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Compare and contrast Gwerful Mechain’s ‘Cywydd y Cedor’ with Dafydd ap Gwilym’s ‘Cywydd y Gal’. In your view, was ‘Cywydd y Cedor’ written in response to Dafydd’s ‘Cywydd y Gal’?
Perhaps two of the most popular medieval erotic poems to have survived, Dafydd Gwilym’s Y Gal and Gwerful Mechain’s Y Cedor give a wonderful glimpse into what it was like to be a man and woman in the fourteenth and fifteenth century, whilst boldly only focusing on their genitals – quite the triumph! Discussion within this essay will focus on the similarities and differences between both poems, including how Y Cedor is often portrayed as the more austere counterpart to Gwilym’s Y Gal, which is regarded as jesting and jovial. Attention will also be given to who these poems were originally composed for, something that is often neglected in the studies of both poems. By paying heed to the current studies that discuss the poems in depth, this essay will demonstrate why Cywydd y Cedor was not written in response to Cywydd y Gal. As a native English speaker, the translations used in this study will be those of Katie Gramich and Dafydd Johnston. Whilst there are other English translations of Y Gal and Y Cedor, the choice to focus on the translation by Gramich is based on her extensive knowledge of Mechain, which is otherwise lacking. Johnston and Gramich have translated both poems, so comparison within this essay becomes more succinct.
Y Gal survives in eleven fifteenth and sixteenth century manuscripts, and whilst Y Cedor has fewer extant copies, the two have been found together in seven manuscripts in which at least four of them have attributed both poems to Gwerful Mechain.[footnoteRef:1] One of the problems encountered here is the translation from Medieval Welsh. Looking at the extant copies of Y Gal shows that the manuscript copies alone all slightly differ in the way they have been transcribed.[footnoteRef:2] Whilst a large majority of the poem remains consistent, these small differences are enough to show that the poem has already been through a process of alteration. Richard Suggett in his chapter, Language, Literacy and Aspects of Identity in Early Modern Wales, writes ‘Poets composed but did not necessarily recite their own poetry, but there were professional reciters, datgeiniad, who recited poetry composed by others’.[footnoteRef:3] This presents us with a question; if the composer of a poem (the poet) employed someone to recite it for them, is it not just as likely that the transcriber of the performed poem was also not the poet? Therefore, any poem as we have it today may have been modified three times before it was added to a manuscript. When it comes to translating the poems from their original language into modern Welsh and English, it is inevitable that we find ourselves with a version of the poem that is only reminiscent of the original. It’s easy to see these differences in modern translations. Katie Gramich and Dafydd Johnston have both translated Y Gal, and the (albeit slight) difference in interpretation is evident. Gramich opens Y Gal (lines 1-3): [1:  James Doan, ‘An Unedited Welsh Poem From Peniarth 49: Cywydd y Gal’, Comitatus: A Journal Of Medieval And Renaissance Studies, 7.1 (1976), 15-26 (p. 15).]  [2:  Swansea University, Dafydd Ap Gwilym, (n.d) < http://www.dafyddapgwilym.net/index_eng.php> [accessed 4 February 2022] - The Dafydd ap Gwilym website contains six manuscript versions of the poem which is where evidence was sought for the slight alterations in each version. ]  [3:  Richard Suggett, ‘Language, Literacy And Aspects Of Identity In Early Modern Wales’, in The Spoken Word: Oral Culture In Britain, 1500-1850, ed. by Daniel Woolf and Adam Fox (Manchester: Manchester University Press, 2003), pp. 52-83 (p. 56).] 

[bookmark: _Hlk97838730]‘By God, penis, you’ve got to be guarded
Kept an eye and hand on,
For this reason, pole with head held high’.[footnoteRef:4] [4:  Katie Gramich, The Works Of Gwerful Mechain, (Canada: Broadview Press, 2018) p. 146-147.] 

Whereas Johnston writes:
‘By God, penis, you must be guarded
with eye and hand
because of this lawsuit, straight headed pole’.[footnoteRef:5]  [5:  Dafydd Johnston, Medieval Welsh Erotic Poetry, (Wales: Seren, 1998) p. 25.] 

It’s evident here that the foundation of the poem is fundamentally the same, however Gramich gives no mention of a ‘lawsuit’ in her ‘literal translation’.[footnoteRef:6] The only suggestion is on line 7 where she refers to the penis as not being ‘accused’.[footnoteRef:7] Gramich also provides readers with a ‘freer translation…aim[ing] to convey much of the tone and verve of the original while also giving some sense of the complexities of the formal qualities of the Welsh original’.[footnoteRef:8] It is in this ‘freer translation’ that she writes: [6:  Gramich, The Works Of Gwerful Mechain, p. 20.]  [7:  Ibid. p. 147.]  [8:  Ibid. p. 20.] 

‘Why? Oh, you pole with your head held so high,
You’ve got us in trouble and the court case is nigh’.[footnoteRef:9]  [9:  Ibid. p. 146.] 

The mention of the court case appears in line 4 of the free translation, yet in the same section of her literal translation, it has been omitted. It begs to question which version Gramich decided to write first and why any legal references have been erased from the literal translation? Does the literal translation mention a lawsuit which she decided to dismiss, or was her free translation influenced by other versions that gave reference to legal terms? Replacing ‘court case’ with ‘accused’ between the two versions could, for some readers, provide a completely different interpretation of the poem depending on their own understanding of the words. It is then important to remember that any translation of a poem is an interpretation and may have been influenced by others’ perceptions of the same work. This is evidenced further by James Doan, who states in his study of Cywydd y Gal that ‘There is almost no punctuation in the manuscript, and both spelling, and capitalization are often arbitrary…all punctuation and capitalization reflect my own interpretation of the poem’.[footnoteRef:10] The Bardic tradition held in high regard the ability to recite poems from memory, as Richard Suggett highlights, ‘the new poetic style (the cywydd) had developed in the mid fourteenth century [and] was subsequently to dominate poetic composition, this new poetry did not find a written form until a century later’.[footnoteRef:11] It could be contested that this does not reflect the importance of oral recital, rather it highlights the large percentage of an illiterate population. Yet, on the other hand ‘some poets and reciters depended for their livelihoods on committing poetry to memory and were accordingly threatened by written texts that made this poetry more widely accessible’,[footnoteRef:12] highlighting the importance that oral recital had in medieval society.  [10:  Doan, An Unedited Welsh Poem From Peniarth 49: Cywydd y Gal, p. 16.]  [11:  Suggett, Language, Literacy And Aspects Of Identity In Early Modern Wales, p. 55.]  [12:  Ibid. p. 56.] 

Another interesting comparison between Johnston’s and Gramich’s translations can be found in Mechain’s Y Cedor. Across lines 31 and 32 in Johnston’s translation, it reads:
‘It is a valley longer than a spoon or hand, 
a ditch to hold a penis two hands long’.[footnoteRef:13]  [13:  Johnston, Medieval Welsh Erotic Poetry, p. 37.] 

Comparing this to the same section of poem translated by Gramich, however, shows that these two lines have been omitted and can instead be found towards the end of the poem on lines 46 and 47. What is interesting is that either Johnston or Gramich have decided that these lines would be better suited at another point in the poem rather than following from the original manuscript or modern Welsh translations. This is apparent by how far apart these lines are in both versions. It is difficult to evidence which author provides a more accurate reading, given that Mechain’s work, whilst still being ‘the largest oeuvre still extant’,[footnoteRef:14] has not been given as much attention as Gwilym’s. The first English translation of Mechain’s poetry did not exist until 2018 (this is Gramich’s translation), which was translated from Nerys Ann Howell’s modern Welsh version. Howell’s edition had either been translated from Leslie Harries’ work on Mechain’s poetry in 1933, or from the original manuscripts - perhaps a combination of both given that Harries decided to omit Mechain’s work from his 1953 collection of poetry, ‘comparing Gwerful Mechain to a prostitute’.[footnoteRef:15] We can see, then, that in the process of translating, not just from one language to another, but from orally performed to transcribed, there has been a huge process of alteration and interpretation.  [14:  Gramich, The Works Of Gwerful Mechain, p. 7.]  [15:  Jane Cartwright, ‘Women Writers In Wales’, in The History Of British Women’s Writing, 700-1500 Volume One, ed. by Liz Herbert McAvoy and Dianne Watt (Hampshire: Palgrave Macmillan, 2011), pp. 60-71 (p. 68). ] 

This process of interpretation and alteration of extant medieval poetry contributes to the problem that many works are ascribed to the wrong poet. This is especially true of the poetry of Gwilym and Mechain. Both Y Gal and Y Cedor use the poetic device dyfalu, ‘a form of description which characterizes the cywydd metre’.[footnoteRef:16] It is used ‘to create strong visual and emotional impression[s] of the object described through the accumulation of quick-fire images’.[footnoteRef:17] It is likely the use of dyfalu and the subject matter of both poems that gives the impression they were written by the same poet. However, there have been numerous studies, including those by James Doan, Adelaide Greig, and Swansea University (who have compiled a large corpus of Dafydd ap Gwilym’s poems digitally), who argue that Y Gal should be credited to Gwilym, not Mechain. These claims have taken extensive research into consideration about Gwilym’s own influences, his poetic style and use of cynghanedd, and finally the use of dyfalu which is evident across many of his poems. Helen Fulton states that this stylistic device is ‘characteristic of Dafydd’s attempt to move beyond the confines of gogynfeirdd poetry’[footnoteRef:18] (gogynfeirdd translating as ‘Poets of the Princes’).[footnoteRef:19] This is a reasonable assumption from Fulton, as Gwilym was performing in the fourteenth century, across the period of the English defeat against Wales when the nobility of Kings was adapted to a new bourgeoisie class. This naturally came with a division with the remaining social classes: the clêr and the uchelwyr. Huw Meirion Edwards comments that the defeat against Wales: [16:  Huw Meirion Edwards, ‘The Literary Context’, Dafydd Ap Gwilym, (2011) <http://www.dafyddapgwilym.net/docs/The%20Literary%20Context.pdf?utm_medium=website&utm_campaign=Permanent&utm_content=Literary%20Context%20Essay&utm_source=website&utm_term=Essay> [accessed 19 February 2022] p. 18.]  [17:  Ibid. p. 18.]  [18:  Helen Fulton, Dafydd Ap Gwilym And The European Context (Cardiff: University of Wales Press, 1989), p. 131-132.]  [19:  Encyclopedia Britannica, Welsh Literature: The Middle Ages, (2008) < https://www.britannica.com/art/Celtic-literature/Welsh-literature#ref313970> [accessed: 8 March 2022].] 

‘Put an end to the main source of patronage of the bardic order defined in the Laws of Hywel Dda. From then on, poets’ main patrons would be the landed gentry rather than the old royal dynasties of Wales’.[footnoteRef:20]  [20:  Edwards, The Literary Context, p. 1.] 

A large volume of praise poems (‘poems that enhanced the status of patrons’)[footnoteRef:21] from the Medieval era still exist in manuscript form and ‘many are of ‘local’ rather than ‘national’ interest expressing the regional context of patronage by numerous ‘freemen’ descended from noble families (uchelwyr) who were influential in their own districts’.[footnoteRef:22] This is evidenced by what we know about Gwilym. Gwilym was a ‘lower member of the aristocracy’,[footnoteRef:23] but part of the aristocracy, nonetheless. His ‘family links are with the uchelwyr and his attachment to the courts in South Wales make it unlikely that he was…dependent on random favours in quite the same way as the clêr’.[footnoteRef:24] This is similar to what we know of Gwerful, who was part of ‘the lower nobility of Montgomeryshire’,[footnoteRef:25] who married a high-status man, John ap Llwelyn Fychan. Having this status meant that Mechain was also not ‘obliged to sing empty praises of [her] patrons in order to earn [her] daily bread’.[footnoteRef:26] The lack of dependency on patronage gave both poets the freedom to write about topics that were tabooer at the time, such as female sexuality or non-courtly love. However, this liberation has meant that their works are often affiliated with one another or attributed incorrectly. Adelaide Greig comments that Mechain ‘could be considered [Gwilym’s] direct female counterpart’[footnoteRef:27] despite their being nearly a century between them. [21:  Suggett, Language, Literacy And Aspects Of Identity In Early Modern Wales, p. 57.]  [22:  Ibid. p. 57.]  [23:  Adelaide Greig, ‘The Extraordinary Medieval Woman: Responding To The Critical Reception Of Gwerful Mechain’s Poetry’, Melbourne Historical Journal, 47 (2020), 43-55 (p. 46).]  [24:  Fulton, Dafydd Ap Gwilym And The European Context, p. 192.]  [25:  Greig, The Extraordinary Medieval Woman, p. 43.]  [26:  Gramich, The Works Of Gwerful Mechain, p. 10.]  [27:  Greig, The Extraordinary Medieval Woman, p. 46.] 

Huw Meirion Edwards proposes that ‘from the fourteenth century onwards, when the bardic order lost its former legal status…references to itinerant minstrels are few and far between’.[footnoteRef:28] One of these scanty references to the clêr can be found in Y Gal, where Gwilym makes direct reference to them: ‘take heed you despair of minstrels’.[footnoteRef:29] Evidence of clêr influence can be seen in Y Gal, from the humourous and bawdy content and tone of the poem, which clêr poetry is associated to as it was often called upon to entertain the patrons and princes in a lighter tone.[footnoteRef:30] Edwards goes as far to say that ‘the line between [Gwilym’s] less elevated pieces and those of the Clêr must have been somewhat vague at times’[footnoteRef:31] highlighting the influence clêr poetry had in the fourteenth century. This brings a notable difference to Gwilym and Mechain’s poetry, and whilst the more risqué and erotic nature of some of their poems are similar, reference to clêr poetry has not been associated to Mechain’s work. Huw Meirion Edwards’ research into the etymology of the word ‘clêr’ has been fantastic in showing how meaning ascribed to this term changed over time. By the fourteenth century, due to the loss of Welsh independence, the term already had two distinct meanings: ‘inferior minstrels’ and ‘all poets, irrespective of status’.[footnoteRef:32] It is then probable that by the time Gwerful was writing, that these meanings blurred into one another, so the attribution to her work being influenced by clêr poetry was not necessary nor relevant. It is, however, plausible that Mechain took inspiration from Gwilym’s poetry and that some of her humourous poems have classical traits of the clêr embedded within them because of this. [28:  Huw Meirion Edwards, Dafydd Ap Gwilym: Influences And Analogues, (Oxford: Clarendon Press, 1996), p. 6.]  [29:  Johnston, Medieval Welsh Erotic Poetry, p. 25.]  [30:  Edwards, Dafydd Ap Gwilym: Influences And Analogues, p. 8.]  [31:  Ibid. p. xi.]  [32:  Ibid. p. 3.] 

One interpretation of Y Gal that has not been discussed is the idea that it was written for a patron. Terms used to describe the penis, such as ‘the vilest of rolling pins’,[footnoteRef:33] are both boastful and degrading. ‘Vilest’ holds many negative connotations whilst ‘rolling pin’ implies a particular, and perhaps impressive, size. It is likely that this is an autobiographical poem given that this is typical of Gwilym’s style of poetry. Fulton states, ‘the object of ridicule in most of Dafydd’s humorous poems is the lover who loses face’,[footnoteRef:34] this is usually at his own expense. The poem Merched Llanbadarn is a great example of this. The self-deprecating poem tells of Gwilym’s rejection of the women in his local Parish, who mock him with cruel words such as ‘that pallid lad with the face of a coquette’.[footnoteRef:35] The object of ridicule in Merched Llanbadarn is Gwilym, evidenced by his use of first-person pronouns. Yet, whilst this style of poem is emblematic of Gwilym’s poetry, there is nothing except this, that would suggest Y Gal is written about his own penis. Gwilym uses the first-person pronoun once in Y Gal, where he writes ‘I consider you…’[footnoteRef:36] before employing the dyfalu technique to give a long list of both boastful and derogatory images describing the penis. It could be proposed that Gwilym was requested by a patron to write a praise poem about their penis. Not only would this be entertaining but the boastful language is exemplary of praise poetry. Questioning who the poem was written for is just as important as the study of the poem itself and opens the door to further analysis. Fulton writes that: [33:  Johnston, Medieval Welsh Erotic Poetry, p. 25.]  [34:  Fulton, Dafydd Ap Gwilym And The European Context, p. 213.]  [35:  Swansea University, Dafydd Ap Gwilym, (n.d) <http://www.dafyddapgwilym.net/AnaServer?dafydd+252861+printPoemEng.anv+poem=Edited%20Text:%20137%20-%20Merched%20Llanbadarn> [accessed 22 February 2022].]  [36:  Johnston, Medieval Welsh Erotic Poetry, p. 25.] 

‘In poems to both men and women, the primary function of the persona is that of praise-poet. His role as warrior and lover are convenient metaphors by which he can relate to the person being praised’.[footnoteRef:37] [37:  Fulton, Dafydd Ap Gwilym And The European Context , p. 82.] 

This description fits well with what we know of Gwilym. He was not dependent on patronage so would have had more choice in when and who he composed for, and likely could have got away with being a bit lewder in tone too. On the other hand, it is also in Gwilym’s nature to compose poems that degrade both the bourgeoisie and the English, as evidenced in Trafferth mewn Tafarn where Gwilym writes ‘three English men in one stinking bed’.[footnoteRef:38] This could also be applied to Y Gal, as the humourous poems are ‘at the emergent bourgeoise’,[footnoteRef:39] making it entirely plausible that Y Gal could have been written at the expense of the bourgeoisie and (or) the English, focusing particularly on their sexual nature and how it is bothersome and unwelcome. Perhaps the boasting is in jest of how the bourgeoise present themselves to the lower classes, or the vulgar phrases are used to distinguish an English penis from a Welsh one? Again, whilst this is unlikely, as Gwilym’s humorous poems are ‘clearly contributions to a well-established European tradition of anti-bourgeoise satire…They are clearly intended for entertainment and not for serious social comment’,[footnoteRef:40] there could be a deeper message to be uncovered from Y Gal that is being dismissed because of its humorous tone and comical dyfalu. To further this, in 1952 Thomas Parry excluded Y Gal from his collection of Gwilym’s work, Gwaith Dafydd ap Gwilym, as it was ‘not suitable to be included’,[footnoteRef:41] suggesting that not all audiences found the poem to be amusing (though likely due to the crude content as opposed to the satirical and political undertones). [38:  Swansea University, Dafydd Ap Gwilym, (n.d) <http://www.dafyddapgwilym.net/AnaServer?dafydd+145750+printPoemEng.anv+poem=Edited%20Text:%2073%20-%20Trafferth%20mewn%20Tafarn> [accessed 22 February 2022].]  [39:  Fulton, Dafydd Ap Gwilym And The European Context, p. 189.]  [40:  Ibid. p. 225.]  [41:  Doan, An Unedited Welsh Poem From Peniarth 49: Cywydd y Gal, p. 19. ] 

Similarly, Mechain was described as ‘a whore’,[footnoteRef:42] and Y Cedor was expunged from Harris’ collection of Mechain’s work. Was this because of the crass dyfalu used for the vagina or because of the feminist sentiment clearly imbued throughout the poem? Perhaps both? In her research on poetic authorship prior to the 1800’s, Cathryn Charnell-White claims that Y Cedor is a well-articulated poem that Mechain uses to challenge her fellow poets by ‘using their own generic conventions…to undermine the inherent misogyny of their arguments’.[footnoteRef:43] This implies that Mechain would have performed Y Cedor to a male audience, especially given that she was ‘an active member of the bardic circle’[footnoteRef:44] which was predominantly male. Does Y Cedor lose its humour and instead incite more serious affections when it is understood that these interpretations are likely rooted in the patriarchal misogyny that Mechain was trying to escape? [42:  Gramich, The Works Of Gwerful Mechain, p. 11.]  [43:  Cathryn A. Charnell-White, ‘Problems Of Authorship and Attribution: The Welsh-Language Women's Canon Before 1800’, Women’s Writing, 24.4 (2017), 398-417 (p. 410).]  [44:  Ibid. p. 403.] 

During the fifteenth century ‘female poets were not exempt from pervasive patriarchal attitudes which deemed their work to be less important than their male counterparts’,[footnoteRef:45] and as a female, fifteenth-century poet, Gwerful’s work was considered to be uncharacteristic for a woman of her era, often writing about ‘the feminine condition, including experiences of sex and marriage’.[footnoteRef:46] This may have gone some way as to influencing readers’ perception of her works, including Y Cedor. Readers are already aware of the boundaries Mechain is pushing, which adds an element of earnestness to the poem. The humour in Y Cedor is not disregarded, but it is not given as much credit or noted as being as ‘lighthearted’ as Y Gal. Greig identifies that ‘scholarly work…focuses specifically on the sexual content within some of [Mechain’s] poems’,[footnoteRef:47] which then disregards all other aspects of the poetry, including her intelligence and humourous wit. Focus on the sexual aspects to her poetry is justified by the fact that she was a woman writing about sexuality in the fifteenth century, a time this was very taboo for a woman to do. Rightfully so, Mechain’s work is often described as modern since she highlights many issues that women in the 21st Century can also relate to. However, it is considered modern because of the patriarchal portrayal of medieval women. Grieg notices that labelling Mechain’s work as ‘modern’ and ‘extraordinary’ ‘further ingrains the notion created by a patriarchal recording of history that historically intelligent, opinionated and talented women were few and far between, an anomaly of their time’.[footnoteRef:48] The patriarchal silencing of medieval women is evident via the percentage of extant poems by men as opposed to women. Grieg gives a great example of this in her article, The Extraordinary Medieval Woman, noting how Ieuan Dyfi’s poem, I Anni Goch, ‘a deeply personal complaint against women’,[footnoteRef:49] survives in thirty-four manuscripts, while Mechain’s dialogic response poem, I ateb Ieuan dyfi am gywydd Anni Goch, where she defends, not only ‘Red Annie’, but all of womankind, is only extant in just five manuscripts.[footnoteRef:50] The patriarchal and misogynistic view of medieval women as subdued and passive, combined with the lack of extant ‘unconventional’ female poetry defies that bold, humourous and sexually liberated women existed.  [45:  Greig, The Extraordinary Medieval Woman, p. 44.]  [46:  Ibid. p. 43.]  [47:  Ibid. p. 46.]  [48:  Ibid. p. 51.]  [49:  Gramich, The Works Of Gwerful Mechain, p. 111.]  [50:  Grieg, The Extraordinary Medieval Woman, p. 49.] 

There must be some cognizance that suggests a kind of equality between women regardless of their status, given that ‘women of varying classes were denied the opportunities and agency of some of their male counterparts’,[footnoteRef:51] thus they all have this shared experience. It is plausible, then, to entertain the notion that Mechain’s Y Cedor could have been written for a female audience or even patron. We know that Mechain did not have to compose poetry to earn her living, but to refuse the notion that she never did is nonsensical. The common unity presiding over all women at the time was patriarchal oppression, and it is not unlikely that there were more powerful, feminist women of a higher status who agreed with everything that Mechain acknowledged as being a patriarchal problem. It could be that just as male patrons gathered the clêr for entertainment after listening to ‘the stately and artistically accomplished awdlau performed in their honour’[footnoteRef:52], female patrons called for similar entertainment, perhaps after enduring praise poetry, which was inherently of more benefit for their spouse, since ‘women did not generally hold land or money in their own right…[thus] by honouring a patron’s wife or daughter, a poet was honouring the patron himself’.[footnoteRef:53] Mechain opens Y Cedor with the recognition of how the noble and religious men praise a woman’s beauty from her hair, to: [51:  Ibid. p. 52.]  [52:  Edwards, Dafydd Ap Gwilym: Influences And Analogues, p. 8.]  [53:  Fulton, Dafydd Ap Gwilym And The European Context, p. 77.] 

‘The eyebrows above the eyes.
They also praise, beautiful plumpness,
The bare breasts, soft and smooth
and praise the girl’s arms like a bright curtain’.[footnoteRef:54] [54:  Gramich, The Works Of Gwerful Mechain p. 41-43.] 

Yet they ‘leave the middle without praise’[footnoteRef:55], before she employs the use of dyfalu to give vivid images of the vagina: [55:  Ibid. p. 43.] 

‘The quim beneath the cloth.
You are a body of boundless ability,
Pure court of feathery fat’.[footnoteRef:56]  [56:  Ibid. p. 43.] 

It would be remiss to assume that Mechain is the only woman of the era who would have acknowledged this form of eulogy, commenting on all aspects of a woman’s beauty except the area that holds the most sovereignty. It is not beyond the realms of imagination that we could see Mechain proudly performing Y Cedor to a wholly female audience, who are all laughing and mocking gaily, having acknowledged together this trait among male poets, who (ironically) give no consideration to the female genitalia even though it is the area they long for most. It is when we place Y Cedor in the context of an all-female audience, that we find the incongruous humour has a place.  
The differences between Y Cedor and Y Gal are not immediately striking; given both poems’ use of dyfalu and cynghanedd, combined with the similar subject matter (the male and female genitalia), one would not be ridiculed for suggesting that both poems are written by the same person. On further research into the poems, readers can also see that both have (potentially) a political and satirical tone to them, as well as a humourous one. However, Gwilym’s Y Gal strikes an overall, more lighthearted emphasis, which is consistent with his other humourous poems such as Merched Llanbadarn and Trafferth mewn Tafarn, nor does Y Gal ignite the same conversation of modernism that Mechain’s Y Cedor does. It seems apparent that we have both a medieval male and female perspective given between the two poems. One that boasts the size of the penis whilst mocking its prowess and lustful desires, ‘you are a trouserful of wantonness’,[footnoteRef:57] and the other which harks praise to the vagina, whilst mocking those who long to experience its pleasure, but will not acknowledge its existence: [57:  Johnston, Medieval Welsh Erotic Poetry, p. 27.] 

‘And the bright saintly men of the church
Don’t abstain, highest blessing,
When they get a chance, 
by St. Beuno, to give it a good feel’.[footnoteRef:58] [58:  Gramich, The Works Of Gwerful Mechain, p. 45.] 

The opposites here give heed to the idea that Mechain’s Y Cedor was written in response to Gwilym’s Y Gal. Mechain is known for her dialogic response poetry, as evidenced in I ateb Ieuan dyfi am gywydd Anni Goch and also in her poetic exchanges with Dafydd Llwyd, such as Ymddiddan rhwng Dafydd Llwyd a Gwerful Mechain. However, in these poems she directly speaks to both Dafydd and Ieuan, mentioning them by name: ‘Here’s a hairy pit, until you get tired, Dafydd’.[footnoteRef:59] In this sexually explicit response poem to Dafydd, Mechain does not mock Llwyd’s penis at all, rather she is boastful about it, describing him as a ‘brave noble lad with the long cock’.[footnoteRef:60] Mechain composes erotic poetry that does not abash the penis, rather she writes erotically about it, suggesting that, despite historical evidence to the contrary, medieval women also enjoyed sexual pleasure. If Mechain had written Y Cedor as a response to Y Gal, it seems likely she would have made this especially obvious. The more likely scenario is that Mechain took inspiration from Y Gal. Gwilym both berates and boasts about the penis, which if Mechain had taken an unfavorable opinion about, certainly would also have rebuked the penis further. As part of the bardic circle, to which just a century prior, Gwilym would have been part of, Mechain would be both fueled and influenced by her male contemporaries to create poetry that was of a high standard, but also highlighted women’s issues of the time. The two poems balance each other quite harmoniously in their opposites and similarities. Y Gal speaks of the the slight inconvenience it is to have a penis, or to be a man with strong sexual desire, which could have influenced Mechain to write about female inconveniences. However, Y Cedor highlights the double standards in a patriarchal society, that a woman’s vagina can be the most powerful and wanted possession, yet no attention is given to it in eulogy or courtly-love poetry, and those who have one, are silenced. It is the humour applied to this serious sub context that could perhaps have been influenced by Gwilym’s more jovial tone towards the penis. Despite this, both poems should be viewed as independent from one another, so that each can claim poetic triumph in their own regard.  [59:  Ibid. p. 85.]  [60:  Ibid. p. 85.] 
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