys y may indo ef lawer o bethau da’: AB MS Llanstephan 7, p. 329 (early s. xvi), cited D. Huws, ‘The Transmission of a Welsh Classic’, Medieval Welsh Manuscripts (Cardiff, 2000) [hereafter MWM], 90.

2 ‘Bellach yr ysbysswn am rvwls ac ni ddylai yrhain fod ond ar dafod leferydd o athro i athro o herwydd kyfrinach yw llawer o honyn ac ni ddylyn fod Rwng pawb’. Gramadegau’r Penceirddiaid, ed. G. J. Williams and E. J. Jones (Caerdydd, 1934) [hereafter GP], lii.

3 ‘Canys cadw a chuddio a nodaynt y rhai hyn, ac eraill hefyd eu llyfrau a’u gywbodaethau mewn cistiau a lleoedd dirgel ... hyd na bai undyn yn gyfrannol o ddim o’r a fai ynddynt’ [spelling modernized]. Cited G. Thomas, The Caerwys Eisteddfodau (Cardiff, 1968), 16–17.

4 D. Huws, ‘Welsh Vernacular Books, 1250–1400’, MWM, 36–56, and the associated table of sources, MWM, 57–64.

5 D. Huws, ‘The Transmission of a Welsh Classic’, MWM, 84–103; see also Dafydd Johnston, ‘Dafydd ap Gwilym and Oral Tradition’, SC, 37 (2003), 143–61 (144–5).

6 GP provides an edition of all three main redactions, together with an invaluable commentary (in Welsh); it also lists all sources of the Grammar known to the editors in 1934. See also R. G. Gruffydd, ‘Wales’s Second Grammarian: Dafydd Ddu of Hiraddug’, PBA, 90 (1995), 1–28.

7 ‘bvm llyfyr kerddwriaeth kelfyddyd kerdd dafod’: Ojec MS 9, transcribed GP, 89–142.

8 Ironically, this derivative section seems to have been viewed as the most secretive part of all, for the expanded version copied by the poet Gutun Owain for a noble patron in 1455 carries the heading: ‘Llyma gyvrinach beirdd ynys brydain yr hwnn a elwir y Dwned ynghymraec’ (‘here is the secret of the bards of the Isle of Britain, that which is called the Dwned in Welsh’): GP, 67–88 (67). As the ‘Donat’, it also circulated widely in England.

9 For a transcription of the section of the Statute that relates to poetic apprentices, see Records of Early Drama: Wakes, ed. David Klausner (Toronto, 2005), 159–60 (transl. 349–50).

10 ‘Ac os Telynor Raid iddaw wybod ... dosbarth pob gwan a Ragwan vob kynhwyssiad ac ysmvdva pob gorhwynfa ar dyniad a chywairdant ...’, Lbl MS Add. 19711, transcr. REDW, 160, ll. 20–22 (transl. 350).

11 ‘yn benkerdd y dylav wybod ... i holl gweiriav ai prythynasav ar kynwysiadav ar gogynwysiadav fal i mae y llyfr dosbarth yn erchi ...’ AB MS Peniarth 158B, transcr. REDW, 173, ll. 31–6 (transl. 361–2).

12 ‘a gwnythvr kerdd yn ddifai warantedig ar dri ar higen or mesvrav y sydd i henwav yn y llyfr dosbarth...’: AB MS Peniarth 158B, transcr. REDW, 172, ll. 29–30 (transl. 360–61).

13 As confirmed by a note on p. 22 of the Robert ap Huw MS: see Figure 7.1, page 137 below.

14 The term cyfarwyddyd
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