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Analyse the author of the Four Branches’s use of direct speech.  What role does dialogue play in these four native tales?


Often referred to as the oldest Welsh folk tales, the Four Branches of the Mabinogi are perceived to originate from the medieval oral storytelling tradition. This may explain the significant percentage of direct speech found in The Mabinogion, which is as high as almost fifty percent.[footnoteRef:1]  In relation to Irish narrative, Delargy attributes the high frequency to; [1:  S. Davies, ‘Storytelling in Medieval Wales,’ Oral Tradition, 7/2 (1992), p. 240.] 

A characteristic feature of early and medieval Irish prose narrative is the effective and skillful use of dialogue, and this is very marked in the modern Gaelic folk-tale . . .  A good story-teller rarely departs from oratio recta . . .[footnoteRef:2]   [2:  J. H. Delargy. ‘The Gaelic Story-Teller’, Proceedings of the British Academy, 31 (1945) cited in S. Davies, ‘Storytelling in Medieval Wales,’ Oral Tradition, 7/2 (1992), p. 238.   ] 


	 The tales were originally confined to the page in the fourteenth century and can be found in the White Book of Rhydderch, dated c.1350, and the Red Book of Hergest, dated from 1382 to c.1410[footnoteRef:3], but are believed to have first been composed between 1060 and 1100[footnoteRef:4].  The identity of the author, or authors, is still widely debated, however Sioned Davies identifies that it is generally agreed that one author composed the work, deliberately writing a piece of literature rather than a transcription of an oral story.[footnoteRef:5] [3:  S. Davies. The Mabinogion (Oxford: Oxford University Press, 2007) p.IX]  [4:  P. Sims-Williams. ‘The Submission of Irish Kings in Fact and Fiction: Henry II, Bendigeidfran, and the Dating of The Four Branches of the Mabinogi,’ Cambridge Medieval Celtic Studies, 22 (1991), pp. 31-61.]  [5:  S. Davies.  ‘Storytelling in Medieval Wales’, p 236.] 

	The first publication of the full text of eleven tales, collectively known as The Mabinogion, was a translation from Welsh to English, by Lady Charlotte Guest, dating 1838-49.   Many translations have since been made, with the most recent being Sioned Davies’ edition of The Mabinogion[footnoteRef:6] in 2007.  It is this translation which shall be referred to throughout the essay in the analysis of the author of the Four Branches’s use of direct speech, and the role that dialogue plays in these four native tales.  [6:  S. Davies. The Mabinogion ] 

	The analysis of the author’s use of dialogue in the Four Branches will move between the Branches depending upon the specific role that dialogue plays and that will encompass the role of dialogue as entertainment, as a means of simplifying the narrative for the medieval audience, the role of dialogue in upholding Celtic traditions, and its role in the shaping of narrative technique in these four native tales.

	The first, and clearest role that dialogue plays in the Four Branches is the role of entertainment.  It is unknown, due to a lack of evidence, whether the tales were performed orally, but it is accepted that they draw upon an oral tradition and that the author has made use of the devices associated with oral storytelling.  During the period when the Four Branches were composed, spoken drama would have been one of the main sources of entertainment and the native storyteller known as the cyfarwydd would have played a large part in entertaining the crowds.  The central focus of the audience’s amusement would not necessarily have been the story in its entirety, but rather the components which form the tales.  Brynley Roberts breaks down these components as;
‘Oral style is marked by a high degree of repetition of theme, episode, and phrase, by dialogue, by color of description and hyperbole, by comparisons and metaphors, all of which are part of the storyteller’s equipment.’[footnoteRef:7] [7:  B. F. Roberts. ‘Oral Tradition and Welsh Literature: A Description and Survey’, Oral Tradition, 3 (1-2) (1988) p 73] 


	As oral entertainment was so important, the ability to converse well was held in high regard.  In the First Branch, when Pwyll first meets the queen of Annwfn, he finds her to be ‘…most gracious of disposition and discourse …’[footnoteRef:8] The same high regard for the skill of discourse can also be found at the beginning of the Third Branch when the Pryderi tells Manawydan ‘I am sure that you have never heard a woman converse better than Rhiannon.’[footnoteRef:9] demonstrating that the ability to converse well was considered a favourable attribute at that time.  In Welsh, the verb ymddiddan (to converse) means ‘to entertain each other,’[footnoteRef:10] and can refer to informal conversation that may be had at the dinner table.[footnoteRef:11] When working with a text that was initially written in Welsh, this serves as a reminder of the dualistic nature of translation. [8:  S. Davies. The Mabinogion, p5.]  [9:  Ibid p35]  [10:  S. Davies.  The Four Branches of the Mabinogi.  (Dyfed: Gomer Press, 1993) p.43]  [11:  S, Davies.  ‘” He was the best teller of tales in the world”: performing medieval welsh narrative’, in Birge Vitz, E. Freeman Regalado, N. and Lawrence, M. (eds.) Performing Medieval Narrative.  (Cambridge: D.S Brewer, 2005) p 15] 

[bookmark: _Hlk29222577]	The author makes it clear that they are drawing upon a tradition of storytelling, openly referring to the role of the cyfarwydd in society.  In the Fourth Branch the narrator describes the Gwydion’s characteristics, proclaiming that ‘Gwydion was the best storyteller in the world.  And that night he entertained the court with amusing anecdotes and stories, until he was admired by everyone in the court, and Pryderi enjoyed conversing with him.’[footnoteRef:12] while Pryderi later celebrates him by saying ‘Yours is a very good tongue.’[footnoteRef:13]  It has been argued that these four native tales are indebted to the skills of the cyfarwydd,[footnoteRef:14] whose role was to orally perform stories, with the translation in Middle Welsh being ‘storyteller’[footnoteRef:15]  [12:  S. Davies. The Mabinogion. p48.]  [13:  Ibid p. 49]  [14:  S. Davies.  ‘Storytelling in Medieval Wales’ p236]  [15:  B. F. Roberts. ‘Oral Tradition and Welsh Literature: A Description and Survey’ p. 63] 

[bookmark: _Hlk29233760]	Brynley F. Roberts identifies the cyfarwyddiaid as one who is an expert in ‘seeing, perception, guidance (and) knowledge’[footnoteRef:16] and those who could ‘advise and instruct according to custom and tradition’ transmitting information orally in a form that, although was a form of teaching, was perceived more readily as entertainment.  Davies hypothesises that ‘the tales of the Mabinogion are the work of a number of cyfarwyddiaid and/or redactors who recognized and respected the same prime criteria when narrating a story.’[footnoteRef:17] and in a separate chapter, Roberts states that The Mabinogi can be described as ‘cyfarwydd style writing’ a style that is modelled on the oral tradition[footnoteRef:18],  and although there is ‘no direct evidence regarding the techniques or style of the medieval Welsh storytellers when narrating their tales orally’[footnoteRef:19] the author’s use of direct speech in the Four Branches can give us an indication of some of the techniques cyfarwydd would have used. [16:  Ibid p. 62]  [17:  S. Davies.  ‘Storytelling in Medieval Wales’ p. 235]  [18:  B. F. Roberts. ‘Oral Tradition and Welsh Literature: A Description and Survey’ p.83]  [19:  S. Davies.  The Four Branches of the Mabinogi. p.29] 

[bookmark: _GoBack]	It could be said that the storyteller, as the narrator of the tale, is taking part in a first-person conversation with their audience, adding a level of intertextuality whereby the narrator is not only using dialogue as a means to make the tale more dramatic, but also as a level of communication with those who are listening.  Sioned Davies identifies that medieval texts were, as a majority, written to be spoken aloud, becoming ‘performances in their own right: their actual enactment was necessarily a vital part of their impact.’ [footnoteRef:20] This was something which was clearly illustrated when I had the honour of listening to the late Mark Montinaro, as a professional storyteller, giving his version of the First Branch of the Mabinogi at an event in Oxwich Castle, Swansea.  It was immediately apparent that the storyteller and the audience have their own communication exchange, swapping glances and reactions, feeding off each other as much as the conversing characters.  It becomes a world within a world. The audience assume the role of another character with whom the dialogue is shared, and it becomes a way of linking each person present in the participation of the wider story. Sioned Davies sees this as the ‘virtuosity of their oral performance’ which separates the written narrative from the oral as intonation and gesture is added by the storyteller.[footnoteRef:21]  [20: S.  Davies. ‘Written Text as Performance: The Implications for Middle Welsh Prose Narratives’, in Pryce, H. (ed.)  Literacy in Medieval Celtic Societies.  (London: Cambridge University Press, 2008) p 133-148 . p. 135]  [21:  S. Davies.  The Four Branches of the Mabinogi. p. 44] 

	The role of dialogue in drawing the audience in, enabling them to become another character, is central to the ‘watchman device’ in the scene at the centre of the Second Branch. Matholwch is approached by his swineherds who report that they ‘…have extraordinary news; we have seen a forest on the sea, where we never before saw a single tree.’[footnoteRef:22] They go on to describe the sight they have seen which is later explained to them by Branwen as her angry brother Bendigeidfran, travelling to Ireland for revenge.  Patrick Sims-Williams identifies this device[footnoteRef:23] as the act of a watchman describing to someone a scene which he has witnessed from a distance.  It is surmised that the watchman is a lesser character who needs to have the image explained to him by someone who is more knowledgeable, putting the audience in that elevated position.  In this instance the dialogue also serves to tell us more of the magical, otherworldly qualities of Bendigeidfran. [22:  S. Davies. The Mabinogion. p. 29]  [23:  P. Sims-Williams. ‘The Ridding Treatment of the ‘Watchman’ device in Branwen and Togail Bruidne Da Derga’, Studia Celtica Vol 12/13 1978/1979. (Cardiff: University of Wales Press) pp. 83-117 p. 84] 

	As well as the watchman device, another use of direct speech by the author of the Four Branches is to impart news or gossip.  Towards the start of the Second Branch, Matholwch and Bendigeidfran sit and talk about the origins of the cauldron, and the latter promises ‘I will tell you as much as I know.’[footnoteRef:24] It becomes a story within a story, a memorate,[footnoteRef:25]and another level of entertainment.  The conversation also gives the audience the story of the cauldron, allowing dialogue to play the role of informing of a narrative motif, traditional narrative elements shared across tales, which Andrew Welsh views as the Magic cauldron and the giant that lives under a lake[footnoteRef:26].This would serve the role of providing the audience the feeling of closer proximity to the characters, as if they were listening in on a private conversation.  A sense of intimacy and disclosure.  It would also be a situation that the crowd could relate to, much as the modern audience can. [24:  S. Davies. The Mabinogion. p. 26]  [25:  S. Davies.  ‘” He was the best teller of tales in the world”: performing medieval welsh narrative’. p. 15]  [26:  A. Welsh. ‘The Traditional Narrative Motifs of the Four Branches of the Mabinogi’, Cambridge Medieval Celtic Studies, 15 (1988) CMCS Publications.  Pp 51-62, p. 58] 

	Towards the end of the Second Branch, upon their journey to Harlech, while carrying the head of Bendigeidfran, Manawydan asks a company of men and women if they have any news, to which they respond “‘No,’ they said, ‘except that Caswallon son of Beli has overrun the Island of the Mighty and is crowned king in London!’”[footnoteRef:27]  The understatement would have been comedic and also gives information shared across other Celtic folktales of the magic cloak.  This example also demonstrates the use of superlative.  This is repeated frequently throughout the dialogue in the Four Branches.  From the opening, the King of Annwfn describes his wife as ‘the most beautiful woman …’[footnoteRef:28] while later Rhiannon is described, in her prime, as there being ‘no woman more beautiful.’[footnoteRef:29] Once again in the Third Branch Manawydan declares ‘you will never find a truer friend than me,’[footnoteRef:30] and in the Fourth Branch Math promises ‘the best cantref that a young man can have.’[footnoteRef:31]   It is this exaggerated description that would assist the players in their acting of the tale, allowing a range of intonation, vocal play and gesticulation. [27:  S. Davies. The Mabinogion. p. 32]  [28:  Ibid p. 4]  [29:  Ibid p. 36]  [30:  Ibid p.40]  [31:  Ibid p.58] 

	The function of the superlative feeds into the next stage in the roles that dialogue plays in these four native tales; that of facilitating simplicity.  The medieval audience would have been largely illiterate, and a requirement of entertainment would have been that it was non-taxing and effortless.  A benefit for the medieval audience but one which causes modern readers to find the text quite basic and repetitive; however, the repetitive nature would allow for the audience to follow the story and take away the main points, giving them focal points to hang onto.  The superlatives of shared comparative degrees are frequently repeated as are the phrases which are used.  To have a better sense of how the tales would sound I listened to Sioned Davies’ translation of the Mabinogion as an audio book, and certain phrases have stuck with me.  For example, ‘God knows…’[footnoteRef:32] appears frequently up to the end of the Fourth Branch along with ‘May God prosper you …’[footnoteRef:33]  These are stereotypical forms of expression and serves to provide the modern audience with an indication of the language of the time.  Given that it was also repeated in the minds of the audience, it could be surmised that this is how the oral tradition is remembered and passed on to others, through repetition and memory.  	Axel Orlik[footnoteRef:34] identified repetition as one of the narrative laws of folktales, while Bennison Gray also notes that comparisons made between the oral (folk) and written literature appears to leave oral tales as deficient,[footnoteRef:35] with repetition being ‘a direct consequence of their oral nature.’ Gray also identifies that automatic repetitions are phrases which come from one’s memory.[footnoteRef:36] This supports the theory that oral stories are memorised and passed on through repetition.  The techniques and repetition also allow for the audience to have an unconscious awareness of the pattern of the story, allowing them to listen without exerting too much focus.  Roberts[footnoteRef:37] identifies that the audience will recognise the conventional features and the patterns used, and that it enhances rather than dominates the performance. [32:  Ibid p.56]  [33:  Ibid p.29 and p.49]  [34:  A. Olrik, "The Epic Laws of Folk Narrative," in Dundes, A. (ed) The Study of Folklore.  (Englewood Cliffs, N.J.: Prentice-Hall, 1965),]  [35:  B. Gray. ‘Repetition in Oral Literature’, The Journal of American Folklore, 84 (333) Jul - Sep, (1971) pp. 289-303. p. 290]  [36:  Ibid p. 295]  [37:  B. F. Roberts. ‘From Traditional Tales to Literary Story, the Middle welsh prose narratives’, in Studies on Middle Welsh Literature. (New York: Edwin Mellen Press, 1992),  p.74.] 

	Further repetition is seen in the markers that show which character is speaking.  From the start of the First Branch we hear ‘he said’ or ‘..said Pwyll’[footnoteRef:38] with the character’s name which may stunt the flow of the reader, but generally the eye skims such phrases, however in speech with one storyteller speaking, even with different voices and dramatic intonation, it would have helped the audience to know which character was speaking.  Bruford, on speaking of dialogue in Irish Romance, sees it as a ‘required oral device’ to remind the audience who is speaking, and it is rarely omitted.[footnoteRef:39] [38:  S. Davies. The Mabinogion. p. 3]  [39:  S. Davies.  The Four Branches of the Mabinogi.  (Dyfed: Gomer Press, 1993) p.44] 

	Speech markers then become a stereotypical norm; an expectation of oral performance, and the role dialogue plays in supporting a traditional narrative in techniques and structure.  One such traditional formula follows the greetings that are made throughout the Four Branches.  The First Branch sets the scene for the hierarchy of greeting.  When Arawn meets Pwyll; “‘Sir’ he said, ‘I know who you are, but I will not greet you.’ ‘Well,’ said Pwyll, ‘perhaps your rank is such that you are not obliged to.’”[footnoteRef:40]  Davies notes that the greetings are formulaic and follow a specific pattern of rank with the lower rank greeting first.[footnoteRef:41]  This runs throughout the tales, for example in the Second Branch the messengers greet Matholwch first, as ‘Lord’[footnoteRef:42] Davies identifies that awareness of these norms then draw our attention to when the same structure is not used, consequently pointing to the importance of an unconscious acceptance of narrative techniques and becoming aware of when they are not used.[footnoteRef:43] [40:  S. Davies. The Mabinogion. p. 3]  [41:  S. Davies.  ‘Storytelling in Medieval Wales’, Oral Tradition, 7 (2) (1992), p 228.]  [42:  S. Davies. The Mabinogion. p. 24]  [43:  S. Davies.  The Four Branches of the Mabinogi.  p.46] 

	To return to markers of direct speech, there is a notable piece of dialogue within The Mabinogi where the indication for who is speaking is not used.  This is during the scene in the Third Branch where Manawydan is attempting to hang a mouse at the gallows but is interrupted by a series of religious leaders.  During this time, the markers are mainly dropped from the dialogue,[footnoteRef:44] and the speaker is signalled using the term ‘my Lord’ or similar.  The authors choice of doing this may be down to the pace of the conversation, with large portions of dialogue needing to move faster.  This is an example of how dialogue is used as a narrative technique by the author, influencing the pace of the tales.  The gallows scene is also an example of narrative structure.  It is contained within its own framework of the hanging of the mouse and opens with dialogue that follows our expectation of the formula of greetings.  It is then the deviation which speeds the pace and pulls the attention of the audience back in. [44:  S. Davies. The Mabinogion. p. 44] 

	The use of dialogue in the Third Branch also plays the role of structuring the narrative.  Throughout the four native tales the structure is chronological.  Davies identifies that there is ‘harmonious progression’[footnoteRef:45] and time moves forward without stopping for explanation. Time advances, occasionally making leaps of several years, as is true at the end of the Second Branch when the party enjoy eighty years with Bendigeidfran’s severed head.   [45:  Davies, S.  ‘Storytelling in Medieval Wales’, p. 237.] 

	In terms of structure, the dialogue in the hanging scene becomes between the audience and the narrator, or performer of the tale.  The scene also demonstrates a tripartite structure where Manawydan attempts to hang the mouse three times and is also stopped three times.  The repetition of three is also common across the tales, another example is the changing of Gilfaethwy and Gwydion into deer, pig, and wolf, creating three sons and ‘Three true champions’[footnoteRef:46] although not directly related to dialogue it does serve to demonstrate the importance of structure and also leads to the unsurprising inclusion of doublets within such structure. [46:  S. Davies. The Mabinogion. p. 54] 

	Doublets are the use of two synonymous words and in the native stories served as alliteration in Welsh when read aloud.  For example, in the First Branch the narrator refers to ‘love and joy’[footnoteRef:47] which is likely to have been digrifwch and didanwch in Welsh.[footnoteRef:48]  This appears to be a technique that may have been lost during the translations, as perhaps the sound of the words was not as important to the scribes as it would have been to the audience of the oral performance. [47:  Ibid p.21]  [48:  S. Davies.  The Four Branches of the Mabinogi.  ] 


	Remaining with structure, Brynley Roberts identifies[footnoteRef:49] defects in coherence that has been cited by critics, defects that have been attributed to contamination that have occurred over the many translations from oral to written work over long periods of time, resulting in the loss of actual meaning along the way.  Roberts cites Gruffydd, but also notes that other critics such as Mac Cana and Jackson see The Mabinogion as a work created by amateurs. However, is it possible that the tales have been presented simplistically to meet the needs of the audience as Davies argues? Which Roberts sees as a distinctive feature of the structure, noting that authors were less constrained than the carfyfydd and didn’t need to abide by the same rules for transmission, allowing them to draw on whatever they liked. [49:  B. F, Roberts. ‘Oral Tradition and Welsh Literature: A Description and Survey’, Oral Tradition, 3 (1-2) (1988) pp 61-87 p72] 

	Dialogue also plays a large role in the characterisation in the native tales.   Roberts notes the skill of the writer in giving the characters recognizable and individual expressions.[footnoteRef:50]  For example, when we first meet Rhiannon, the otherworldly maiden in the First Branch, what the audience knows of her is delivered through description, and the opinions of a male character, however when she speaks we are given a glimpse of her otherness in her frankness and flirtation which would have been surprising to the medieval audience; “‘Then Pwyll said, ‘Maiden,’ he said, ‘for the sake of the man you love most, wait for me.’ ‘I will wait gladly,’ she said, ‘and it would have been better for the horse if you had asked that a while ago!’”[footnoteRef:51] His speech and request have been something she is waiting for and without it she hasn’t stopped, however she is direct and exclamatory in her views. [50:  Ibid p. 84]  [51:  S. Davies. The Mabinogion. p. 10] 

	It is through the dialogue in the First Branch that we learn of the relationship dynamics between Rhiannon and Pwyll, especially in how she directs him.  We also learn that she is ‘daughter of Hyfaidd Hen’ and of her predicament to be married[footnoteRef:52] making the information more interesting than if it were simply relayed by the narrator. [52:  Ibid . p.11] 

	Dialogue also serves to populate the tale.  Having just one storyteller in front of the crowd would make it difficult to get across the amount of people in an army or to arrive at a realistic number to make up a ship’s crew in the imagination of the audience.  In the Second and Fourth Branches, Davies identifies that the role of dialogue is mainly as an ornament, for example the dialogue of the second branch does not contain the wit of the first.  However, Matholwch speaks with ‘messengers’[footnoteRef:53] or Bendigeidfran speaks with his ‘men.’[footnoteRef:54] Allowing many voices from one person. [53:  Ibid, p. 30]  [54:  Ibid, p. 22] 

	The characters are also involved in dramatic scenes, calling for a large selection of tones and volume with Davies identifying that “…characters come alive through their words rather than through any descriptions …” [footnoteRef:55]  This is most apparent in the Second Branch where the character of Efnysien is revealed through his dialogue with the audience, things he says apparently to himself but almost like a modern comedic aside. ‘I confess to God,’ said Efnysien to himself, ‘the outrage I shall now commit is one the household will never expect.’”[footnoteRef:56] Making the audience privy to information they would want to share with the other characters and involving them in his plans like accomplices is akin to the techniques used by a pantomime villain to entice boos and hisses.   It is therefore not surprising that ‘authors inherited pre-literary modes of narrating.’[footnoteRef:57] While the statement made by Sioned Davies regarding another passage can easily be transferred to the utterance made from the lips of Efnysien; ‘Such passages invite immediate audience response and the manuscript comes alive, not only with the performer’s voice but the listeners’ reactions.’[footnoteRef:58] (p25, 2005). [55:  S. Davies.  ‘” He was the best teller of tales in the world” p. 23]  [56:  S. Davies. The Mabinogion. p. 31]  [57:  S. Davies.  ‘” He was the best teller of tales in the world” p. 18]  [58:  Ibid p. 25] 

	Davies identifies that dialogue plays an essential part of these four native tales with an overall forty percent use of direct speech across the narrative.  The use fluctuates between the tales, with the Second and Fourth Branches containing less percentage than the first and third, but only marginally.  It is also important to note that whatever the role of the dialogue, all pieces serve the function of moving the story forward.
	In its final role in these four native tales, dialogue serves as a tool to present and maintain the medieval Welsh language.  The tales provide a snapshot of common oaths and proverbs which would have been used at the time and are as memorable as the repetitive expressions. For example, in the Second Branch Bendigeidfran says ‘I will be a bridge,’[footnoteRef:59] which Davies identifies as a common Welsh proverb.  The oaths which are uttered include ‘Shame on my beard,’[footnoteRef:60] in the Second Branch, ‘between me and God’[footnoteRef:61] of the Third Branch along with ‘May God repay,’[footnoteRef:62]  The author’s use of oaths also follows a specific formula which Davies identifies as being after a negative and followed by a speech marker.[footnoteRef:63] Again, this repetition may have aided the storyteller. [59:  S. Davies. The Mabinogion. p. 30]  [60:  Ibid p.34]  [61:  Ibid p.46]  [62:  Ibid p. 36]  [63:  S. Davies.  The Four Branches of the Mabinogi.  p.44] 

	In conclusion, the author has used direct speech in the Four Branches of the Mabinogi, possibly as a way of mimicking the style of the cyfarwyddiaid or it may have been that the redactor recognised the strengths of the techniques which the original storytellers used.  I agree with Brynley Roberts’ view point[footnoteRef:64] that these four native tales cannot be categorised by whether they started as oral tales and the authors themselves were the storytellers who wrote them down, or whether they possibly were written to copy the style of the oral storyteller; it could be equally possible that there were changes which may have occurred sometime between the oral and the written versions; it is however, something which is open and invites further investigation.  Similarly, Sioned Davies argues that ‘it is the stylistic and structural features of the Mabinogion that betray a dependency on orality, aurality and performance.’[footnoteRef:65] This is most apparent in the way role that dialogue plays in these four native tales.  It serves as a tool for the storyteller to entice and entertain their audience, revealing character traits and information, while allowing individual flair for gesticulation, whispering or shouting.  Dialogue is used as a tool to speed up the story or slow it down, to provide structure and repetition, and anchor the audience.  Whether the Four Branches are recited aloud or read on the page, the dialogue plays the role of committing the unique turn of phrase that is repeatedly used to memory, for a time when it can be relayed again as folktales are. [64:  B.F. Roberts. ‘Oral Tradition and Welsh Literature: A Description and Survey’, Oral Tradition, 3 (1-2) (1988) pp 61-87 p.70]  [65:  S. Davies.  ‘” He was the best teller of tales in the world” p. 18] 
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