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Executive Summary
The following conclusions are drawn from this study
•

A culturally rich and economically viable music industry is essential to Wales for
a number of reasons,
o It safeguards and develops the economic and cultural capital of Wales
in areas such as:






Cultural, artistic and linguistic identity
Social cohesion
Knowledge, education and intellectual property
Business, marketing and management skills
Creative industries (Media, Film, Radio, Television, Journalism
etc.)
 IT, web and digital systems
•

It secures employment in a number of areas, utilizing a wide range of skills

•

It serves to boost the Welsh economy

•

It promotes Welsh identity beyond Wales

•

The role and function of Welsh music (pop, folk and classical) is different to that
of Anglo-American music however – as part of a minority culture it needs support
in the same way that other aspects of Welsh language and culture (such as
literature and poetry) require it

•

The true potential of the Welsh music industry is not being fully exploited

•

Potentially, the musical map in Wales could be transformed to represent a rich and
culturally diverse Wales for the 21st century

•

Far more could be done to promote Welsh music in the cultural market place,
where other indigenous ‘products’ such as television, radio, theatres, books, the
arts and crafts, are now well supported and represented,
o More Welsh music should be heard in:








Shops and supermarkets
Cafes and Restaurants
Sporting events
Tourism and the tourist industry in general
Art centres
Literary festivals and other cultural events
Schools, Colleges and Universities
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•

The industry is under threat due to extreme cuts in royalty copyright payments to
Welsh composers, lyricists and musicians during the past twelve months; the
situation is likely to get even worse

•

Public funding bodies have provided little direct support to the Welsh music
industry over the years and more financial support is urgently required

The following recommendations are made in this study
Short-term recommendation:
•

Direct Government support in the form of an A4B or Early Stage Development
Fund grant (or equivalent) to comprehensively explore the feasibility of
establishing an independent Welsh Music Royalties Society. This study would
draw upon expertise in the following areas:
o Information Technology and Web Design
o Intellectual Property and Law
o Music Royalties and Copyright

Short- to mid-term recommendation:
•

More investment in the area of Knowledge Transfer and Knowledge Economy
through convergence funding to improve and develop skills in the following areas:
 Business, marketing and management skills
 Creative industries (Media, Film, Radio, Television,
Journalism)
 IT, web design and digital systems
 Music Royalties and Copyright
 Knowledge, education and intellectual property
 Live performance and cultural activities in general

These could include:
o A Collaborative KESS MRes or PhD scholarship for 1 to 2 Research Students,
in partnership with one or more publishing companies and/or record labels in
Wales, with the aim of improving existing provision in the area of music
royalties and copyright, to establish regular dialogue with the PRS/MCPS
alliance, the PPL and other active societies in this area, in order to increase
economic outputs for companies in this area
o Stronger links established with creative media in general (BBC Radio Cymru
and Radio Wales in particular) in order to increase the financial and cultural
value and importance of Welsh-language popular and folk music. Schemes
involving partnerships and exchanges with the Schools of Music, Creative
Industries, Business, and Welsh at HE level could strengthen links between
Media and Academia
6

o Seminars between music organisations in Wales in order to establish a Live
Music Network
o Collaborative KESS PhD partnership(s) involving a number of arts centres and
performing spaces where a liaison officer would be employed to coordinate
activities
o To develop digital economies in the area of Web design in order to safeguard
IP and keep profits within Wales
o A KTP or KESS-funded initiative could lay the foundations for a website of
this kind, resulting in partnership funding between a number of record
companies, publishing houses, societies and organisations who stand to benefit
from the scheme. The recipient of the award would combine knowledge of IT
Skills and specialism in Welsh music and draw upon the results of this study
in their research
o These ventures could be supported through new courses offered at HE level
and funded via HEFCW at Federal College level, but also franchised to
English-medium HE institutions, in the following areas:
 Music and Digital Systems
 Music and the Community – supporting live music networks
•

More incentives should be provided to business and tourism in Wales to promote
Welsh music as a ‘product’. For example,
o Schemes should be set up in order to allow Welsh music to be heard
more frequently in the following areas:









Shops and supermarkets
Cafes and Restaurants
Sporting events
Tourism and the tourist industry in general
Art centres
Literary festivals and other cultural events
Schools, Colleges and Universities
Other locations (such as in food festivals)
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Preface
For many years the music industry in Wales has generated a modest but significant
annual turnover through such varied means as record sales, live performances, TV and
radio programmes, magazine and fanzine publications, licensing and royalty
payments. Yet the question of whether musicians working in Wales can support
themselves alone as professional musicians has been a moot point, especially in the
Welsh-language domain. Unlike its Anglo-American neighbour – whose turnover
amounts to billions of pounds a year – the Welsh-language music industry runs at a
fraction of these costs. However, there is little doubt that the industry as a whole plays
an important role in the nation’s cultural and linguistic wellbeing. In particular it has
helped locate, define, transform and renew youth culture in Wales, often providing it
with a sense of purpose and identity.
Despite its important cultural, linguistic and commercial value, little public funding
has been invested directly into Welsh popular music. The Arts Council has not
supported this area, ostensibly because it exists as ‘commercial’ music, but this
ignores the fact that a career in the pop industry within Wales is in fact extremely
difficult to sustain. By supporting this feasibility study, the Welsh Assembly
Government recognises the important contribution the industry is making to Welsh
culture, and demonstrates a commitment to developing this industry in Wales.
‘Building New Business Strategies for the Music Industry in Wales’ sets out a context
for the sustainability of the industry by undertaking a detailed review of some of the
networks which presently sustain it, then seeks to introduce ways in which new
business strategies can be incorporated and links initiated between research in Welsh
institutions and businesses in order to increase its economic base. While the study
seeks to focus primarily on income generated by the industry from within Wales in
the area of Welsh-language (especially popular) music, it is hoped that the outcomes
of this study will address ways in which – using Knowledge Transfer opportunities
from Universities to address technology and business strategies – the industry can
capitalise on the enormous potential market outside its borders, and also present
English-language folk and popular groups working within Wales with business
strategies and initiatives which they too can successfully adopt and adapt. Likewise it
is intended that classically trained musicians will also be able to capitalise on this
study to further their own careers.
Bangor University’s School of Music is well suited to undertake exploratory work in
this area. It holds a strong position in the area of Welsh music and offers courses on
the structure of the music industry. Recently published RAE figures show that 90% of
its staff are recognised as world leading researchers in their area, publishing work of
international quality. The School’s focus on Welsh music is unrivalled amongst other
Welsh institutions. In addition, the School’s track record of successfully attracting
Knowledge and Technology Transfer projects to the University has made it an
obvious choice for carrying out research of this kind in this area.

Professor Thomas Schmidt-Beste
Head of the School of Music, Bangor University
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Introduction
‘Building New Business Strategies for the Music Industry in Wales’ is a feasibility
study funded by the Welsh Assembly Government for Academic Expertise for
Business (A4B) under the Knowledge Exploitation Capacity Development scheme.
The project took place between mid-February and the end of August 2009 and was
conducted by a team of researchers from the School of Music and the Centre for
Business Research and Market Intelligence at Bangor University. (See Appendix 1 for
a copy of the final submission of the application.)
The study sets out to address a number of issues, and is divided into three main parts.
Part 1 sets out a historical context for the Welsh music industry, looking at its
background and development, and summarising the findings of previous research in
this area. Part 2 seeks to assess the general wellbeing of the music industry in Wales,
as it exists today by undertaking quantitative and qualitative research, looking at the
number and nature of active employees, examining profit margins, sources of income
and annual turnover, and identifying good business strategies. To carry out this work,
members of the research team designed an online questionnaire then collected and
analysed the data.
Part 3 of the study addresses particular issues that have arisen from the results of the
questionnaire. Three areas in particular were identified as requiring further
exploration and consideration, while also offering potential avenues for knowledge
transfer and partnership projects. First, the need to explore the potential of
establishing a Welsh Music Royalties Copyright Society is addressed, especially
given particular concerns voiced in the questionnaire about this area. In a section
asking respondents’ views on the present state of the music industry, typical answers
included ‘the situation is precarious because of the royalties situation’ or ‘the
reduction in PRS payments coming in to artists will put people out of business.’ Thus
an overwhelming sense of hopelessness and disillusionment permeated a significant
number of questionnaire responses in this area.
To place this issue in context: industry representatives voiced concerns during the
period prior to undertaking this study after the society responsible for administering
licensing fees – the Performing Rights’ Society – decided to revise its formula for
paying members. The net result of this change has caused a substantial reduction in
royalty payments for Welsh members of the PRS, especially for those working
primarily in the Welsh language. An alliance of Welsh Music Publishers and
Composers convened in 2008 to discuss what could be done to resolve this matter,
and decided to commission an A4B proposal from Bangor University to explore the
viability of establishing an independent music royalty collection society in Wales.
Although this proposal was deferred (ostensibly on account of its ‘narrow’ focus),
preliminary discussions with the project research team on identifying specific areas
made clear that issues relating to music copyright and royalties would play a central
role in our research.
Changes in PRS payments started to take effect during the end of the project’s
research period, and their consequences could be nothing short of catastrophic for
businesses presently active in the Welsh music industry. As shown in the
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questionnaire responses, the research team came into contact with a number of
composers and authors who expressed fears that they would have to find alternative
means of employment, or company directors admitting that they would be forced to
make present staff unemployed. Therefore it is not without reason that a significant
portion of this study has concentrated on the royalties issue in Wales.
Secondly, in the area of live performance, setting up a national network of
performance venues and a coordinated calendar of events in order to maximise
audience attendances is also proposed. In addition, how best to develop a live network
for promoting Welsh music outside Wales is also considered; indeed, the whole issue
of the wider dissemination and dispersal of Welsh music is raised at various points in
the study, especially through digital systems. Therefore the importance of developing
the digital economic side of Welsh music is the third area to be explored: industry
marketing strategies are considered in order to maximize sales by means of wider
circulation and through utilizing website and Internet communications.
It is clear that there is a need in all of the above areas to develop closer links with
public funding bodies and academia, and it was with this in mind that the team also
sought reassurance from public bodies in Wales that they were doing enough to
promote the music industry, especially Welsh popular culture. How funds could be
redirected in this area from, for example, the Arts Council of Wales and its various
revenue clients – music foundations, institutions, centres and societies – is also
addressed. Therefore the final part, in addition to drawing general conclusions and
recommendations, also suggests ways in which the financial potential of the industry
can be enhanced through greater cooperation with these institutions. The idea of
establishing Knowledge Transfer Partnerships (KTP) or Knowledge Exploitation
Skills Scholarships (KESS) with a number of companies and societies is raised here,
as it is at the end of each part, in a number of different areas.
Given the constraints of time and of both human and financial resources upon the
project, inevitably certain areas are covered in more detail than others. A focus mainly
on Welsh-medium popular and folk music began to take shape at a relatively early
stage, reflecting the School of Music and Centre for Business Research and Market
Intelligence’s interests and expertise in these areas. For example, in 2008 the Welsh
Pop Archive (Archif Bop Cymru) was established at Bangor University in order to
stimulate further study in this area, complementing the emphasis on Welsh folk music
already present since founding the Welsh Archive of Traditional Music in the 1980s.
Therefore, Part 2 of the research (the questionnaire) reflects trends and patterns
dispersed across the Welsh musical landscape in a variety of genres (classical, folk,
and pop) and in both languages, whereas Part 3 (addressing specific areas)
concentrates in greater detail on Welsh-language music in popular and folk domains.
We hope that the findings included in this report, and the research team’s
recommendations for developing business strategies in a number of key areas, will
encourage and facilitate further cooperation between the arts and business in Wales.
There is much more that can be done to promote Welsh culture both within and
outside Wales, and more that can be done to safeguard its intellectual property. If the
study’s recommendations and suggestions provide positive ideas for businesses in this
area, or signal a call to attention to the heads of public organizations to act on its
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behalf, then it will have played a part in determining the future outcome of the
industry.

Dr Pwyll ap Siôn (Project Director)
BA (Oxon) MMus PhD (Wales)

The Project Team
Dr Craig Owen Jones, School of Music (Research Officer for Part 1)
Mr Tristian Evans, School of Music (Research Officer for Part 2)
Ms Samantha Butler (IT support for Part 2)
Mr Deian ap Rhisiart, Centre for Business Research and Market Intelligence
(Research Officer for Part 3.1)
Dr Eben Muse, National Institute for Creative Industries (Consultant for Part 3.1)
Mr Jo Shoorman (Consultant for Part 3.3)
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Part 1: Background and Context: The Infrastructure of the
Welsh‐Language Popular Music Industry from 1965–c.2000
Part 1 sets out a context for this study by providing an overview of the Welsh music
industry during the second half of the twentieth century. This part of the report
focuses primarily on Welsh-language music, although its findings are also relevant to
English-language popular music production in Wales at this time. It is worth noting
that the two areas are not mutually exclusive, with many musicians working in both
spheres more or less simultaneously. During the late 1970s and early 1980s, a number
of English-language groups turned to singing in Welsh while in the 1990s a reverse in
this trend took place, with Welsh-language groups turning to sing in English, or in
both languages. Certain traits are therefore common to both areas.

1.1 Overview
Welsh-language popular music is widely recognised as having originated in the 1940s
with the advent of Triawd y Coleg (‘The College Trio’), whose members, Meredydd
Evans, Cledwyn Jones and Robin Williams – later joined by novelist and writer
Islwyn Ffowc Elis – began to experiment with the composition of ‘light’ Welshlanguage songs in jazz, close-harmony and other popular styles for the Noson Lawen
(Happy Gathering) light entertainment radio programme in the 1940s.1 Further
developments in the 1950s included the formation of several skiffle groups, including
Criw Sgiffl Llandegai.2 Hill (2007, pp. 53–4) persuasively argues that this period was
the first in which the burgeoning Welsh-language popular music underwent a
‘stylistic shift’, from a genre rooted in specifically Welsh cultural mores to one with
an altogether broader cultural context, with crucial stylistic influences provided by
American rock ‘n’ roll and British skiffle (though no Welsh-language rock band
would emerge until the mid-1960s).3
Opportunities for both live exposure and media coverage, though not necessarily
numerically limited, were nevertheless situated within the existing media networks of
the period. Hill notes that in the 1950s, Welsh-language popular music groups
‘emerged … without the benefit of an established network of concert halls, or regular
media support’ (2007, p. 53). It is only after the rise of acoustic artists, harmony
groups, and the first tentative attempts at forming rock bands in the late 1960s that it
is possible to discern the outlines of a Welsh-language popular music industry
infrastructure.
The following will seek to briefly delineate the nature of the Welsh-language record
industry, describing the growth of record companies, the music press, the provision of
live concerts, and professional bodies pertinent to the advancement of the careers of
1

Sarah Hill, ‘Blerwytirhwng?’: The Place of Welsh Pop Music (Ashgate, 2007), pp.
52-3.
2
Hill, ‘Blerwytirhwng?’: The Place of Welsh Pop Music, pp. 56-7.
3
Formed in early 1967, Y Blew (The Hair) were the first band to incorporate rock
influences into Welsh-language music, though their career was short-lived. See Hill,
‘Blerwytirhwng?’: The Place of Welsh Pop Music, pp. 64-6.
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popular musicians, with discussion of the various ways in which such issues as the
garnering of publicity, and the safeguarding of copyright and royalty payments have
been viewed in the Welsh-language context where relevant.

1.2 Record companies and sales
Although several small labels, including Cambrian, Welsh Teldisc, Recordiau’r Dryw
(Wren Records) and Qualiton all released singles by popular artists such as Dafydd
Iwan in the mid-1960s, Sain (Recordiau) Cyf (Sain Records), which was established
by Iwan and Huw Jones in 1969, represents the industry’s oldest label still in
existence.4 The label’s development was incremental, beginning with the release of
singles and EPs in the early years of its existence, before progressing to the release of
LPs. In infrastructural terms, too, the label developed gradually, building an 8-track
studio in 1975 and a 24-track studio in 1979.5 Sales figures reflect these developments
(see graph, below):

Graph 1: sales of releases by Recordiau Sain, 1971–9 (source: Roger Wallis and Krister Malm, ‘Sain
Cymru: The Role of the Welsh Phonographic Industry in the Development of a Welsh Language
Pop/Rock/Folk Scene’, Popular Music 3 (1983): 77–105). Figures exclude private productions and
sales.

As can be seen, output substantially increased from the mid-1970s onwards, with LPs
and cassettes eventually accounting for the vast majority of sales. In 1979, 57,195 LPs
and 30,485 cassettes were sold out of a total of 93,967 units. It has been estimated that
this accounted for 12% of all records sold in the Welsh-speaking market at that time.6
While such growth is impressive, it is important to point out that these figures
encompass Sain’s output as a whole. From its inception, the record sales of Welshlanguage pop and rock music have been low. A typical production run for a rock
4

The terms ‘label’ and ‘recording company’ are often used interchangeably in
discussions about the Welsh music industry – the difference is that a recording
company may own a number of labels.
5
Roger Wallis and Krister Malm, ‘Sain Cymru: the role of the Welsh phonographic
industry in the development of a Welsh language pop/rock/folk scene’, Popular Music
3 (1983): 77-105; pp. 82-4.
6
Wallis and Malm, ‘Sain Cymru: the role of the Welsh phonographic industry in the
development of a Welsh language pop/rock/folk scene’, p. 95.
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record by Sain in the late 1970s and early 1980s consisted of perhaps 2,000 records
and singles, depending on the group’s popularity.7
It follows that record sales by rock and pop artists in general are counted in the
hundreds or thousands. While there have been some notable exceptions – some of the
earliest pop singles by artists such as Dafydd Iwan and Hogia’r Wyddfa sold in excess
of 10,000 copies (14,000 copies of Iwan’s 1969 single ‘Carlo’, for example)8 – the
most popular rock band of the 1970s, Edward H. Dafis, sold between 3,000 and 4,000
copies of each record at their peak. Bands sold similar numbers of records in the early
1990s, such as Jess, while Sobin a’r Smaeliaid’s sales exceeded this amount.9
Releases at the lower end of this scale are by no means guaranteed to make a profit. In
1983, it was estimated that, for a Sain production run of 4,500 units, sales of 4,131
would be required before the release would break even.10 This, however, did not
dissuade the label from releasing what were seen as invaluable contributions to the
popular music scene. Writing in 1983, Wallis and Malm averred that the commercial
success of singers such as Trebor Edwards helped to underwrite losses made on rock
records (p. 93). Other important record companies include Fflach (established in
1981), Ankst (1988) and latterly Dockrad (2000).
While the wider success of the Welsh-language album Mwng (2000) by the Super
Furry Animals proves that record sales need not be dependent on language, it should
be noted that the band’s reputation and existing popularity, combined with the
availability of a highly organised popular music industry, made it easier for Mwng to
achieve high sales, and within a British (and international) context. Although the
existence of radio programmes, TV shows and Welsh-language music magazines
have helped raise awareness of Welsh-language popular music, the fact that the music
is aimed at Welsh speakers necessarily limits record sales within the context of the
Welsh-language popular music scene.
Distribution of records has long been a difficulty associated with Welsh-language
music. While the preponderance of ‘siopau Cymraeg’ (Welsh shops) across Wales
facilitates the availability of releases for major record companies such as Sain and
Fflach, not all independent labels make use of these outlets, with the result that
releases by such labels have historically been difficult to procure. The willingness of
independent record stores such as Cob Records (Bangor and Porthmadog), Andy’s
Records (Aberystwyth) or Spillers (Cardiff) to stock records by independent labels
notwithstanding, few dedicated record outlets in Anglicised areas of Wales have
habitually sold Welsh-language records. The advertising of such releases in the pages
7

For comparison, Wallis and Malm noted in 1983 that Sain’s ‘sales of light, ‘broad
appeal’ (‘middle of the road’) songs reach 4,000 to 5,000 copies per LP, at their best.’
‘Sain Cymru: the role of the Welsh phonographic industry in the development of a
Welsh language pop/rock/folk scene’, p. 93.
8
Anon, ‘Sobbing and Smiling’, Sothach 48 (Chwefror 1993), p. 3.
9
Ibid.
10
Wallis and Malm, ‘Sain Cymru: the role of the Welsh phonographic industry in the
development of a Welsh language pop/rock/folk scene’, p. 103. These figures appear
to contradict the 3-4,000 ‘success rate’ sales quoted in the previous paragraph,
however.
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of magazines such as Sgrech (Scream) and Sothach (Trash), and on the Teletext
service Y Sgrin Roc (The Rock Screen) (see below), all helped to lessen the impact of
this problem in the 1980s and 1990s. Perhaps the most noteworthy development was
the decision taken by the Cytgord Company to establish and publish in Sothach a
regularly updated catalogue of releases by all independent Welsh labels, thus acting as
a mail order service for these labels in the early 1990s. The more recent development
of an online shop selling Welsh-language CDs, T-shirts, and other merchandise,
together with the rise in the availability of MP3s of Welsh-language releases, has also
been beneficial.

1.3 TV, radio and Welsh‐language music journalism
Early television appearances by artists such as Tony ac Aloma and Dafydd Iwan on
the news magazine programme Y Dydd (The Day) were shortly complemented
towards the end of the 1960s by the commissioning of programmes devoted to the
broadcast of Welsh-language pop music, namely Hob Y Deri Dando (a kind of
televised barn dance, first broadcast in 1965) and Disc a Dawn (Disc and Talent, first
broadcast on the BBC, initially as a teenagers’ magazine programme, in 1966, and
changed to a dedicated music programme shortly thereafter).11 Helo Sut Dach Chi
(Hello How Are You[?]), a radio programme hosted by Hywel Gwynfryn and
introduced in October 1968, likewise did much to raise awareness of the burgeoning
pop music.12
At the same time, the beginning of a Welsh-language music press can be discerned. In
May 1969 the Carmarthen-based monthly magazine Asbri (Zest) was launched, and
ran for thirty-three issues until 1978; it was soon followed by the bimonthly Sŵn
(Sound) in early 1972. The fact that such publications could exist side by side – Asbri
had an average circulation of around 2,000 copies – is indicative of the extraordinary
growth of Welsh-language popular music at this time. In addition, by the 1970s
regular review columns on Welsh-language pop in the Carmarthen Times, Y Cymro
(The Welshman) and other newspapers as well as Cymdeithas yr Iaith (Welsh
Language Society’s) magazine Tafod Y Ddraig (The Dragon’s Tongue), while not in
themselves pivotal, doubtless played important roles in disseminating knowledge of
what by the end of the 1970s was beginning to be described as the ‘byd roc Cymraeg’
(‘Welsh rock world’). The appearance of the monthly magazine Sgrech in 1978,
which enjoyed a circulation of around 1,500 copies at its height, the short-lived
Dracht (Draught) in 1985, and Sothach in 1988 all served to underscore the
importance of a Welsh-language music press. The latter enjoyed a nationwide
readership, with a circulation of around 3,000 copies at its peak.13 It is clear that such
publications served as a means of uniting geographically disparate musicians and
fans, as did the Sgrin Roc Teletext page in the early 1990s and, latterly, Internet
message boards such as Maes-E. It is worth noting that both Sothach and Dracht (and,
more recently, the current Welsh-language music magazine Y Selar – The Cellar)
carried articles on the various technical and organisational aspects of being a
musician, from organising gigs to joining musicians’ unions, suggesting a didactic
11
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role for the magazines that marked them out from their English-language
counterparts.14
The late 1970s and early 1980s heralded two developments that revolutionised the
approach towards the provision of Welsh-language broadcast services, namely, the
advent of Radio Cymru (1977; relaunched 1979) and S4/C (1982). Both carried the
possibility of a regular and more wide-ranging presence for Welsh-language popular
music on radio and television than ever before.15
After a largely positive audience reaction to its launch, by 1981-2, Radio Cymru
broadcast 3,344 hours of its own programming,16 including a daily late-night
magazine programme featuring airplay for new rock and pop records and interviews
with bands and artists. Low audience figures forced the cancellation of these shows in
1984, leading to protests by Cymdeithas yr Iaith.17 This activity eventually culminated
in the reintroduction of late-night programmes for youth audiences in October 1989.18
These met with greater success in terms of attracting listeners, and a succession of
programmes, including Hwyrach (Later), Heno Bydd Yr Adar Yn Canu (Tonight the
Birds Will Sing), Gang Bangor (The Bangor Gang), and latterly C2 have ensured the
regular airplay of Welsh-language popular music, though changes in Radio Cymru’s
language policy in the mid-1990s towards the inclusion of English-language pop
somewhat lessened opportunities for Welsh-language bands to secure airplay in real
terms. In addition, other services, including Red Dragon in the Cardiff area, Marcher
Sound and Champion FM in North Wales, Swansea Sound, Radio Ceredigion, and
Radio Sir Gar have at times carried shows dedicated to Welsh-language popular
music.
In the opinion of Euryn Ogwen Williams, S4/C’s popular music policy initially failed
to reflect the varied nature of the music scene, because ‘We didn’t see the fact that
[S4/C’s] existence would change the nature of the music that was there’ (quoted in
Wallis and Malm, 1992, p. 140), but by 1989 Fideo 9 (Video 9), a music video show
made by independent production company Criw Byw, was providing coverage for the
growing number of rock and pop bands. 19 Similar programmes, including 4-trac (4track) and Bandit, have continued this coverage.
Nevertheless, the considerable outcry that met the demise of Fideo 9 in the mid-1990s
underscored the fragility of such provisions; and in 1998, Simon Brooks’ Diwylliant
Poblogaidd a’r Gymraeg (Popular Culture and The Welsh Language, Y Lolfa)
articulated these concerns. Noting that while S4/C screened many middle-of-the-road
music programmes, these invariably tended to be commissioned at the expense of the
production of Fideo 9 and similar shows, Brooks maintained that the existence of
such shows was not only central to the continued existence of Welsh-language
14
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popular music subculture, but in fact helped to create it.20 In Brooks’ opinion, there is
no basis for assuming that S4/C, and what was in 1998 its nascent digital sister
channel, need to be either ‘‘diwylliedig’’ (cultured) or ‘‘uchel-ael’’ (highbrow); the
provision of a digital channel along the lines of MTV by 2010, Brooks averred, would
‘atgyfnerthu’r defnydd o’r Gymraeg ymhlith pobl ifanc 15–30 oed’ (strengthen the
use of Welsh among young people between 15–30 years old).21 A concomitant
development, ‘Hwyl FM’ (Fun FM), would do the same for radio. (It is worth noting
in this connection that such provisions have been made for young Basque speakers in
the Basque Country, with Euskal Irrati Telebista, the public broadcasting service of
the Basque Country, providing the youth radio station Euskadi Gaztea since 1990, and
the digital youth TV channel ETB 3 since 2008.)22 Either of these developments
would provide a most important new outlet for Welsh-language popular music,
allowing its dissemination not only in Wales but beyond (with all the implications for
record sales and increases in the industry’s turnover that that implies), and
strengthening the presence of Welsh in this most important of language domains.

1.4 Live events
Early live events were organised on an ad hoc basis. Early attempts at catering for the
musical tastes of young people centred on the twmpath dawns (lit. ‘barn dance’), the
first of which were staged in the Corwen and Dyffryn Clwyd area by Gwyn Williams
of BBC Bangor in 1957.23 The music played at such gatherings was initially English
and Irish folk dances by Jimmy Shand and other popular musicians, but by 1965
bands such as Y Gwerinwyr (The Folkmen) were playing Welsh tunes on electrified
instruments. Though organised on the initiative of individuals, such dances were
extremely popular; in 1969 it was estimated that around one thousand such events had
been staged in Dyfed alone during the previous ten years.24
The earliest dedicated Welsh pop festival was the Pinaclau Pop, staged in 1967 and
attended by over 3,000 people,25 and which heralded the rise of such concerts; during
the 1960s and 1970s, discos also formed an integral part of live activity. Shortly, the
organising of concerts at the Eisteddfod Genedlaethol under the auspices first of
Cymdeithas yr Iaith and subsequently the Eisteddfod itself resulted in a yearly series
of official and unofficial gigs during Eisteddfod week. Labels typically took
advantage of this to release new records. In the 1970s, such activities expanded, with
Cymdeithas yr Iaith’s youth wing, Tafod (Tongue), organising the Twrw Tanllyd
(Fiery Sound) festivals. The issue of maintaining a live presence all year round
remained, however, and to obviate this problem, social organisations were formed,
MACYM (Mudiad Adloniant Cymraeg Ynys Môn (Anglesey Welsh Entertainment
Movement)) in the north and MAC (Mudiad Adloniant y Cymoedd (Valleys
Entertainment Movement)) in the south, with the remit of organising live concerts.26
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Both organisations continued to promote live music until well into the 1980s, with
MACYM even entering into an agreement to issue singles in co-operation with Sain.
At the same time, Cymdeithas Adloniant Cymru (Entertainment Society of Wales), an
offshoot of Cymdeithas yr Iaith, began organising live events, and arranged for bands
such as Cardigan-based band Ail Symudiad (Second Movement) to go on tour in
Wales in the early 1980s.27
By the mid-1980s, several of these organisations had become moribund, and the lack
of a gig circuit was seen by many as a major impediment to the development of the
music scene; an article in the August 1985 edition of Dracht drew attention to the
‘common complaint’ that there was a ‘lack of gigs’ in Wales in recent times.28 The
subsequent establishment of the Sothach music magazine, a number of successful
series of events in Bangor, Cardiff and elsewhere, and the growing number of new
independent record labels, particularly Ankst and Sain’s rock sub-label Crai, meant
that by the end of the decade the live scene had recovered somewhat, and by 1993
Sothach magazine established Syrcit Sothach (the Sothach Circuit), a monthly series
of gigs held on successive nights in Caernarfon, Blaenau Ffestiniog, Aberystwyth and
Cardiff. As one of the project’s aims was to raise circulation of the magazine, the
scheme also benefitted from a marketing grant by the Welsh Books Council. By 1995
the initiative had been discontinued.29
Although the sheer number of gigs staged in the early 1990s appears to indicate a
healthy live scene, not all live events were well attended, making them perilous
propositions for bands and organisers. To lessen the risk involved, at the Showbiz
Cymru conference in 1992 a proposal was discussed to establish a Cyngor Roc (Rock
Council) with a responsibility for organising tours, introducing Welsh-language
popular music into bars and clubs, promoting and marketing Welsh-language music
overseas, and providing business advice to bands and artists.30 The idea was not a new
one; in late 1989, musicians and independent label owners Rhys Mwyn, Dafydd Rhys
and Gorwel Owen had proposed such a body.31 Several organisations, including the
Welsh Arts Council, S4/C and Bwrdd yr Iaith Gymraeg (Welsh Language Board)
showed interest in the idea, and the Welsh Arts Council subsequently agreed to
partially fund the venture, but a 1.7% shortfall in Government funding for the WAC
forced the withdrawal of this offer.32 Nevertheless, in late 1992 Cyngor Roc a Gwerin
(Rock and Folk Council; CRAG) was established, ‘an attempt to establish an
infrastructure to ensure the future of Welsh pop, and to work in cooperation with
CYD, the society of Welsh learners, to promote and market popular music in the
Welsh language’ (Hill, 2007, pp. 94-5). Among the council’s activities was the
organising of workshops for aspiring musicians. Though the council had the support
of the vast majority of the scene – solo artist Rhiannon Tomos was appointed
27
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development officer in 199433 – the organisation folded in 1997 due to lack of
funds.34
In 1998, Simon Brooks suggested the adoption of a scheme whereby public money
would be used to sponsor the musical activities of young people through the creation
of a new arm of the Welsh Arts Council, Adran Diwylliant Ieuenctid (Youth Culture
Department).35 Under the auspices of this department would fall the encouragement of
young ‘entrepreneurs’ to tender for licences to stage Welsh-language gig nights, with
an arrangement for the department to compensate the organiser for any losses. Grants
made under the scheme might also usefully be employed to wage bands to play
shows, as well as to underwrite other initiatives.36 The National Assembly did not
take up this notion, which was inspired by moves made by the French government to
safeguard live music activities in French. Therefore, the situation today remains that
bands and gig organisers to a large extent have to stage events by their own
initiative.37
It ought to be noted, however, that the network of mentrau iaith (language initiatives)
across Wales serves as an important stimulus to the live scene in many areas. As the
remit of Mentrau Iaith Cymru (Wales’ Language Initiative) is to promote the use of
the Welsh language, several local offices have adopted a policy of arranging for local
bands or gig organisers to stage live events for Welsh-language artists, covering the
shortfall if any losses are incurred. This policy has been followed by Menter Iaith Sir
Y Fflint (Flintshire Language Initiative), Menter Iaith Sir Ddinbych (Denbighshire
Language Initiative), and Menter Iaith Abertawe (Swansea Language Initiative)
among others; the latter’s Gwener y Grolsch (Friday the Grolsch) gig night, staged on
a monthly basis since 2001, has provided a focal point for gig activity in the Swansea
area.38 Menter Iaith Sir Y Fflint’s Gwyl Roc Y Ffin (Borders’ Rock Festival), Gwyl
Tegeingl Festival, and Fiesta Sir Fflint festivals (Flintshire Fiesta Festival) have
similarly created opportunities for live exposure in an area of Wales (Flintshire) with
relatively low proportions of Welsh speakers.

1.5 Professionalism and the growth of professional musicians’
organisations
The aforegoing summary demonstrates that, despite several later efforts to, in Hill’s
wording, ‘institutionalise’ relevant elements of the music scene, Welsh-language
popular music was deeply rooted in amateur activity for much of its infancy. This did
not prevent many participants from aspiring towards ever higher musical and
production standards; aside from the establishment of Sain itself, examples might
include Tony ac Aloma’s comments in a 1970 Asbri interview that they were obliged
to go to London to make a ‘record technegol dda’ (‘a technically good record’) due to
33
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the dearth of modern recording studios in Wales,39 and similar pronouncements by
Huw Jones and Meic Stevens regarding the recording of ‘Dŵr’ (Water), the first Sain
record, in 1969. However, the desirability of professionalism as a status (as opposed
to an attitude towards music-making) seems to also have been present from an early
stage, as manifested in the heightened awareness of the necessity to register songs
with licensing bodies. Recordiau Sain’s publishing wing, Sain (Recordiau) Cyf,
published works by composers who were also signed as artists to Sain in the early
1980s, which included registering songs with the Performing Rights Society (PRS),
the Mechanical Copyright Protection Society (MCPS), Phonographic Performance
Limited (PPL), and other relevant licensing organisations, submitting paperwork on
behalf of composers for the MCPS/PRS and on behalf of recording artists for the PPL,
and ensuring that royalties were paid.40 Fflach’s publishing company, Cyhoeddiadau
Mwldan, fulfilled a similar function for composers/artists on its roster.
By the late 1980s, as the music scene continued to expand and garner more
opportunities for airplay on radio and television due to the advent of Radio Cymru
and S4/C, such issues gained in importance. In August 1989, the Cymdeithas
Cerddorion Cymraeg (Society of Welsh Musicians) was established at a public
meeting during the Eisteddfod Genedlaethol in Llanrwst.41 Administrated by the chart
and research company Cytgord, which was based in Bethesda, the society was
initially established as a response to the threatened funding cuts to the ‘Sgrin Roc’
Teletext page (at the time a crucial method of disseminating information concerning
live events and record releases), but shortly expanded its interests to provide support
for its members in the fields of marketing, organising record releases and live events,
and royalty issues. Shortly after the establishment of the society, it was discovered
that several thousand Welsh-language popular songs registered with the PRS, some
dating back to 1984, had accrued royalties which had not been claimed.42
It was perhaps this experience that prompted Cymdeithas Cerddorion Cymraeg, in cooperation with Coleg Meirionnydd College, Cytgord, and other businesses and
organisations to organise a conference, Showbiz Cymru, on the contemporary Welsh
rock music industry in the spring of 1990. The stated intention of the conference was
to ‘rhoi hyfforddiant a chyngor ar bob agwedd o’r diwydiant er mwyn hybu
proffesiynoldeb ac annog twf pellach yng Nghymru a thramor’ (‘give training and
advice on every aspect of the industry in order to foster professionalism and to
encourage further growth in Wales and abroad’).43 Subsequent conferences were
organised in successive years.
The efficacy of these measures in raising awareness of copyright and other issues is
difficult to judge, but the fact that Sothach carried an article on copyrighting one’s
songs in a November 1991 issue may be interpreted as indicating that not all active
musicians were doing so.44 Furthermore, during the Showbiz Cymru conference held
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in May 1992, Cymdeithas Cerddorion Cymraeg resolved to organise a campaign to
ensure that the PRS employed Welsh speakers so as to ensure ‘fair play’ for Welshspeaking musicians and bands.45

1.6 Recent research
A number of papers and position statements have been produced during the past
decade or so, which have attempted to summarise the musical ‘state of the nation’
(see also the Beaufort Report, below). Rhys Mwyn’s ‘Report on Welsh Pop Music’
(2003) concentrates specifically on Welsh-language popular music. He argues that
more should be made to develop the attitudes and awareness of children and young
people towards Welsh popular music from Primary School education onwards.46
Some inroads have recently been made in this area since Mwyn’s report. In order to
promote a more widespread use of the Welsh language amongst young people and
teenagers, the Welsh Language Board established a set of tours around primary and
secondary schools in Wales. The first, called Taith Popty 03 (Pop-House 03) toured to
a total of 20,000 children and young people in 60 primary and secondary schools
during the autumn term. A second tour was held in early 2004 for Welsh and bilingual
school omitted from the 03 itinerary. Both tours were partnerships between the Welsh
Language Board and S4/C. Radio Cymru also sponsored the next tour, Taith Popty C2
04. Visits were made to 30 secondary schools, performing in front of 15,000 students
with particular emphasis on rock and hip-hop artists. Other tours, involving student
participation, followed in 2005 and 2006. In total, the number of audiences reached
across almost 150 shows was 63,000.47
These tours appeared to confirm the lack of awareness towards Welsh popular music
amongst young people, but also showed that they were very responsive to new
experiences and reacted positively to performances. This in turn was reflected in
increased audience ratings for S4/C programmes aimed at young teenagers, such as
Planed Plant (Kids’ Planet). Likewise Radio Cymru monitored hits to their youth
website C2 before, during and after the tours, and noted substantial increases.48
Other ways in which the profile of Welsh popular music is increasing in the education
sector is seen in course content. For example, in its new music syllabus the Welsh
Joint Education Committee has included two songs by well-known singer Caryl Parry
Jones on its list of set works at AS level under section MU3 (‘Appraising’). While this
may not represent a radical departure, it does indicate a sea change in opinion: all AS
music students will have at least experienced some form of popular music through the
medium of Welsh as a result. However, concerns are still being raised about the
general lack of emphasis on music in the Education system as a whole, as shown in a
number of comments made in the questionnaire to this study. One person commented
that ‘I am very worried that music is not seen as important in Schools, particularly’,
while another stated that there were ‘too few facilities for training and post-training of
musicians’ (see Part 2 for a more detailed analysis of the questionnaire).
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In recent years, music syllabuses in Higher Education institutions have started to
reflect the importance of teaching vocational courses to students who wish to pursue
careers as folk or rock musicians. Tertiary colleges offer a range of foundational
modules in music technology, while courses at degree level at institutions such as the
Atrium (Glamorgan University) develop these skills. In addition to music technology,
Trinity College, Carmarthen and Bangor University offer courses on the history of
popular music, with some emphasis on the Welsh perspective. At Bangor, students are
introduced to popular music studies in general – and aspects of Welsh pop in
particular – in the first year Media and Popular Music course, and encouraged to
choose related options on the History of Welsh Popular Music or the History of Punk
Rock during the second and third years of their degree programme. A number of
courses run each year on aspects of traditional Welsh music, and resources in both
areas are kept in the Welsh Pop Archive (Archif Bop Cymru) and Traditional Welsh
Music Archive respectively.
Mwyn emphasises the need to make Welsh popular music a more natural and
acceptable part of people’s lives. Education is one way of normalizing Welsh pop
amongst young people and teenagers, but Mwyn also states that broadcasting Welsh
music in public areas (cafes, clubs, pubs and supermarkets) would help raise
awareness among non-Welsh speakers, or those who are relatively unaware of its
existence. Mwyn also states that the gap between the media (BBC Radio Cymru and
S4/C) and developments at grass roots level have to be bridged. Radio Cymru’s role is
unlike that of any other national or regional station in that its responsibilities should
include safeguarding and developing Welsh social, cultural and linguistic values. Yet
these differences are rarely considered when assessing the station’s viability, which is
usually measured according to the same criteria as any other station: audience ratings
and listening trends. Thus policies are created not in order to advance what is deemed
culturally valuable, but rather in terms of what will prove successful in attracting
larger audiences. The same may be said to be true of S4/C. This dichotomy has driven
a wedge between the commercial concerns of the Welsh media and their need to
encourage cultural and artistic activities. Mwyn reiterates the need for television
producers, presenters and researchers to attend gigs and show a more active interest
in, and enthusiasm towards, the industry – to talk regularly with record companies and
be engaged in the process.
In the area of printed media Mwyn argues that established Welsh-language weekly
papers, such as Golwg and Y Cymro, have become ‘nearly irrelevant … hardly any
young people read them and there’s certainly no response to any comments in these
papers.’49 Clearly more has to be done, especially through the dissemination of
printed media via Internet sources, to improve the situation. English-language Welsh
newspapers have featured more on Welsh pop in recent years, possibly reflecting an
increased number of Welsh journalists working for them, but again the role of
Fanzines and in-house publications is necessary in order to foster a ‘scene’ and
‘develop future journalists’. Although this is an undernourished area within the
industry, it may be easier to elicit financial support through the public sector for
printed materials than for music.
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A more positive report produced in 2007 by the Welsh Language Board trumpeted its
success in encouraging more widespread use of the language by targeting Welsh
popular music. It argues that by investing in activities in this area, it has introduced
Welsh popular culture to thousands of young people and provided a wide range of
new opportunities for them to practice Welsh. It has fostered positive responses
towards the Welsh language and increased its general use. Evidence of this is seen in
the way in which its activities have increased audience figures on Welsh television,
radio, and Internet sites, its partnerships with institutions such as Community Music
Wales (the Ciwdod project) and the Welsh Music Foundation (the Dan y Cownter
project). In raising awareness of the Welsh music scene, increasing community
activity, promoting the development of the industry, and planning and coordinating
activities, the Welsh Language Board has played an important role in funding the
Welsh music industry in recent years, but the situation is by no means ideal.
Recent developments has seen Welsh-language pop developing its profile on the
Internet, including Websites such as C2, Bandit 247, the Uned 5 site, and MySpace.
This area is studied in more detail in Section 3.3.

1.7 Conclusion
The remarkable flowering of Welsh-language popular music is to be admired, but
much of its success has been achieved through the efforts of private ventures to
facilitate the development of a music industry infrastructure, and on the initiative of
individuals, with little or no recourse to public funding. Several fitful attempts to
establish public bodies notwithstanding and the recent admirable efforts of the Welsh
Music Foundation (WMF) to advise Welsh-speaking musicians on technical and
business matters, the situation of forty years ago is the same one that remains today –
namely, that those wishing to pursue a career in Welsh-language popular music have,
in several important areas, recourse only to such provisions and bodies as have been
created by other participants of the scene.
The following may be identified as hindrances in sustaining a livelihood by
participants of the Welsh-language music scene, and hence obstacles to the further
development of Welsh-language popular music in general. The lack of an established
gig circuit, though compensated for to some extent by the provisions of local menter
iaith offices, remains a crucial obstacle to achieving recognition at a national level. In
addition, the distribution and dissemination of Welsh-language popular music remains
highly problematic. In the light of the problems encountered by musicians in the late
1980s and early 1990s, and the subsequent policies of Cymdeithas Cerddorion
Cymraeg, the lack of a body with a specifically Welsh remit for the collection of
royalty payments also seems to be a severe weakness.
This is borne out by the findings of a report by Beaufort Research carried out on
behalf of the WMF and S4/C in 2004 with the aim of establishing the attitudes of
Welsh music fans to the Welsh-language music scene.50 The report claimed that the
scene was ‘invisible’ to non-Welsh-speaking Welsh people, and that even Welsh
speakers often had great difficulty in accessing Welsh-language popular music. Those
in rural areas tended not to actively support the scene, with accessibility to the music
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being highlighted as a crucial issue. One of the outcomes of this report was the
sponsorship of such projects as the Dan Y Cownter series of CD releases showcasing
new Welsh-language bands and artists by the WMF. The first such CD was
distributed free at the National Eisteddfod in 2005, with further CD compilations
being compiled and distributed at the 2006 and 2008 National Eisteddfods.
Furthermore, at the 2006 Eisteddfod in Swansea, the WMF adopted a policy of
showcasing music releases by independent labels without the means to man a stall on
the Eisteddfod field. According to the WMF’s online report on the project, all ten of
the featured artists reported an increase in sales after being featured on the 2006
release.51 Such moves reflect long-term historical tendencies arising out of the need to
adequately coordinate the release of, and disseminate information about, Welshlanguage releases.
The aforementioned report has traced the development of the Welsh music industry
from an exclusively amateur activity controlled by individuals or small groups
working locally and in relative isolation, to a professionally-run industry cognisant of
band and concert management, music technology, recording and copyright,
journalism and broadcasting. The history of the industry is one of gradually acquiring
the necessary business skills to ensure its long-term viability.
But what of the present state of the industry? The following section attempts to
provide a context for the industry, as it exists today by drawing upon data, comments
and opinions provided by present day artists, composers, performers, managers and
employees. It is essential that any feasibility study whose aims are to build business
strategies for this industry should take into account the concerns, interests, needs and
aspirations of its active members, as the questionnaire-based section does. Only by
linking in with opinions at a grassroots level will a study adequately identify the
particular requirements of an industry sector, and be able to apply academic expertise
to support its needs.
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Part 2: Mapping the Industry
2.1 Introduction
In order to carry out a detailed audit of the cultural and economic capital of the Welsh
music industry in quantitative and qualitative terms, and receive feedback from active
participants from within the industry, it was decided to design a holistically based
bilingual questionnaire and upload it on the Internet for ease of access and
submission. SurveyMonkey.com powered the online version, but hard copies were
also made available to those who could not gain access to the Internet. Although a
cut-off point for research into the study was set for the end of August 2009, it was
intended that the questionnaire should remain online indefinitely, thus becoming an
exhaustive repository for data relating to the Music Industry in Wales for years to
come. Thus the findings of the questionnaire are by their very nature provisional and
selective, reflecting present trends and the opinions of those who filled it, but in
theory can be updated and analysed on future occasions.
The questionnaire, which could be submitted anonymously if preferred, was divided
into six sections:
Contact Details, Employment Details, Activities, Income and Subsistence, Other
Connections (for example, with Higher Education sectors), and Culture & Industry.
(See Appendix 2 for a copy of the original form.) Around 150 responses were
received at the time of writing up the research of the study, and its findings are
documented below. (See Appendix 3 for a Statistical Report.)52 The following
summary takes into account differences between Welsh- and English-language
questionnaire responses, although it should be emphasised that some Englishlanguage responses provide information about the Welsh-language scene or visa
versa.
It is also important to note that the questionnaire cannot provide an authoritative
overview of today’s industry in Wales as a census might do, for example; the
questionnaire presents a snapshot of present-day trends and practices, issues and
concerns, and is therefore useful for the study in terms of identifying and addressing
such areas.

2.2 Sections A and B: Contact and employment details
79% of Welsh and 69% of English respondents provided identifiable details. To the
question ‘which of the following categories describe your work most accurately?’
30% who completed the Welsh-language version described themselves as
musicians/performers, while 19% saw themselves as composers (some also ticked
both boxes). The remaining categories (lyricist, record label employer/employee,
producer, engineer, sound technician, events organiser, music technology
teacher/lecturer) were fairly evenly distributed. Somewhat surprisingly, ‘events
organiser’ accounted for 13% of the Welsh questionnaire responses, in comparison
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Responses have been returned in actual numbers in the Statistical Report, while
they are configured in percentages in the narrative report.
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with only 3% of English-language responses, suggesting that there is a more obvious
‘do it yourself’ approach to organising live performances in the Welsh-language
industry. Also interesting was that a narrower gap existed between
musicians/performers and composers in the Welsh-language context (40% and 20%
respectively), possibly reflecting a practice established since the 1960s when Welshlanguage popular musicians largely avoided performing cover versions of existing
songs in favour of composing original material. In the English-language domain the
practice of performing cover versions has remained widespread, resulting in a number
of musicians who are not active as composers. One could therefore suggest that in
Welsh-language pop the emphasis is more on creativity and originality rather than on
reproducing existing sounds and styles.
To the question ‘how many employees work for your company?’ a similar set of
responses was returned in both languages: 69% of Welsh-language responses
represented the smallest range (between 1-5 employees) while the remaining results
comprised the highest range (21 or over) while the proportions were 77% (1-5), 3%
(11-20) and 20% (21 or over) respectively.53 Thus the music industry in Wales
consists of a large number of individuals and freelance musicians, with most business
companies functioning on a small scale.
There was little discernible difference between the Welsh and English-language
responses to the kinds of products sold, with Compact Discs appearing highest at
41%. However, the inclusion of Digital Downloads as the second highest response
(26%) suggests that digital economies are playing an increasingly important role in
the music industry, and thus a separate report on music and the worldwide web was
commissioned as part of this study (see Section 3.3).

2.3 Section C: Activities and output
Both sets of responses indicated that most musicians worked within the Pop/Rock
domain (43% and 37% respectively). As might be expected perhaps, Folk scored a
little higher amongst Welsh responses (26% to 20%) while Jazz and Classical music
fared better amongst the English-language respondents (19% and 24% in comparison
with 16% and 15%). A number of subgenres were also noted, ranging from
‘contemporary’ to ‘metal/punk/glam’. Single events and gigs were seen to be the most
common mode of performance, while festivals and television appearances also
accounted for a significant portion of respondents’ musical activities.
In response to the quality of performance venues in Wales, a large proportion of
answers (35% in Welsh, 43% in English) believed standards to be ‘variable’ at best.
Of the most popular venues, Clwb Ifor Bach and the Wales Millennium Centre were
included amongst both sets, while the Galeri centre in Caernarfon (Welsh) and The
Point in Cardiff (English) also made appearances. This part of the questionnaire
indicated that there was a need to create concert spaces according to higher standards,
and that establishing an existing network for artists and bands should be explored in
more detail. It also suggested that a shift in the area of popular music was taking place
towards theatre-style events in seated auditoriums rather than necessarily venues for
standing room only.
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These figures can be somewhat misleading, however, as it is likely that a number of
companies did not participate in the survey.
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A far greater number of English-language musicians indicated that they regularly
performed outside Wales, with London cited as the most frequent location, although
Scotland (Glasgow), Ireland (Dublin) and USA were mentioned on a number of
occasions. The amount of songs or tracks produced in recent years was evenly spread
out across a wide range, while results suggested that the standard CD format
consisting of around fifteen songs determined normative productivity. There appeared
to be very little divergence between songs that had been composed for commercial
release and those that had not, suggesting that musicians were now finding it easier to
circulate their own work rather than rely on companies to mass produce and market
their product. This was borne out by the fact that around 69% of musicians uploaded
their songs and tracks online, with the iTunes store and MySpace being the most
popular locations.
Around 85% of Welsh-language replies indicated that Radio Cymru was the main site
for broadcasting their music, with other outlets of less importance. There was a far
less obvious emphasis on one main outlet in the English-language domain, which
suggested that Radio Cymru acts as a pivotal point in promoting the activities of
Welsh-language music. There was no discernible equivalent in the English scene,
where any numbers of radio stations were likely to broadcast their songs.
In terms of linguistic preference, only slight fluctuations had taken place over the past
few years, suggesting that the perceived shift towards singing in English by Welsh
singers and bands was no longer as much of an issue as it had been in the mid-1990s,
when a number of Welsh bands gained a measure of success in the Anglo-American
market, or that this trend had stabilised. Around 67% indicated that no change had
occurred during the past 2-3 years in their preferences to sing either in English or
Welsh.

2.4 Section D: Income and subsistence
To the question ‘to what extent is music a part of your vocation?’ around 41% in the
English questionnaire said they worked full time in the industry, while only 32%
expressed the same in Welsh. In terms of income generated from royalties, live
concerts and record sales, the gap between these three components was greater for
Welsh-language musicians, who appeared to rely far more on royalty payments (47%)
than income generated from live concerts (34%) or record sales (19%). While live
concerts and royalties accounted for roughly the same in the English-language domain
(38% and 33% respectively) a higher proportion of record sales (29%) meant that
those who worked in the Anglo-American industry relied less on one primary income
stream than on a number of more-or-less equivalent streams.
In terms of profitability, a marked shift was seen to take place between the English
and Welsh responses. Whereas 32% of Welsh-language musicians stated that their
income had decreased during the past three years, only 17% made the same claim in
the English questionnaires. So why were almost twice as many Welsh-speaking
musicians suffering from income loss according to the results? The reason for this
became apparent in the following responses: 79% of Welsh responses highlighted the
decline in PRS revenues as a negative factor in the industry’s future, compared with
19% of English responses. Other factors included general economic climate, growth
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in free downloads, proliferation of non-Welsh language music broadcast on Radio
Cymru, and the increase in illegal digital downloading.

2.5 Section E: Other Connections
Responses indicated that a number of connections already existed between the music
industry and the Higher Education sector. Questionnaires pointed to links between the
industry and Trinity College Carmarthen, the Welsh College of Music and Drama,
Glyndwr University, the Atrium at the University of Glamorgan, and so on.
In responding to the need to reinforce links with academic institutions, the range of
responses included such issues as lecturing on popular music, holding workshops, the
need to design websites rather than magazines for alumni, and work placements for
graduates, but a number of statements were sceptical of higher education’s lack of
inclusivity. One claimed that ‘academic (sic) is all about looking backwards’, while
another said ‘I have written more letters than I care to remember to “academic
institutions” … [they] are only interested in the past…’
A large proportion of responses in both languages indicated that they had established
strong links with the media, with a number of television companies listed. In terms of
how to improve links, responses referred to the dearth of Folk Music played on the
BBC, the need for more coverage of Welsh-language pop on Radio Cymru, the need
for a sensible strategy from BBC and S4/C, and the need to know ‘that it is possible to
earn a decent wage by being a successful Welsh language musician … unfortunately
it is becoming more difficult.’

2.6 Section F: Culture and Industry
Finally, in response to the question ‘what is your opinion of the current state of the
music industry in Wales?’ 70% of English responses recorded a ‘negative’ impression
with 54% in Welsh, in comparison with ‘positive’ impressions of 6% and 30%
respectively. Some of the reasons given for this included a drop in PRS rates
(particularly the per minute rate for Radio Cymru); musicians’ and composers’
relationship with the media; and audience numbers and venue closures (such as The
Point in Cardiff).
In response to the question ‘is there anything that you would like to be seen
changing?’ several of the responses received in both Welsh and English
questionnaires suggested the following: an increase in support for Welsh-medium
material by the media (including Radio Wales and S4/C); an increase in royalty
payments and the establishment of an independent collection body; WAG funding for
events, with financial support to cover travel and subsistence costs; recognition of
Radio Cymru as a national station; establishing a permanent circuit for performance;
more collaboration between organisers; financial support for travelling by the Arts
Council (overseas as well as other parts of the UK); international distribution of
Welsh recordings; and a ‘take it away scheme’ for instrument purchases.
The range of responses to the question ‘to what extent does the music that you
produce represent “Welsh culture” in your opinion?’ was diverse and multifarious.
Many found the question itself problematic, and unduly restrictive. Of those who
responded to the question ‘should the music industry receive funding by the
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Assembly?’ 72% said yes on the English questionnaire in terms of infrastructure,
while 42% said yes in Welsh. Suggestions for funding related to the following areas:
funding to establish a royalty-collection body; top-up income from PRS/MCPS
royalty payments; national strategy to promote Welsh music; core resources including
instruments; funding for educational resources and workshops; gig promoters and
venue improvements. 42% of English respondents also believed that the Assembly
should provide funding for touring and travel grants, but several responses also
expressed that neither the music industry nor the arts in general should receive public
funding.
The aforementioned questionnaire indicates that there is an upward and actively
mobile industry in Wales, which has acquired professional skills in a number of areas
in order to function effectively and efficiently. However, a number of comments
included in the questionnaire indicate that the industry has now reached a crossroads.
The crisis in the area of music copyright and royalties, which presently plagues the
industry, is likely to result in far-reaching debilitating changes. The industry’s
turnover has steadily increased over the past three decades, but is now likely to
decrease rapidly as a result of income provided by external bodies that have little
vested interest in the industry itself. Music copyright in Wales is presently controlled
and administered by copyright societies operating on a global scale, according to rules
and regulations dictated by Anglo-American models. But the present situation
suggests that a revision in the manner in which this provision has been provided ought
to be reconsidered. The first case study thus looks at the background of the music
copyright and royalties industry in Wales, explains the changes that have caused this
crisis, and suggests positive ways forward.
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Part 3: Developing Business Strategies for the Welsh Music
Industry: Three Case Studies
3.1.1 Towards the establishment of a Welsh Music Royalties
Society
3.1.1.1 The context of the royalties industry in Wales
Introduction
This part of the report, which outlines the present situation in the area of music
copyright while suggesting a number of possible future options, is divided into two
sections. The first section traces the background to the music copyright industry and
the administration of royalties. It also outlines the present situation regarding the
crucial role a number of collection societies play within the music industry in Wales.
The PRS for Music and the PPL are highly influential in determining the development
of the industry, but recent developments (as outlined earlier in this report)
demonstrate that the situation is at risk. This study assesses the changes that have
taken place since 2007, which have given rise to the present situation: a situation that
is, according to many who work within the industry, in crisis.
The aims and objectives of this study have meant that the copyright issue in the Welsh
music industry is not addressed exhaustively. However, many of the findings
contained in this section of the study may form the basis for more in-depth research.
The aim has been not so much to produce a feasibility study on the setting up of a
music copyright royalty collection society in Wales, but rather to outline important
issues in order to pave the way for a more comprehensive study. Issues are examined
in the hope that a more authoritative report will follow, looking in more detail at this
area.
This part of the report will aim to measure the general wellbeing of the industry in
terms of losses incurred by this sector, offering alternative options that may help
maintain the industry’s sustainability. Some leading figures have recently called for
the formation of a new society in order to collect and administer royalties specifically
in Wales, and this report will also assess the feasibility of this idea. The aim of the
second section is to draw conclusions from studying detailed examples of good
practice in other countries.

3.1.1.2 Background: Revenue losses for the Welsh Music Industry
First of all it is necessary to look at the range of revenue streams that support the
industry in question in order to measure its sustainability and improvement. Annual
turnover in the Welsh music industry is relatively small in comparison with other
sectors in the creative industries, such as television and media. Despite this, it is also
true to say that the music industry has not received the same level of public funding in
comparison with other sectors.
Research in this area has shown that one of the most important financial sources in
securing permanent long-term revenue for composers and publishers in Wales has
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been that of performance and mechanical royalties. However, as outlined in more
detail below, this revenue stream has become much smaller.

General profile of the industry
The music industry in Wales is dependent on specific individuals and small groups
which work on behalf of the industry in the following ways:
•
•
•
•

Volunteers, for example concert and festival organizers;
A few relatively small- to mid-scale business operations – who employ less
than thirty staff;
A small percentage of professional (i.e. full-time) composers, authors and
performers;
A larger number of part-time composers, authors and performers.

Following recent research into the local economic market by the Centre for Business
Research and Market Intelligence (CBRmi) at Bangor University, results indicate that
the creative sector in North-West Wales comprise not so much of companies but
rather of a mixture of full-time freelancers and part-time individuals.
Similar tendencies exist in the region’s music industry too, and it is probable that this
pattern is reproduced throughout Wales. The turnover of the music industry in Wales
is small in comparison with the media industry. This study has calculated that the
approximate turnover for Welsh members in the area of royalties is around £1.5–2
million. This has been calculated partly through the results of the questionnaire (see
Part Two, above) and by consulting with the primary recording companies who also
represent music publishing in Wales. It is of course more difficult to calculate the
general turnover of the industry because of a lack of concrete figures, but based on
figures obtained from the Performing Rights Society (PRS for music), around 700
members write (or have written) and publish in Welsh, with around 230 actively
receiving published works broadcast on Radio Cymru according to figures issued by
the PRS, which – along with S4/C – provides the main source for disseminating
Welsh-language music.
One could claim that the contribution and value of music to, for example, the media
industry is far greater than reflected in these figures. S4/C received approximately
£98,440 million in public funding from the Ministry for Sports and Heritage in
2008,54 with £25.1 million contributed by the BBC.55 In addition to this, television
companies in Wales (such as Boomerang in Cardiff, Tinopolis in Llanelli, Rondo
Media and Cwmni Da in Caernarfon) have secured significant annual turnovers in
recent years. At the same time, the music industry has received a fraction of 1% of the
total funding that the television industry receives.
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Source: income received from the DCMS, see
http://www.s4c.co.uk/abouts4c/annualreport/acrobats/adroddiad-blynyddol-s4cannual-report-2008.pdf p.75.
55
see
http://www.bbc.co.uk/bbctrust/assets/files/pdf/regulatory_framework/other_activities/
s4c_operating_agreement.pdf p.2.
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3.1.1.3 Royalties and copyright
Intellectual property belongs to the author in all creative areas in order that the author
profits financially from his or her work. The same principles operate in relation to
musical works. One of the most important historical determining factors for the
copyright industry was the Berne convention, signed in 1886, and designed to protect
authors’ rights. In the UK, the Intellectual Property Office supports this principle by
stating that economic rights provide an opportunity for the copyright owner to profit
commercially from any exploitation of the work.56 The most recent copyright law
passed in the UK (in 1988) supports the author of the work in every medium.57
A basic question which emerges from such discussions is how possible is it to
measure the economic value of a work when exploited by the consumer? Should the
fact that a work produced from a minority culture with more limited worldwide
commercial reach than, say, Anglo-American pop, affect the value of the work in any
way? Should it be the duty of copyright societies to protect and safeguard
ethnic/minority production in addition to rewarding examples of global and
commercial success with more money? These issues will be addressed in more detail
in section two of this report.
In order to understand the music industry in essence, however, it is necessary to
explain the process of creation and exploitation. In the popular domain, a writer will
write the song (called ‘the work’), the song becomes the product and, in turn, the
publisher part-owns the song, promoting and selling it commercially on behalf of the
writer. Any users who wish to exploit a song (or an excerpt from a song) for public
use are expected to pay a license to the publisher/composer for its use. The work of
any Royalties society is to collect and distribute the money on behalf of composers
and publishers who are members. Copyright is held on the work of the composer,
author or translator for seventy years after his/her death. Unlike the global AngloAmerican pop market, which generates large-scale profits from the sales of recordings
and live performance, the small-scale Welsh industry is largely dependent on royalties
for financial sustenance. This, plus changes in the manner in which royalty payments
have been administered, explains why it has been afforded such an important place in
this study.
Most countries around the world have societies that licence the composers’ works for
public use, including licensing the rights to reproduce recordings of these works for
public use. These bodies then collect monies from licensees and distribute payments
between their members. In the UK the official societies are as follows:
1. Performing Rights Society (PRS)
2. Mechanical Copyright Protection Society (MCPS)
3. Phonographic Performance Limited (PPL)
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http://www.ipo.gov.uk/types/copy/c-about/c economic.htm
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http://www.opsi.gov.uk/acts/acts1988/ukpga_19880048_en_2#pt1-ch1-pb1-l1g2
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Their respective roles are detailed below. In the following sections, the role of creator
and user in the context of the work and recording is discussed.

3.1.1.4 Creators
There are two types of creators – the creator of the work and the creator of the
recording – with copyright functioning independently. This is reflected in the fact that
recording companies and publishing companies often work hand in hand in the
industry. This is also reflected in the collection societies themselves, with the
MCPS/PRS working in alliance on one hand, and the PPL on the other.

Creator of the work: melody, lyrics, song
It is worth remembering that a structural difference exists in relation to the copyright
of the work and of its recording. A composer will create the work, but the artist
performs the recording of the work. Therefore the composer and/or author create the
work while the artist records it (though they may be one and the same person in many
cases).
The composer or author owns the work, whether it is musical or textual, until s/he
transfers the rights to the publisher. If the original is out of copyright, arrangers or
translators can own a work until such point that its rights are transferred to the
publisher. The publisher becomes part owner of the copyright of a song jointly with
the composer or author. The work is copyrighted in order to safeguard the rights of
the owners of the work. The creator or the publisher of the work may own copyright if
the work is published with the publisher publishing the work on behalf of the
composer or author.
The following outlines the basic functions of the aforementioned societies that act on
behalf of creators/publishers in the UK:
1.

PRS (Performing Rights Society). A body which licenses music
performance, such as:
a. Broadcasts;
b. Music used in public locations;
c. Live performance.

2.

MCPS (Mechanical Copyright Protection Society). A body which licenses
the reproduction of music, such as:
a. Synchronising music to television programmes or other visual
productions;
b. Reproduction of compact disc recordings.

3.

PRS/MCPS alliance:
a. Web rights.

Some television companies licence music independently when it is synchronised with
adverts, films etc. The PRS and MCPS exist independently but act under one umbrella
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organisation, called the PRS for Music. The work (or song) is registered first of all
either through the PRS’s forms or registered online on their website.58

Performing and Mechanical Rights
The PRS collects royalties on behalf of its Welsh members in areas that
encompass a wide range of media and other sources, such as:
1.
2.
3.
4.
5.
6.

Broadcasting through production companies and television stations;
Online broadcasts;
Live events;
Public spaces and locations;
Music for specific productions;
Synchronisation rights.

In order to receive royalty payments for their works, composers/authors provide
relevant information (title, length, forces, confirmed performances, etc.) to the
collection society so that they can collect money on the creators’ behalf. This can
happen in principle through any collection society, which serves to collect royalties
on behalf of its members. Composers/authors may choose to join the collection
society directly or allow a publisher to represent their works.

Creators of a Recording: Performers, Musicians and Recording
Companies
The performer/musician will perform a work for a recording, and the record company
will usually retain rights over the recording, often releasing the composers’ works in
the form of an album of songs. The recording company thus owns the recording.
Societies responsible for collecting on behalf performers and musicians include:
1. PPL (Phonographic Performance Limited). A society that licenses
performances and reproductions of recordings, such as:
a. Broadcasts;
b. Recorded music used in public venues and spaces;
c. Live performances of recorded music;
d. Synchronising recorded music for a television programme or any other
visual production.
2. MCPS
a. Synchronising recordings to S4/C productions by independent
companies on behalf of the PPL;
b. Library music from MCPS library companies;
c. Library music specifically recorded for media productions (different
rates are paid for library music in comparison with commercial music).
Recording companies often licence themselves, such as for music used on the
worldwide web.
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http://www.prsformusic.com
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Users and Licensees of the work
This is defined here as licensees who use the work. There are numerous examples of
users of the work, including:
a. Recording companies;
b. Broadcasters;
c. Production companies;
d. Venues and Music Festivals;
e. Pubs and Clubs;
f. Shops;
g. Cafes and Restaurants;
h. Music broadcast in the workplace;
i. Internet downloading and streaming;
j. Film companies;
k. Advertising companies;
l. Companies who produce computer games;
m. Mobile phone companies;
n. DVD/Video companies.

Important licensees in the Welsh Music Industry
Independent production companies who produce independent programmes for S4/C
will pay a licence to the MCPS for the use of works and recordings on television
programmes. The licence is paid for the rights to embed or incorporate a reproduction
of the work (and/or its recording) in a programme. Cue sheets are completed which
document the use of such music within any single production.

Broadcasters
1. In Wales, the BBC as broadcaster will pay a licence for public performances
by broadcasting music on Radio Cymru or Radio Wales, mechanically
reproduce the work for a television production, or mechanically reproduce the
work on occasion for radio productions;
2. S4/C as broadcaster will pay a licence for public performances by
broadcasting music;
3. ITV Wales also pays a licence for reproducing recordings mechanically for
television programmes.

Locations
Centres for the performance of live or recorded music include the following
examples:
a.
b.
c.
d.

Pubs and Clubs;
Shops;
Cafes and Restaurants;
Music in the workplace.

Such places pay an annual licence for the rights to broadcast or perform music.
Usually, a collection society will appoint an officer to ensure that these places pay a
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licence for the public use of the repertoire. In the case of specific events (such as, for
example in Wales, the National Eisteddfod) the PRS will undertake a detailed
indicative sample of the performed and recorded music.
An important point to make at this juncture is that the PRS match a sample of music
played in public venues and locations with the playlists provided for them by radio
stations in order to calculate a portion of their payments to members. These payments
have been called ‘analogies’. More will be said about the changes made to analogies
payments below.

Recording Companies and Licensees
Recording Companies pay a licence for the use of the work when it is reproduced for
commercial compact disc release, for example. However, in Wales a large proportion
of record companies do not pay a licence where the works are already assigned to the
publishing wing of the company in question. Users of the recording are defined as the
licensees who use the recording. There are many users, including:
a.
b.
c.
d.
e.
f.
g.
h.
i.
j.
k.

Broadcasters;
Production companies;
Pubs and clubs;
Shops;
Cafes and Restaurants;
Music in the workplace;
Internet downloads and streaming;
Film companies;
Advertising companies;
Computer game manufacturers;
DVD/Video companies.

Production companies and broadcasters
Independent production companies producing programmes for S4/C will pay a licence
to the MCPS for the use of recordings on any particular television production. They
pay a licence for incorporating a reproduction of the recording in a specific
programme, and complete cue sheets detailing the use of such recordings in a
production.
In Wales, the BBC as broadcaster will pay a licence for public performances of music
on stations such as Radio Cymru or Radio Wales, mechanically reproduce the work
for a television production, or mechanically reproduce the work on occasion for radio
productions. S4/C as broadcaster will pay a licence for public performances for
broadcasting music. ITV Wales also pays a licence for reproducing recordings
mechanically for television programmes.

3.1.1.5 The context in Wales
Record companies and publishers
In Wales, most recording companies also own a parent publishing organisation. For
example, Sain, Fflach, Ankst, Slacyr, Kissan, Abel, Dockrad, Bos, Peski, Awen have
operated, or still operate, both as recording companies and publishers. There are some
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exceptions where a recording company will not own a publishing wing. Likewise,
some companies only operate as publishers without a record label. The latter
companies deal by and large with printed productions in classical, choral, folk or
cerdd dant domains, such as Cyhoeddiadau Curiad, Cwmni Cyhoeddi Gwynn, Snell
and Sons, Oriana Publishing and Aureus Publishing.
Recording companies who release products such as compact disc recordings own the
rights to the music in almost every situation. This is different to that encountered in
the Anglo-American context, where publishers and recording companies exist more or
less independently from each other.
In the context of Welsh-language popular music, record sales are generally quite low,
thus royalty payments for sales (which are issued by the PPL) are relatively small. On
the other hand, royalties for the musical work (i.e. song copyright) are much higher.
These payments come from the PRS, with a large proportion generated through the
analogies process (as explained below). Such income generated by the Welsh industry
until recently stood at around £1.5-2 million. It is the substantial reduction in this
revenue source for Welsh music that has necessitated allocating such a central place
for copyright issues in this study.

3.1.1.6 Defining the PRS’s ‘Analogies’ system
Until April 2007, from research undertaken for this study, the Welsh-language music
industry’s annual turnover from PRS royalties calculated through analogies payments
averaged around £1.5-2 million. At this time the society’s board decided to change the
formula previously used to calculate payments for its members. These changes took
effect from the July 2007 PRS distribution although this did not become evident until
the October 2007 distribution. Such changes had a particularly adverse effect on
composers’ repertoires regularly played on Radio Cymru. Leading up to 2007, a large
proportion of publishing/recording companies’ turnover within the Welsh music
industry was generated through PRS royalties, as indicated in example 1.
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Example 3.1 Typical turnover generated through royalty payments, based on one
publishing/recording company (source: Companies House).

The PRS had therefore decided to revise the rates for performance payments. Up to,
and including April 2007, the system was somewhat ambiguous due to the fact that
data about Welsh songs was conflated with data from the rest of the UK.
For example, Radio Cymru’s playlist was included as part of a cluster of regional
stations run by the BBC, and the data collected by locations in Wales considered in
relation to the UK census. Therefore, Welsh PRS members were receiving ‘analogy’
payments based not only on Radio Cymru data and locations in Wales, but on a
percentage calculated across all UK regional stations.
From April 2007 onwards the PRS decided to compare data collected from public
locations with individual radio playlists rather than regional clusters. In reassessing
the formula for collecting and distributing payments through the analogies system,
results showed that the Radio Cymru playlist was not being reflected in data collected
from individual locations in comparison with other ‘regional’ stations, as shown in
Table 1 (note that the names and numbers below are merely indicative examples, and
not based on ‘real’ stations or concrete data).

Station

General
recordings

Restaurants

Karaoke

Jukebox

Aerobics

Radio Chisholm

39%

22%

45%

54%

32%

Radio Workingham
Radio Severn
Radio Southendale
Radio Pilkington

29%
43%
39%
50%

38%
27%
44%
45%

31%
25%
37%
35%

45%
45%
47%
50%

45%
56%
32%
35%

Radio Cymru

2%

6%

2%

2%

0.09%

Table 3.1 Illustrative example matching samples from regional stations with public locations
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In order to decide how to distribute payments through UK performances, the PRS
decided to use data collected from visits to locations in order to assess the popularity
of certain kinds of music. According to the PRS, this would enable them to accurately
predict the frequency with which certain kinds of music were being played.
When this data was matched with broadcasting data, more accurate statistics could be
generated regarding performance in general. In changing their policy, the PRS’s aim
was to improve the accuracy of payments to their 60,000 members. PRS members
were likely to receive more reliable payments for every broadcast on the 100 or so
radio and television stations registered with the society. Simply put, the Radio Cymru
repertoire was no longer being considered for the analogy payment.
Example 2, below, indicates the rate of decline for those members affected by this
change. Having reviewed the situation after studying the following graph, the PRS
decided to phase out these payments rather than allow them to occur with immediate
effect. The PRS provided the following graph to assist with research on this study, but
due to the fact that no revenue figures appear along the vertical axis, it is necessary to
illustrate more accurately the nature of this reduction in revenue.

Example 3.2 Reduction in payments to PRS members in Wales (source: PRS for Music)

Example 3 (below) provides a clearer indication of the true nature of this reduction.
This has been calculated on an average of a reduction of £150,111 for every quarterly
payment between July 2007 and October 2009. The readjustment in reduction,
described by the PRS as a form of ‘recalibrated phasing’, has not been factored into
the following graph. Nevertheless the end point will be the same in both cases:
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Example 3.3 Calculation of actual reduction in PRS payments to Welsh members

Table 2, below calculates real losses to Welsh composers, songwriters and authors as
the decline starts to take effect. This is calculated according to indicative sums paid to
composers in the July 2007 distribution, and predicted figures for April 2010. The
reduction is likely to be as much as 84% – that is the situation facing the music
industry in Wales. If salaries were to fall in such a way in any other industry, the trade
unions would of course respond immediately (note that these figures are not based on
any specific person). It a company employee’s annual salary was to fall by 84% there
would clearly be a public inquiry.
Welsh Members

July 2006 (£)

April 2010 (£)

Composer A

25,000

4,250

Composer B

15,000

2,550

Composer C

10,000

1,700

Composer D
5,000
850
Table 3.2 Indicative examples of actual reductions for Welsh composers, songwriters and authors

The study has shown that a large proportion of the turnover for publishers in Wales is
generated through the PRS’s policy of payments made through the analogies system.
This study has indicated the extent of the reduction as the phasing starts to take effect.
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The following table provides an indication of the losses to publishers/recording
companies in Wales (these are not based on specific companies):
PRS royalties in 2007 (£)

PRS royalties in 2010 (£)

Publishing Company A

£400,000

£64,000

Publishing Company B

£150,000

£24,000

Publishing Company C
£40,000
£6,400
Table 3.3 Indicative examples looking at the financial reduction in PRS payments for companies

If the reduction of the turnover for a business went from £400,000 one year to
£64,000 the next, it would be impossible to ignore its detrimental impact. Jobs would
clearly be at risk. Companies will have to make significant cuts in order to survive,
while others might even go into administration.

3.1.1.7 The Emergence of the Alliance
In response to these changes by the PRS for Music, a pressure group was established
called the Welsh Music Publishers and Composers Alliance (hereafter WMPCA or
the Welsh Composers’ Alliance). Their aim was to challenge the PRS’s new policy,
which in their opinion was likely to ‘seriously affect the livelihood of a number of
Welsh musicians’.59
Following lobbying by the WMPCA, the PRS decided to gradually phase out these
cuts over a period of three years. In addition, the PRS agreed to undertake a review of
the use of Welsh music in public places such as theatres, shops, restaurants, pubs, etc.
and as a result agreed to invoke part of the previous ‘analogies’ payment (around
18%) to its Welsh members. Since then, payments have not decreased to quite the
extent originally feared. This is, according to Managing Director of Membership and
Operations for the PRS, Jo Prowse, the result of a number of different factors. But by
July 2010, the turnover which comes to Welsh members will have fallen from around
£1.5 million to £260,000, and the October 2009 payment is likely to show another
steep fall.
Two of the main record/publishing companies in the Welsh music industry, Sain
(Recordiau) Cyf in Llandwrog, Caernarfon and Fflach, Cardigan are very
apprehensive that the fall in income will seriously affect their turnover, leading to job
losses. Sain Records has already been forced to make some employees redundant.

PRS rates for Radio Cymru
A second blow was dealt to music publishers and composers in Wales when the PRS
decided to revise its rate-per-minute payment to reflect the new analogies system. As
a licensee, the BBC centrally pays an annual lump sum of around £50 million to the
PRS for the use of music of all kinds on its channels (this is sometimes referred to as a
‘blanket agreement’ between the PRS and the BBC). As mentioned previously, these
rates change from station to station, using criteria such as potential reach and audience
figures to determine the rate-per-minute for music broadcasts. The BBC as licensees
insist that the BBC in Wales has no right or influence over the PRS on deciding the
59

www.ygynghrair.com
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rates for individual stations, such as Radio Wales or Radio Cymru. BBC executives
insist that this is a matter for discussion between PRS and its members. Keith Jones,
the BBC’s head of Welsh provision, has declared that they are concerned about the
situation, but are relatively helpless to do anything.
The graph below (example 4) indicates that rates for Radio Cymru have gradually
fallen since June 2007, with reductions taking place between years, but levelling out
across each successive year. From statistics provided by the PRS, the 49p per minute
rate will be the end point for this fall in Radio Cymru rates.
PRS rates per minute for BBC Radio Cymru
0.95
0.9
0.85
0.8
0.75

B

0.7
0.65
0.6
0.55

Example 3.4 PRS rates for Radio Cymru (source: PRS for Music)

Example 5 illustrates that the drop in rates for Radio Cymru is far more substantial
than has been the case with other stations. Radio Cymru has already seen a 23% drop
in rates, which is likely to increase by up to 50%, while the Asian Network station has
seen a phenomenal rise of 1,200% (one thousand two-hundred percent).60 This was
mainly due to the fact that the Asian Network station is accessible on Digital Audio
Band (DAB) whereas Radio Wales and Radio Cymru are not.
Radio Stations
BBC Radio Cymru
BBC Radio Foyle
BBC Radio Nan Gaidhael
BBC Radio Norfolk
BBC Radio Newcastle
BBC Asian Network
60

Rate
December 06 June 09
0.89
0.66
0.9
0.72
0.84
0.76
0.36
0.29
0.36
0.29
0.74
2

Rate of Change
- 23%
- 18%
- 8%
- 7%
- 7%
+126%

www.prsformusic.com
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Dec-10

Aug-10

Apr-10

Dec-09

Aug-09

Apr-09

Dec-08

Aug-08

Apr-08

Dec-07

Aug-07

Apr-07

Dec-06

0.5

Example 3.5 Comparison of PRS rates for various radio stations

Radio Norfolk, for example, although with lower rates in comparison with Radio
Cymru, has remained relatively stable between 2006–9 with only a slight reduction.
The changes in rates to the Asian Network are vividly illustrated in the following
graph (example 6). According to PRS figures, by July 2010, the rate per minute for
the Asian Network will have risen to £5.34.

Example 3.6 Comparison of rates for Radio stations (source: PRS for Music)

As indicated previously, by 2010 the rate for Radio Cymru will have fallen to 49p per
minute. However, Jo Prowse has stated in a recent letter (dated 4 August 2009) that if
Radio Cymru were admitted to the UK-wide digital multiplex along with other
national stations such as Radio Scotland, its rate-per-minute would increase from
£0.49 to £4.71, in line with changes made to the Asian Network. A rate-per-minute of
£4.71 would help to claw back the loss incurred through the reduction of analogy
payments. Pressure has to come from politicians in the Welsh Assembly Government
to ensure that both Radio Wales and Radio Cymru are represented on the UK digital
multiplex.61 Further discussion on this matter will be conducted in relation to the
perceived ‘value’ of Welsh music in section 3.1.2.

3.1.1.8 Developments within the PRS service
The following list details recent developments in the PRS’s policies towards its Welsh
members:
•
•
•
•
•

An increase of Welsh-medium staff fluent in Welsh from 1 to 4 officers;
Ensuring that correspondence with Welsh members is provided through the
medium of Welsh;
A Welsh-language website created within the main site;
Cooperation with the Welsh Composers’ Alliance and Welsh publishers to ensure,
in the PRS’s view, a more efficient service and fair rates for members;
A change in report forms for S4/C, which facilitates clearing Welsh-language
music, such as Cerdd Dant.

61

It should be noted, however, that if all stations were admitted onto the digital
multiplex, payments would stand as they are.
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The PRS has also recently commissioned a research project in cooperation with the
Welsh Composers’ Alliance looking at music performance in Welsh locations in order
to calculate its use and value. This information has been used to create an appropriate
policy for distributing payments for general performance to Welsh composers and
publishers.
PRS officer James Brown recently declared in a meeting held in Cardiff that the
society saw cultural diversity as an integral part of their remit. But he admitted that
this sometimes went against economic principles. Significantly the PRS have now
started on a process of consulting many of its members in order to formulate a code of
practice designed to assist them in assessing the impact of phased payments, for
example.
The PRS have been forced to recognise that the situation in Wales is different, but
their emphasis on macroeconomics means that safeguarding and supporting the Welsh
industry is of secondary importance to them. The figures in this section of the study
clearly show that the industry – whether an individual composer or a company – will
suffer significant losses as a result of these changes, despite recent improvements in
the PRS’s service to Welsh members.
If there are lessons to be learnt, the PRS should have undertaken an impact
assessment on the Welsh industry before implementing its decision to drastically
reduce analogy payments for Welsh musicians. This showed a lack of sensitivity and
probably a lack of awareness and understanding of the Welsh situation.

3.1.1.9 The role of the PPL (Phonographic Performance Ltd)
As previously noted, the PPL is another company which collects rights on behalf of
recordings in Wales. It is a smaller company than the PRS for Music but at the same
time plays an important role in providing another income stream for the music
industry in Wales. The PPL was established in 1934, simply as a society to safeguard
the rights of recordings.
According to its present Head of Member Services, Penny White, the PPL works
differently to the PRS. In order to process payments, they rely on data sent to them
from recording companies.62 If record companies do not supply information relating
to a song, then neither the recording nor the performer will receive a payment. Thus
the system is more straightforward than the PRS, but there is arguably an
overdependence on record companies to act as sole providers of this data. The PPL
system is less detailed and comprehensive than the database utilized by the PRS.
The above graphs have been based on official figures on rates supplied by the PRS for
Music, but the PPL do not publish figures for individual radio stations (such as Radio
Cymru) or any of their licences with the BBC or other commercial services.
According to the PPL the situation is under review and could be revised at some
point.
62

Based on notes taken from a meeting held with the PPL on 17 June 2009.
(Members are entitled to submit information reating to recordings directly to the
PPL.)
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The PPL and Wales
Unlike the PRS for Music, the PPL does not employ a bilingual English-Welsh
officer. As part of their future plans, neither did the PPL see it as a priority to employ
a bilingual officer because they believed that their systems were providing correct
information. Nor is Wales considered a separate geographical region in the PPL’s UK
division: North Wales is included as part of North West England and the South with
the West of England.

The BBC and PPL
The PPL receives data from the BBC, which it then matches with information
provided by record companies such as Sain, Fflach and Ankst. This information is
calculated using their Catco system. Research undertaken for this study reveals certain
anomalies in the PPL’s structures. For example, in a meeting held with members of
the PPL in London, the following issues were raised:
•

One member of the research team noted that 30 songs written by him had been
played on radio last year for which he had received PRS payments, but nothing
had been issued from the PPL. PPL members present at the meeting blamed this
situation on record companies for not transmitting accurate information.

•

It was suggested that the PPL should employ a research officer to go after
information by record companies and conflate this with information provided by
BBC playlists in order to increase efficiency for its members. Andrew Radix of
the PPL stated that they would not be prepared to go after songs that were played
two or three times on radio if the cost of finding this information proved to be
more expensive than the song’s worth.

•

The PPL did not believe that providing a breakdown of the number of
performances was appropriate on payment details at the moment, but this was
under review.

•

According to Penny White, the PPL planned to re-launch their web service and
database next year.

The research team’s impression from having met members of the PPL was that their
understanding of Welsh culture and music was basic at best. The locations licensing
officer had only a very sketchy notion of the kinds of events and festivals taking place
in Wales where public broadcasts of recorded music might be heard, for example. It
was said that a member would be sent to the 2009 National Eisteddfod in Bala,
however.
The meeting with PPL officers became an exercise in outlining the industry structure
in Wales rather than the detailed information about Wales being provided by the PPL.
The PPL had not heard of Community Music Wales, for example. In fairness, the PPL
is a much smaller company than the PRS for Music, but the research team’s
consultations with the PPL suggested that their understanding of the Welsh situation
was not only less in comparison with the PRS for Music, but also that there was a lack
of transparency and openness about their operational systems. Large gaps appeared on
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their databases, suggesting that Welsh musicians may be losing out on potentially
thousands of pounds of royalties.
In terms of increasing revenue for Welsh musicians, the PPL would appear to display
a number of weaknesses in collecting on behalf of its Welsh members. Neither does it
seem to recognise the need to appoint a subject-specific officer to deal with Welshlanguage songs. It is therefore important that Welsh members of the PPL and
organizations such as the Welsh Composers’ Alliance lobby in order to secure more
accountability from the PPL in terms of improving its methods. A KTP (Knowledge
Transfer Partnership) scheme was suggested to the PPL in order to employ an officer
in charge of developing Welsh (and Celtic) provision within the company, but this
idea was not accepted by the PPL. Regrettably, the society was disinterested in
forging closer links with their Welsh members and recording companies.
Despite its drastic reduction in royalty payments to Welsh members, at least the PRS
attaches value and importance in employing officers with specialist qualifications to
deal with Welsh issues. Alas, the PPL does not.

3.1.1.10 General Conclusions
General conclusions drawn from the first section of the study’s work into music
publishing and royalties in Wales may be summarised as follows:
•
•

•

•

It is clear that the PRS is the primary source of income for Welsh composers
and publishers over the years;
Welsh members may have been aware that they were receiving a good deal
through the old analogies system – because their product was rarely played in
public locations across the UK and usually restricted to Welsh-speaking
domains within Wales – but the analogies payments hid the woefully low BBC
Radio Cymru rate for the use of this music;
The PRS’s decision in 2007 to eradicate the analogies payments from Radio
Cymru was made on the basis of pure economics. They did not fully consider
the implications of this change in policy, and the profound effects it would
have on the Welsh Music Industry. The PRS’s role is to balance economics
with cultural and ethnic diversity, but economic expediency has prevailed in
their handling of the Welsh PRS situation;
Changes made purely on the basis of economics could work against the PRS
in the long term. If the Welsh scene implodes, as is likely to be the case,
musicians will be generating less income for the PRS itself.63 It is sometimes
easy to forget that the PRS is just as dependent on its members continuing to
compose music as those members are on receiving royalty payments from the
PRS. In that sense the PRS is indirectly supporting economic growth in the
music industry, and if it ceases to continue its support, parts of the industry
will suffer as a result. But of course for an international society such as the
PRS, the Welsh industry represents a fraction of the society’s turnover;

63

This point may seem trivial in economic terms, but it is worth bearing in mind that
a number of Welsh bands (such as the Super Furry Animals) started their careers
receiving decent royalty payments through the PRS’s ‘old’ system. The system
allowed them to further develop their careers in order to become a globally successful
band.
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•

•
•

•

The BBC have declared that they do not wish to deal with two separate royalty
societies by declaring that the amount they would pay to the new society
would be less than they are presently paying the PRS. Neither company wish
to see a change in the status quo;
The PRS refuses recognise cultural and economic differences which exist
between Welsh works and those belonging to the Anglo-American sphere;
The Welsh Composers’ Alliance has argued that for too long the analogies
system only served to obscure the low pay-per-play rate set by the PRS for
Radio Cymru. In terms of prioritising music performance on its broadcasts
(Radio Cymru’s slogan – ‘blaenoriaeth i gerddoriaeth’ (Priority for Music) –
reinforces this view) with around 75% of all songs broadcast in Welsh, the
station is vital to the industry. But it is also true to say that the industry is vital
to Radio Cymru. The station is largely dependent on the continuous flow of
music products from Welsh composers;
By the end of 2010, it is likely that PRS payments to Welsh members will
have fallen from around £1.5 million to a figure of around £260,000. Based on
discussions with the PRS undertaken as part of this study, it is quite apparent
that they do not plan on reviewing such measures and returning to the old
system.

It is therefore imperative that the Welsh music industry explores other options, as
follows:
a. Try to secure income from other areas;
b. Place pressure on existing bodies to transfer Radio Cymru to DAB;
c. Establish a new Wales-based society to collect on behalf of its Welsh
members;
d. Call upon the PRS to devolve responsibilities to Wales, with grant support
being administered through royalty payments to enable this to take place.
These measures may provide mid to long-term solutions in safeguarding and
developing the industry. In order to prevent a complete collapse of the industry in the
short term, more pressure should be placed upon the PPL to improve their services to
members. This is a role the Welsh Composers’ Alliance should embrace
enthusiastically.
Our understanding is that discussions are already taking place in this area. After
undertaking a study in the area of music production in Wales, targeted at those likely
to be most affected by the fall in PRS rates, cuts are almost certain to take place in
this area. In general fewer Welsh CDs are now being issued; this will continue to have
a knock-on effect on future PRS payments. The establishment of the Alliance
(WMPCA) has provided a positive boon to the industry, as its aim is to safeguard and
represent the rights of Welsh composers and publishers. It is essential that it continue
to represent all member interests, however, from individuals to publishing/record
companies.

47

3.1.2 Towards a sustainable future for the Welsh Music
Industry
3.1.2.1 Introduction
Based on the results of a targeted questionnaire to Welsh composers and publishers
undertaken as part of this study during July and August 2009, it has become clear that
there is an interest among present Welsh members of the PRS to establish a new
collection society. Therefore part of the study’s work has been to establish how
feasible the formation of such a society might be. It is important to note from the
outset that it has not been possible to complete a detailed feasibility study in this area,
as this was only one component among many others outlined in the original bid.
One of the most important areas requiring further consideration is Information
Technology, especially establishing a database system which will provide an effective
means of collecting, retrieving and calculating data for its staff and members.
Establishing a strong membership basis is also important, as is generating enough
income and employing sufficient staff to process the data. Legal costs would also be
incurred in setting up a legal basis upon which such a society might operate.
These are the main criteria for consideration if a collection society is to become a
viable economic proposition. Firstly the process of mechanical royalties and
performance is reviewed in more detail, but with the aim of considering the kind of
systems required in order to establish and support an active and dynamic collection
society in Wales. Consultations taking place between overseas collection societies
have cast further light on these matters, as has the process of looking into business
grant sources within the Welsh Assembly Government.

Long term
funding

Setting-up
grants for
businesses

Distributing
royalties /
administration

The Company
Internal Systems

Fees for
licensing
performance
and mechanical
rights

Information
Technology Systems

General costs;
salaries etc.

Figure 3.1 Company inputs and outputs
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3.1.2.2 The nature of the company
It is likely that a newly established company of this kind would be a ‘not-for-profit’
organization. The PRS for Music itself is not-for-profit, with other bodies operating in
similar ways. A company ‘limited by guarantee’ would not be expected to make profit
through royalties.
Members cannot own a company of this type, although they may assist in making
decisions on behalf of the company and help form policies. Members cannot make
additional profits from the company, cannot claim assets or become shareholders.
Income generated by the company is used to manage and administer costs in order to
successfully complete the society’s main aims and objectives.

Location
Any prospective company based in Wales would be more likely to receive financial
support from WEFO64 (the Welsh European Funding Office) if it is based in a
convergence region, such as West Wales and the Valleys (which also includes
Swansea). It would be advantageous to establish a collection company in a strategic
centre such as Aberystwyth, Bangor, Caernarfon, Carmarthen or Swansea, within a
convergence area in order to increase the chances of receiving grant aid. It would also
be necessary in any further study to measure the business tax rate of every region in
question.
In a more detailed study, it would be necessary to calculate profits against the need to
employ staff to process data and administer payments. An integral element in such a
society would be the development of Information Technology, which is discussed in
more detail below.

3.1.2.3 Database Requirements
The design and efficiency of a database will be central to the successful operation of
any collection society. According to specialist in Creative Technology at Bangor
University, Dr Eben Muse, it is important that such a system is designed correctly
from the very beginning. He has recommended that building a bespoke system would
be better than buying existing software currently available on the market. According
to Muse, there are two elements to the database software:
1. Web server software
This would be the software that contains all web page information. These pages
would be active, meaning that in addition to providing HTML-formatted contents,
data could also be added to, and/or subtracted from, the database. Before inputting
information into the database (in this case, primarily information regarding the
musical works of each member), of course the data itself would need to be
verified as being correct and any obvious factual errors eradicated.

64

http://wefo.wales.gov.uk/
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Once the data has been inputted into the system, active web pages can be used to
extract and present this information in a variety of ways. They could collate data,
add numbers and statistics, connect names with songs etc., and represent the data
in any way that would be useful and practicable for its users. Normally a basic
report and data review would be provided initially, with more information added
on a ‘needs must’ basis. It is essential that a database of this kind be set up
properly, as data can be extracted from it to answer a variety of different questions
or provide different perspectives on the music scene as relevant to its members.
There are a number of different options available for a web service provider. One
suggestion might be PHP. PHP is an open source program for the web, easy to
develop, robust and popular.
2. Software for the database provider
This software would contain details about all the musical works of its members,
plus any other relevant information. It could work according to the same operating
system as the web provider, although this would not have to be the case.
In effect, it would be possible to use one web provider to serve a number of
different areas (such as public and restricted areas). Therefore establishing a clear
structure to the database is required in order to produce a firm but flexible site.
The database will be designed from a variety of information tables (similar to
spreadsheets, but with all areas connected together with data protection and
quality research software already installed). The database’s systems should be
designed to match the area for which the information is required; in this case,
musical works.
3. Database equipment
There exists a wide range of database equipment, which can deal with a large
number of information. MS Access is most probably inappropriate. MySQL is a
popular open response form; PHP is regularly combined with it. Both are used by
Bangor University at the moment. The University uses the commercial Oracle
software database. MySQL is arguably easier to install and use than Oracle.
MySQL is the product of SUN Microsystems. It would also be necessary to design
a new computer system, by creating:
•
•

Web pages to display information;
PHP pages to network between the database and web pages.

Eben Muse assesses the issue of IT logistics as follows:
I believe that the database would have to be built from part of the database software for
mySQL. One wouldn’t need to buy mySQL but someone would need to create the database,
which could be stored in mySQL.
MySQL is available under an open licence, which means that one does not pay for it. The
company make their profits through software supporting and by operating on a large scale.
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It would be difficult to predict how long it would take to set up a site, the database and its
infrastructures; there is no quick-fix solution if it is done properly. Nevertheless designing
such a site would not constitute a major undertaking. The designer would need to discuss all
aspects of the infrastructure with the society’s working group, in order to provide a model of a
system that is acceptable, and can be designed, trialled and revised at a later stage. I would
envisage that it would be necessary to employ one person to construct the database, and it
would take at least three months to establish it properly.

From Muse’s report, it appears that the best course of action would be to build a
bespoke database from scratch. The database would need to be entirely reliable and
the system flexible enough to be altered as necessary. It is also essential that the
system be designed correctly from the very beginning, as this would be of use in the
long term. A database acts as the informational hub of any company of this kind, and
securing an effective database would be a priority in forming a new collection society.
In the following section, looking at the economic viability of other overseas models in
relation to database systems is amongst some of the issues raised.

3.1.2.4 Overseas models – identifying good practice
Inevitably, a major shift in royalty payments facing composers and Welsh publishing
companies will fuel the demand for the need to establish an independent royalties
collection society in the near future. In order to weigh up the best possible alternative
to the present PRS model, the following section identifies good practice amongst
other copyright collection societies.
Collecting and distributing systems vary from nation to nation, with certain societies
collecting both mechanical and performing rights, such as in Croatia. In other
countries, two separate societies exist to collect the two forms of royalties, in addition
to rights relating to recordings. A number of copyright societies exist in the USA, for
example. In Ireland, IMRO (Irish Music Royalties Organisation) collects performing
rights only, while the MCPS Ireland collects mechanical rights. In New Zealand, the
Australian Mechanical Copyright Society (AMCOS) collects mechanical rights while
APRA, again from Australia, collects performing rights. SOCAN in Canada collects
performing rights while SODRAC deals with mechanical rights. Significantly, in
Canada there already exist two mechanical copyright societies – one represents
English-language music, the other works in the French-language. The NCB collect
mechanical rights throughout Scandinavia, although countries have established their
own performing rights society. Fundamentally, however, the aim is the same – to
protect the copyright of writers’ works.65
A number of overseas collection societies were contacted in order to seek advice
about setting up a new society. Of the ten that were contacted, three replied positively
and one negatively. None of the others responded to the request. The negative
response came from Suisa, the Swiss music collection society. They did not wish to
65

In the USA, there are number of agencies collecting royalties on behalf of their members, such as
ASCAP – The American Society of Composers, Authors and Publishers, BMI – Broadcast Music
Incorporated, and SESAC – the Society of European Stage Authors and Composers. This occurrence
does give credence to the fact that collecting royalties is open to any agency or group that wishes to
collect on behalf of a group of composers. There is no one legal right for one royalty society to work
solely in a specific territory.

51

enter into a dialogue regarding the possibility of setting up a new collection society
without first of all seeking advice from the PRS for Music. This response highlighted
the fact that the PRS is an influential player internationally – through reciprocal deals
set up between itself and a number of ‘parent’ companies across Europe – and as a
society would wish to discourage any of its Welsh members from breaking away and
forming its own group, as this would undermine its influence from an international
perspective.
A list of the salient features of each of the overseas societies that responded is
outlined below, in addition to a brief summary of their backgrounds.

Estonian Authors Society (EAU)
The study contacted Kalev Rattus, CE of the EAU, who explained the key features of
this society in Estonia:
•
•
•
•
•
•
•
•
•

The society employs 19 full-time members;
Estonia has a population of 1,299,371;
There are 2,900 members;
The EAU receives a commission of 15% on royalties;
Their turnover in 2008 was €4 million (£3,486,945.57);
The society collected €1m Euro (£880.042) domestically for its members in
2008;
The EAU only collects performing rights, as the role of collecting mechanical
rights has been transferred to the NCB (Nordic Copyright Bureau), which is a
Pan Scandinavian-Baltic Mechanical Rights Society;
The society buys in IT expertise;
They use the CISAC database alongside STIM (Swedish Performing Rights
Society), but have customised it to suit their own requirements.

Irish Music Rights Organisation (IMRO)
IMRO have 8 directors, with the following responsibilities: Chief Executive, Director
of Licences, Director of IT and Distribution, Director of Corporate Management,
Director of Marketing and Membership, Distribution Manager and Acting Manager.
•
•
•
•
•
•
•
•

IMRO succeeded in collecting €34.2m for its members in 2008;
IMRO collects only performing rights. MCPS Ireland collects the mechanical
rights;
IMRO have over 7,000 members;
IMRO receive a 13.5% administrative commission;
Public performance is the main source of licensing for IMRO, with cable
second and broadcasting third;
IMRO made profits of over €36m through licensing music in 2008 with €1.4m
coming from the UK;
As a society IMRO holds competitions, seminars and events in order to
promote the industry in Ireland;
IMRO is part of a project led by CISAC (International Confederation of
Societies of Authors and Composers) to coordinate database systems;
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•

The society has its own IT system, based on the Microsoft server SQL.

In forming a new music collection society for Wales, it is instructive to look in more
detail at how IMRO became established in the first place.

The formation of IMRO
During the early 1980s, a number of composers and publishers came together to voice
disquiet about the function of the PRS in Ireland, and as a result a Consultation Group
on Irish Matters was formed in 1982. From the resulting pressure coming from this
group, the PRS set up a parent society in Ireland in 1989 called the Irish Music Rights
Organisation (IMRO).
IMRO was a sub-organisation of the PRS and its sole role was to manage licensing
activities on its behalf in Ireland. A subcommittee of directors was formed, which was
represented by the Irish Composers and Writers Society, The Republic of Ireland
Publishers’ Society, and the Classical Composers’ Society. IMRO had no power over
membership or the distribution of payments. Before establishing IMRO, Irish
members’ grievances could be listed as follows:
a) Not enough work was being done [by the PRS] to collect money in Ireland;
b) The PRS’s distribution system was inappropriate to the needs of a smaller
territory, and as a result of the sampling system used to distribute payments,
composers and publishers in Ireland were receiving very small amounts of
royalties.
In order to resolve these issues, the PRS set up a special Irish department within its
distribution policy, which earmarked a lump sum from every distribution paid out to
Irish members on the basis of what came in from its Irish publisher members. The
lump sum consisted of a percentage of collections for public performance in Ireland
and this was criticised from both sides: some independent publishers in Ireland were
unhappy with it, but so were members of the PRS’s general committee, who saw
Ireland as part of the UK’s domestic territory and could not understand why
concessions were being given to Irish members.
In 1990 a new CE was appointed at IMRO, which continued to work as a subgroup of
the PRS in Ireland. But there were major weaknesses in the system. There was no
agreement between the PRS and Irish broadcasters, locations or concert organizers.
IMRO saw itself as an agent working for PRS with no powers of its own. In addition,
IMRO had no representation on the PRS’s general committee in London. But from
1991 onwards, IMRO started to develop its own internal structures separate from the
PRS, resulting in substantial increases in public performance royalties due to licenses
set up between IMRO and public locations. IMRO’s income was raised by 55% in
1992 as a result.
In May 1993 the PRS sent out a newsletter for the first time jointly published with
IMRO. This indicated that IMRO’s influence was also extending in the area of
membership. The Irish Competition Authority insisted that the agreement between
writers and collection societies should not preclude them from collecting their own
royalties if they wished to do so, such as for large-scale concerts and events. The PRS
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argued that if a writer had signed up as a member, only they could collect on behalf of
him/her.
The Minister for Industry and Commerce at the Irish Parliament wrote to IMRO to
ask why the PRS was not conforming to the Irish Competition Authority’s policy, and
to ask whether this was delaying the need for an independent society.
By August 1993, there was a move to establish IMRO as a separate collection body.
Their campaign was presented to the Irish Competition Authority. A reaction was
forming against the PRS vis-à-vis IMRO. But this was followed by an extended
period of arguments, conflicts and persuasion between the PRS in London, IMRO in
Ireland and the political powers in Dublin. The PRS was determined to undermine any
move towards establishing a breakaway society. Eventually an election was
conducted between its Irish members and, of those who voted, 95% supported the
motion to establish a separate society.
After a drawn-out battle with the PRS, IMRO finally became an independent body in
January 1995. The PRS continued to have representation on IMRO’s management
board but they did not have the veto, as in the past. As part of the Irish Competition
Authority’s decision, the PRS’s directors on IMRO were requested to step down from
the board as they were in direct competition. The PRS directors refused to comply and
the IMRO directors held an extraordinary meeting to eject them from the Board.
IMRO became entirely independent as a result of a decision made by the Irish
Competitors Authority in November 1995.66

Croatian Composers Society (HDS)
•
•
•
•
•
•
•

•
•

Croatia has a population of almost 4.5m;
The society started collecting royalties in 1992 immediately after Croatia became
independent;
The society employs 79 individuals in all, with 13 on a contract and 66 full-time
employees. From the 79 staff, 22 work in the area of sales and licenses;
The HDS collect both mechanical and performance royalties. They are also in the
process of obtaining a licence to collect on behalf of members of the Independent
Reporters’ Society;
In 2008 the HDS collected a total of €10,320,000 from performance and
mechanical royalties. A large proportion (87.6%) of the royalties consisted of
performing rights;
At present they have 5,500 active members;
The HDS are at present forced to set a high commission rate of 25% because of
legal fees required to issue writs against users who are breaking the law. When the
society was formed in 1992, they collected 30% of that which was invoiced, with
the rest going towards costs;
The society developed its own database system in the 1990s. Software is updated
on a regular basis;
The largest proportion of royalties are collected through public performances,
followed by television rights and finally radio broadcasts;
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•

•

The society not only collects royalties but also plays an important cultural and
social role in Croatia for over sixty years. It promotes music both in Croatia and
beyond by organising music festivals and concerts. Some of these cultural projects
include the Zagreb Biennale, which has run since 1961, two Jazz festivals, a music
journal, the Zagrebfest and the Cantus Ensemble for classical music;
They receive grant aid from various sources, such as the Zagreb Municipal
Council, the Ministry for Culture, which provides 1 million HKN (£119,000), in
addition to income from commercial grants and sales. In line with this, they
collaborate on projects sponsored by the European Union.

These separate bodies point to the fact that no single collection society can
exclusively collect for a specific geographical territory. According to European Law
there no legal barriers for effective competition; the Directorate General For
Competition in Europe states that ‘competition contributes to a larger choice of
products and services, lower prices and better quality. Moreover, effective
competition creates incentives for business to invest in research and development
towards innovation, thus stimulating knowledge and contributing to the creation of
more and better jobs.’67

Evaluating the working methods of overseas societies
Commission Rates
One of the main arguments for remaining within the PRS structure is that the
commission rate is less than is the case in other societies (such as the HDS for
example). The commission constitutes administrative fees calculated by the collection
society in order to collect and distribute on behalf of its members. This forms the
basis for any society’s income, with the PRS for Music receiving around 13%
(although this may vary) in comparison with 25% from the HDS in Croatia.
Arguments may be found both for and against high or low commission rates. The
argument for setting a high rate is based on the fact that this will enable the collection
society to invest more money in actively collecting on behalf of its members, thus
increasing royalty payments. The argument for setting a low rate is that its members
will receive proportionally higher payments in return.
When, for example, the HDS started to collect on behalf of its members, only a small
proportion of payments went to its members, as costs were so high. Although this has
now changed, its commission rate is still higher than the PRS. If a similar society was
formed in Wales, such comparisons suggest that a small-scale company would need to
raise a high commission rate for its members. It would also need to seek setting up
grants for new businesses and ensure that it secured a number of assets for it to
become sustainable.

IT Systems
An important element in the operation of any effective collection society is its data
system, which need to be practicable, user-friendly for members and can deal with the
high level of information stored within it. Both IMRO and HDS have built up their
own databases, tailored towards their own needs. A similar system is recommended
for this study in Eben Muse’s report (see above).
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It is likely that a new collection society would need to employ experts in information
technology in order to create and develop a database unique to its own needs. There
will be expensive overheads linked with establishing such a database. For example,
the PRS announced in August 2009 that they were going to follow EAU Estonia’s
example by collaborating with STIM (the Sweden Collection Society) to administer
an international database called ICE. The fact that a number of societies are
considering incorporating an international database may suggest that the close
relationship between members and officers is in danger of being lost. It may be
reasonable to ask whether ultimately the need for a Welsh-medium officer will be
required by the PRS. Critics of the PRS suggest that such a change would affect the
accuracy of their service, and that works registered in minority languages such as
Welsh would further suffer from lack of accurate recording.

Employment
The HDS (Croatia) employs 66 full-time employees, which appears large for a
relatively small society, while the Estonian society employs 19 individuals.
Establishing such a society would clearly create additional employment in Wales for
employees with specialist skills in information technology, music copyright and
royalty payments.
At present, the PRS for Music employ 4 members who work on Welsh products in the
area of mechanical and performing rights. In a new collection society, it is estimated
that a minimum of six officers would be required, plus administrative support, to
work on various aspects of collecting and distributing. For example, the EAU in
Estonia buys in expertise in information technology.

Royalties
In comparison with the turnover for mechanical and performing royalties fed back to
Welsh members by the PRS which, broadly speaking, was approximately £1.5 million
(2 million in 2007), the HDS secures over four times this amount (around £10
million), although this also includes recording rights. One consideration is whether a
new collection society should only collect performance rights or encompasses
mechanical payments, as is the case with the HDS. As a result, the worth and value of
music becomes an essential element in this context while holding discussions with
organisations such as the BBC. In comparison, the EAU in Estonia collected £3.5
million in performance royalties: two million more than returned to Welsh members
from the PRS.

Membership
Collection societies in Croatia and Estonia possess a very wide membership, with
2,900 and 5,500 respectively. When IMRO was established in 1995, it had 2,000
members; by now there are 7,000. If the Welsh Composer’s Alliance (WMPCA) is to
negotiate successfully with the BBC, unity and cohesion will be required. If there is a
will to terminate membership of the PRS, a large proportion of active members will
need to sign up to the decision or else the legitimacy of such actions will be
compromised. In any case, establishing a society with low membership numbers
would be difficult, if not impossible, in economic terms.
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CISAC (the International Federation of Authors and Composers Societies)
It is imperative that any new society in Wales would need to link up with CISAC in
order to improve cooperation between the various collection societies. Every member
of a collection society has an identification number (CAE number), which makes
identifying his/her product easier. IMRO and other organizations are already
supporting their work through this federation.68

Promoting Culture and Industry
Establishing a new collection society entails far more than merely collecting royalties.
A prospective society can play a role in promoting culture and industry, as seen with
the HDS in Croatia. If a society of this kind was established and grew in proportion,
any additional profits beyond payments to members could go towards:
•
•
•
•

Organising music festivals;
Funding small festivals throughout Wales;
To create a guild that promotes musical talent;
To market Welsh music abroad.

The HDS was formed as a collection society in the earlier years of Croatia’s
independence from the old Yugoslavia in 1992. The Croatian model shows that, in
political terms, establishing a new collection society may go hand in hand with
political and national independence.

Economic Models
Looking in more detail at economic models suggests three key elements:
1. How much turnover will be returned to members;
2. The amount of commission;
3. Income generated through licences.
General administrative costs for the company will not be studied in detail in this
report. However, if these costs were high then commission rates would need to be
high in order to absorb them.

Royalties for Members
Taking HDS (Croatia) as an example, they command 25% of royalty payments in
order to ensure the economic viability of the business. However, an important factor
dictating this situation is income generated from the broadcasters. In Welsh terms,
income generated from Radio Cymru, S4/C, BBC TV and other stations playing
Welsh music (Heart FM, Radio Ceredigion) would provide the society with its basic
income. The tables below broadly detail various combinations of income and
commission. If a collection society secured an income of around £3m from licensees
while claiming 15% in commission, as is the case in Estonia, it would still be in a
relatively secure financial position to employ a sufficient number of staff, pay costs,
and so on. However, if licences yield an income of around £1m, it would be difficult
to support a society with only £250,000 to support its business without seeking longterm grants from public sources to substantially increase its commission.
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Model 1: Croatia
Licensing Income (£)
3,000,000
2,000,000
1,500,000
1,000,000
500,000
260,000

Commission (25%)
750,000
500,000
375,000
250,000
125,000
65,000

Royalties for members (£)
2,250,000
1,500,000
1,125,000
750,000
375,000
195,000

The model below indicates that it is still possible to secure a high turnover with a
commission of 15%.
Model 2: Estonia 15%
Licensing Income (£)
3,000,000
2,000,000
1,500,000
1,000,000
500,000
260,000

Commission (15%)
450,000
300,000
225,000
150,000
75,000
39,000

Royalties for members (£)
2,550,000
1,700,000
1,275,000
850,000
425,000
221,000

It is possible to look at other, more complex combinations, which could present more
appropriate models for the needs of a new society. It is likely that a new collection
society would generate an income far in advance of the £260,000 presently coming
from the PRS’s analogies system predicted by 2010. A new society would look to
expand its licensing policy to ensure that income generated from royalties would
increase.
It is important to emphasise that these figures are dependent on the expectation that a
large majority of the highest-earning members will join the new society. Neither do
these figures take into account setting up costs and the day-to-day running of the
society.
The issue of whether the Welsh industry would see a new society as a means of
increasing income is an important point. A collection society representing the needs
and interest of a specific group of members is sure to explore more innovative ways
of developing the industry and generating more income as a result.
Critics of the PRS believe that it is not adequately fulfilling its role of safeguarding
and promoting minority areas such as Welsh music. The central aim of smaller bodies
throughout the world is to represent the interests of composers from a particular
region or nation, but the PRS is an international society with interests in safeguarding
the majority (i.e. Anglo-American) interest, which can counteract the needs of
minority groups. This was indeed the lesson learnt by IMRO during its painful
separation from the PRS in 1994. It is possible to contrast the PRS’s attitude towards
the Welsh issue during the past decade with issues facing IMRO in Ireland in the
1990s.
By studying good practice in other societies, it is apparent (especially in the case of
HDS) that some regard their activities as extending further than a company
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established to represent and promote their nation’s composers and musicians. The
notion of establishing a Welsh collection society may be viewed in political terms, but
the main aim of this study is to explore the best options for increasing income for the
industry. Without a watertight economic argument, the idea of establishing a new
society would be entirely unrealistic and impractical. This is why studying sustainable
economic patterns in other countries is useful in determining whether a route towards
independence is feasible or not.

The Economic Value of the Work
The economic models previously studied are entirely dependent on the bargaining
powers the new society will wield with corporations such as the BBC. Therefore, the
economic value of the music will play a central role in establishing whether such a
society is sustainable or not.
The PRS for Music prices the repertoire by measuring the demand for a song or work
in statistical terms in terms of how often it is played publically. They argue that this
determining factor ensures parity between its 60,000 members. Of course, AngloAmerican music (being in the majority) will receive far greater exposure than Welsh
works because of greater demand in general and more sources for dissemination on a
variety of national and regional stations (for example Radio 1 and Radio Shropshire).
Their argument is that prioritising the needs of a minority of their membership
compromises the need of the majority, and undermines the company’s economic
rationale. The changes implemented by the PRS, though inimical to Welsh members,
are designed to be fair to the majority.
As detailed in section one, having revised the formula for analogy payments in 2007,
it was seen that the repertoire broadcast on Radio Cymru did not correspond to
repertoire represented in public places, jukebox and karaoke throughout the UK, and
therefore it was necessary to review their treatment of Radio Cymru in order to ensure
parity. Gwilym Morus from the Welsh Composers’ Alliance has viewed these
changes in terms of undervaluing Welsh music, as shown in an article published in
the Golwg magazine:
Usually, when there is a demand for something rare, its price will represent this. But up until
now, the society responsible for paying music royalties, the PRS, has singularly failed to
recognise the true … value of Welsh music.69

Dr Andrew Burke from Edinburgh University has undertaken research on the
economic and artistic value of music.70 He argues that the legal value of music is
equivalent to consumers’ readiness to pay for it. Burke believes that music’s value
has an impact on its cultural use. Its value is determined according to economic
science. There are two sides when it comes to music’s legal value. On one hand
music’s price has to be high enough for composers to continue to produce music. At
the same time, it needs to be low enough for the user to exploit its potential as much
as possible. Income from performances and broadcasting rights provide a financial
incentive for composers and publishers to invest resources in creating music. It is
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Golwg, 21 May 2009.
Dr Andrew Burke, ‘The value and pricing of music’, pp. 19–24.
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therefore the promise of future income rather than the income itself, which motivates
the creator to invest time in writing new music.
The manner in which the market values music is thus dependent on the balance
between the need to secure sufficient financial returns for the creator while
representing good investment for the consumer. For example, if the demand for
broadcasting a musical work is high, then legally its value should also be high.
Therefore, music’s value is important in determining how much new music is
produced and reproduced.
Music creators thus decide whether or not they invest financial and creative resources
partly on the basis of potential profits, i.e. more income in relation to cost. If the
financial risk is sufficient for the creator to make a profit, then it is worth the effort. It
is part of a cycle that repeats itself time and again, according to Burke.
The market is not always ideally placed to promote in a balanced way all aspects of a
nation’s cultural heritage, which means that not all aspects can be nurtured equally. It
is important that all kinds of music are given the chance to change and develop,
however. In 2001, French President Jacques Chirac argued that a battle was being
fought to preserve the creator’s rights as a means of defending its heritage:
The Anglo-Saxons see copyright as a means of economic profit while [other] Europeans see
the rights of the author and cultural heritage as a human right. To authors there is a risk in
new technology, that their works could be manipulated and betrayed, and there is a risk that
they will not receive a fair price for their talent and labour.71

He therefore sees the battle for the rights of the creator as one that crosses cultural
territories. He also recognises that contemporary production dictates the future and
that a life without creative diversity would result in a moribund culture. Put simply,
the European view is that the creative process is designed to promote culture, and that
the state’s responsibility is to secure this rather than see it as a purely commercially
driven process.
There is therefore a need to protect certain types of music by convincing the
consumer of its inherent value. If its value diminishes, then production will diminish
and there will be less choice for the consumer. If the economic value of Welsh Music
decreases, as is likely to be the case while members continue to belong to the PRS,
then the compulsion to develop and extend the repertoire diminishes. This will have
an impact on both cultural/artistic and industrial production in Wales with consumers
loosing out because of a dearth in new material. This is highly relevant for the BBC.
The value of Welsh music is essential to Radio Cymru in particular and, due to this
demand, according to Burke’s theory, ought to be reflected in its value. The BBC is a
multinational public corporation that has the means to pay a premium price for its
products.
If the core membership of the PRS for Music decided to terminate their membership
of the PRS, this would trigger a crisis for BBC controllers. Songwriters and authors
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could demand that the BBC negotiate rates for broadcasting their work directly with
them. Keith Jones, head of Welsh services for the BBC, is concerned that this would
have a deleterious impact on the present service provided by Radio Cymru. This in
itself is proof of the fact that there is a great need for Welsh music in certain quarters.
The PRS for Music argue that this situation could only be resolved if it went to a
tribunal, which could be very expensive.
The PRS presently represents a broad range of groups and styles across the UK. The
Welsh Composers’ Alliance believes that users such as the BBC should be paying a
reasonable rate for its music, as it is of significant value to Radio Cymru, or indeed
other BBC outlets. Some from within the Welsh Music Alliance believe that a new
collection society would become a possible option for answering such needs.

Sources for Business Support
As part of this study, research was undertaken on sources of support and advice in
order to secure funding to start the business. One of the most attractive options in
setting up a company of this kind is the Single Investment Fund, which offers
financial support to companies of all sizes. This fund forms part of assistance offered
through Flexible Support for Business run by WAG. The fund offers financial support
for different aspects of business, especially involving innovative new projects.

a. Relations Manager
An important element in terms of establishing a new collection society is that it could
be eligible for funding in every step of its development. Business grants could provide
pump priming for setting up costs and development grants would facilitate specialist
advice and expertise. A key contact for the business would be a relations’ manager.
He or she would work with the new collection society and relevant businesses to
ensure that it becomes financially viable.

b. The application itself
Applications would be considered according to merit, including assessing needs and
values to the Welsh economy. If the collection society receives Government funding,
the relations’ manager would guide clients through the application process before
assessing its needs. Arwel Williams, business officer with the WAG has said that the
relations’ manager tailors the best package to suit the needs of the client. They could
draw on specialisms within the Government in order, for example, to develop an
effective database system.72 Financial sources are available within the project to
develop this area further in order to determine whether a collection society is feasible
or not.

c. Criteria
The following criteria suggest that a new collection society might be eligible for
Government funding:
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Hyblyg i Fusnes’.
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Digital Economy
The Assembly is investing strategic monies in the area of digital economy because of
its potential to increase the nation’s economy. It emphasizes the need for academic
institutions and businesses to work together in order to develop scientific and digital
research. Establishing a new society with up-to-date information technology would fit
into such criteria for grant applications.

Intellectual Property
In addition to digital economy, the Asssembly Government places great emphasis on
retaining intellectual property within Wales as a means of maximising economic gains
outside its borders. In a lecture on 10 September 2008, Prime Minister Rhodri Morgan
declared:
Continued success in the future will depend on intellectual assets. It depends on businesses
knowing how to protect, manage and exploit those intellectual assets, whether via patents,
know-how, design right, copyright and trademarks to establish strong brand identities that are
recognised internationally.73

Establishing a new collection society is a means to safeguard royalties and keep it
within Wales. At present, a company from outside Wales is responsible for royalty
payments, namely the PRS for Music. This aspect should certainly strengthen any
future grant application.

Knowledge Economy
Knowledge economy is the kind of economy that draws upon intellectual knowledge
rather than technology. Intellectual property is part of knowledge economy. As
Rhodri Morgan has stated, ‘developments in technological knowledge become
increasingly important to Welsh society as we evolve towards knowledge economy.’74

d. Facilitating Quality Employment
The notion of establishing a company in a convergence-funded area such as West
Wales and the Valleys was discussed earlier. One criterion for establishing eligibility
for convergence funding is to develop jobs of high quality in regions experiencing
financial and economic decline. As the skills developed for the new collection society
are of a specialist nature, this would make it especially appropriate for such
requirements.

3.1.2.5 Collection
Creating a company of this kind involves acquiring and developing the most recent
technology. Such a company could become a model example of one that is at the
forefront in utilizing cutting-edge technology in this area. It is therefore imperative
73
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that the Welsh Assembly Government provides financial backing in order to allow
such a society to establish and flourish.

Further Developments
The research in the area of music copyright and royalties has not managed to go into
specific details about the economic costs required to establish a society of this kind. A
further, more specific study is urgently required in order to do this. This area is still
very much in the process of development, and further research will need to be
completed in order to accurately establish the viability of setting up a new collection
society.
Following enquiries while researching this report, discussions are taking place with
the WAG in order to establish a relations’ officer whose role would be to would lay
the foundations for a new music royalties society in Wales. In the meantime, a
meeting has been arranged between record companies most likely to be affected by
the royalty cuts, the Welsh Music Foundation and the deputy minister for Wales,
Ieuan Wyn Jones to discuss the crisis within the industry. A delegation will also travel
to Dublin to meet IMRO’s chief executive, Victor Finn, in order to look at the
society’s internal structures.

3.1.2.6 Conclusions
Publisher royalties are without doubt the main source of income for the Welsh
language music industry. By comparison, the financial clout of CD sales remains
small and will continue to diminish in the wake of the digital age. Changes in royalty
payments will not only affect one or two record/publishing companies – it will also
damage a number of ‘home made’ independent labels who rely on Radio Cymru
airplay for financial support. Over the years, makeshift labels have mushroomed due
to the financial incentive provided by royalty payments. Funding the recording and
the release of a music product in future will become unviable. As pointed out in the
survey, inevitably there will be major cuts in new releases resulting in a cultural and
economic shrinkage of the Welsh music industry in general.
Establishing a new collection society would involve a major undertaking, bringing in
specialism from a number of different areas. The financial investment required to
establish a company of this kind is substantial, but a variety of grant sources available
from the Welsh Assembly Government could ensure that the prospects of setting a
society become realistic. The two main elements of the scheme – digital economy and
intellectual property – both fit in line with WAG strategic investment, suggesting that
it is a strong candidate for receiving funds.
The main element, which calls for both economic and intellectual investment, is a
database system; this will form the cornerstone for the society’s activities. The
society’s operations year-on-year will be greatly facilitated through and efficient web
site and server.
The value and price of the product is also a key component. If a collection society is
to sustain itself in the long term, it is essential that supply matches demand and that
the product is accorded its true worth. The Welsh Composers’ Alliance could take
advantage of the value this music possesses for the BBC (especially Radio Cymru) by
setting up negotiations with them. There is clearly room to question whether the
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current rate-per-minute on Radio Cymru of 49p fairly reflects the value of this music
for composers and audiences alike. Our argument is that it does not do this, and that a
rate of £4.71, which would take effect were Radio Cymru allowed onto the DAB
(Digital Audio Band) network, would reflect the value of this music in a fairer way.
The study has also looked at practises in other countries, including Croatia and
Estonia. If present Welsh PRS members decide that establishing a new collection
society is the only credible way forward, it is likely that payments will be very small
during initial years, as the new society will have to invest heavily in setting up and
legal costs. Nevertheless, the Croatian model indicates that such investment will
finally bear fruit – their payments presently exceed equivalent sums distributed by the
PRS in Wales. The HDS in Croatia is therefore a fine example of a society that has
evolved and extended its services in the area of copyright and royalties.
It has also been seen that IMRO in Ireland initiated devolved powers within this area,
eventually breaking free of the PRS. Unlike the Irish situation, however, forming a
Welsh collection society would involve a higher element of risk, as this would need to
be formed ex nihilo.
One of the main strengths of this project is its innovative dimension, using cuttingedge technology and enabling creators to retain intellectual property within Wales.
Jobs and skills will also be formed, eventually contributing to the economy. The
company will become ambassadors for Wales in this area, and the Welsh Assembly
Government should in principle be supportive of any scheme, which attempts to
increase the profile of Wales on an international stage. Further research in this area
would need to take into account of the following:
•
•
•
•
•

An effective system for recording, processing and licensing works;
Pricing an IT system which would encompass the above areas;
Create a structure which would balance the needs of both composers and
music publishers/recording companies;
Examine the costs of setting a company by outlining different economic
models by assessing job prospects and requirements;
Assessing the legal costs and prospects of receiving long term grant aid.

All the above would need to be examined in detail before an authoritative business
model can be produced. Further research would provide present PRS members with a
clearer choice of options and secure long-term development for the industry.
Members have indicated in a targeted questionnaire that the cuts will result in the
reduction of product in this area, resulting in a negative impact on the industry. By the
end of 2010, distribution payments will have reached such a low point that the need to
seek an alternative solution will have become imperative, and a new royalties
collection society in Wales may well be the only remaining option.
The notion of setting up a new collection society is gathering momentum amongst
present PRS members in Wales. A one-page questionnaire distributed to a large
number of present Welsh-speaking members of the society in August this year
returned an overwhelming level of support for the idea, as shown in Table 3.1.2.1
(below). 86% of the members responded that they had experienced a fall in PRS
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payments for the July distribution (this figure is likely to be even greater for the
October 2009 distribution).

Table 3.1.2.1 Fall in PRS payments?
Asked whether they were happy to continue as members of the PRS, given the fall in
payments, only 35% stated their wish to do so. 50% declared that they were unhappy
to remain with the PRS, as show in Table 3.2.1.2 (below).

Table 3.2.1.2 Continue membership of the PRS?
Of those who were asked whether they would consider joining a separate collection
society, the response was equally overwhelming, with again 86% interested in the
idea, as shown in Table 3.2.1.3 (below).75
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More detailed statistics relating to this questionnaire is contained in Supplement 5
of the report.
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While support is gathering for a new music collection society in Wales, there is also
concern that such a venture may fail. The fear of failure presently outweighs the will
to succeed, but a detailed and comprehensive business model in order to assess the
feasibility and viability of establishing such a society may convince doubters that
breaking away from the PRS is not only the only option left for Welsh composers and
musicians, but it will also turn out to be the right choice.

3.1.2.7 Recommendations
•

To undertake a comprehensive feasibility study on the financial viability of
establishing a Welsh Music Royalties Society, drawing upon expertise in
Information Technology and Web Design, Intellectual Property and Law, and
Music Copyright. Given the parlous state in which the Welsh Music Industry finds
itself, primarily due to cuts in the PRS for Music’s royalties allocations, an A4B
or equivalent study specifically geared towards satisfying these aims and
objectives is highly recommended.

•

A Collaborative KESS MRes or PhD scholarship for 1 (or 2) Research Student(s),
in partnership with one or more publishing companies and/or record labels in
Wales, with the aim of improving existing provision in the area of music
copyright, to establish regular dialogue with the PRS/MCPS alliance, the PPL and
other active societies in this area, in order to increase economic outputs for
companies in this area.

•

To establish stronger links with the creative media, especially BBC Radio Cymru
in order to increase the financial and cultural value and importance of Welshlanguage popular and folk music. This music should be accurately and
comprehensively represented on its programmes, and Radio Cymru should take
seriously its didactic role in supporting and developing these areas. Schemes
involving partnerships and exchanges in Higher Education, with the Schools of
Music, Creative Industries, Business, and Welsh could strengthen these links
between Media and Academia.
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3.2 A Live Music Network for Wales?
3.2.1 Background
The entrepreneurial roles of individuals have played an important part in the
development of Welsh popular music from its very inception. But whereas a number
of companies took shape from such enterprises in the recording industry (Sain, Fflach,
Ankst) live music performance has remained a somewhat ad hoc affair. Individuals or
small syndicates often volunteer to organize one-off events, motivated not so much by
profit margins but by a need to increase social and cultural activity through the
medium of Welsh, to ‘do their bit for the language’. However, in recent years the live
music scene has undergone a process of gradual institutionalisation. More live activity
is now supported by public funding. But such funding has often been channelled
through indirect sources and in a somewhat non-strategic manner. The need to
establish more direct financial support in developing this area may be sought through
establishing a live music network for Wales. The following section outlines the
present situation and suggests ways in which such a network might be realized.

3.2.2 Institutional support
Despite various attempts in the past to establish societies dedicated to organizing live
performances in Wales (such as MACYM and MAC, see Part 1) the only organisation
which has funded (and continues to fund) gigs on a more-or-less regular basis is
Cymdeithas yr Iaith (The Welsh Language Society), an independent organisation
which receives no public backing. However, more recent institutional support for
popular music performance has emerged either from established organizations, such
as the National Eisteddfod, or recent initiatives driven by the Welsh Language Board,
such as the mentrau iaith and Community Music Wales.
In the 2000 Llanelli National Eisteddfod, the Festival Committee took on the
responsibility of organizing youth-related activities for the first time. Maes B (B
Zone) was launched as a means of integrating evening events with more traditional
ones (such as the daily ritual of walking the maes – the festival field) resulting in an
increase in youth presence at the Eisteddfod and nurturing and developing interests in
Eisteddfodic activities as a whole.
The mentrau iaith have also played an increasingly important role in recent years.
According to a report commissioned by the Welsh Language Board (see 1.6), these
groups support live performance by organizing local gigs or holding music
workshops. For example, monthly events have been held in the Carmarthenshire area
by Menter Taf Myrddin (CWRWgl), while Menter Môn organized the YMAZ project,
promoting music workshops across the Island through a Lottery grant, which has
allowed them to develop the community studio Bocs Sŵn (Sound Box) in Amlwch.
Other activities have seen the mentrau iaith collaborating with Radio Cymru in the
Brwydr y Bandiau C2 (Battle of the Bands) competition, aimed at identifying and
nurturing new Welsh-language pop acts. Working closely with schools and colleges,
the mentrau iaith organized local and regional heats for the competition then arranged
for the successful band to tour venues used by the mentrau iaith. The number of new
bands formed since the first competition in 2004 is impressive. 58 bands took part in
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the first regional heat, and by 1996, Radio Cymru could state that it had registered
16,897 votes for the final round of the competition over a period of only two hours.
Another project, this time involving Community Music Wales called Ciwdod has a
somewhat broader remit of holding workshops for musicians and composers, offering
advice and practical support for new bands, providing opportunities for new groups
and artists to record for the first time, offering support for events organisers and
promoters, and organising induction courses for aspiring music tutors. These activities
have been successful in nurturing new talent, which has included musician Kerry
Walters from Caernarfon. Having released a number of sessions and recordings under
the moniker of rapper Cofi Bach, Walters attended one of the induction courses for
tutors set up by Community Music Wales; it is hoped that her training in this area will
enable Walters to hold future music workshops and generate part of her income
through such activities.
Thus activities relating to Welsh popular music is more likely to receive institutional
support through language-related initiatives than music ones, though the two areas are
not mutually exclusive. This is seen in partnerships formed between the Welsh
Language Board and Community Music Wales, for example, or in the work of the
Welsh Music Foundation. The issue of whether public funds should be directed
specifically at Welsh pop and folk music will be addressed in Part 4.
A broad range of questionnaire responses also focussed on the need for public support
in this area. While some saw the area of concert management as needing assistance,
others identified a more pressing concern to improve buildings, venues and locations.
For example, one observer said ‘I am not a promoter, but gigs are not profitable so
promoters need financial support,’ while another noted that a ‘subsidy of performing
venues for amateurs/young professionals’ and ‘genuine up-grading of venues and
their accessibility to performers’ was necessary. Without public funding, however,
live music networks in Wales have been sustained largely by individuals. The
entrepreneurial contributions of such individuals will form the focus of the following
section.

3.2.3 Individual initiatives
The experience of a number of individuals who have remained active in organising
gigs both in Wales and through the medium of Welsh is important in determining the
viability of a live music network for Wales. One such individual is Guto Brychan,
events organiser at Clwb Ifor Bach Cardiff, and Maes B for the National Eisteddfod
(where Brychan is subcontracted to organize youth events). The following is a
summary of discussions held with him as part of this study.
Without the aid of public funding live Welsh-medium events are not always
financially viable. As a result, some years ago Clwb Ifor Bach adopted a policy of
incorporating non-Welsh-language events into its schedule in order to become
economically viable. These served to develop links with a larger network of agencies
while helping to finance Welsh-language events that were not always well attended.
However, there is always a danger that relying on English-language events to
subsidise Welsh ones dilute the role of the latter. An analogous case is Radio Cymru’s
policy of playing English-language songs in order to increase listening figures. This
arguably diminished the reach of Welsh popular music on its potential audience.
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Striking a balance between the two is difficult. And this is also the case with live
scheduling. Whereas it might be expected that proportionately fewer Welsh-medium
events would take place in more traditionally English-speaking parts of Wales (such
as Theatr Brycheiniog, Brecon for example), even an arts centre such as the Galeri in
Caernarfon relies quite heavily on attracting internationally-recognised figures from
outside Wales to fund more localised activities. On the issue of public funding,
therefore, Brychan saw it as a double-edged sword, stating that the ‘Noson Allan’
(‘Night Out’) scheme, which allowed free admission to audiences, could prove to be a
disincentive for entrepreneurs.76
When it came to organising Eisteddfod events, the context was different because all
activities were conducted through the medium of Welsh. The Eisteddfod was
relatively unique in this respect in that the pragmatics of scheduling weekly events
across a whole year in one location did not apply. Due to the fact that the Eisteddfod
varied in location from year to year, so the needs and requirements of each festival
varied. These regional variations were also believed to remain true for the gigs circuit
throughout Wales as a whole. When the Eisteddfod was held in a traditionally strong
Welsh-speaking area, securing large audiences at events was generally easier (as was
the case with the Bala National Eisteddfod in 2009). On the other hand, alternative
strategies were required to attract audiences to regions where the Eisteddfod was less
firmly established, such as in Newport. Thus any live network, which incorporated a
range of venues from across Wales, would need to take such variations into account.

3.2.4 Conclusions
The notion of establishing a nationwide live gigs circuit is by no means a new idea. In
conducting this study, there was general agreement both from organizers and
questionnaire responses that in theory this was a good idea. Less clear was how it
might be realized in practice. A series of seminars organised under the aegis of either
the Welsh Music Foundation or Community Music Wales, with record label
representatives also present to discuss how a live network could be used to launch
new releases and increase exposure, was suggested. It was noted that there was no
Welsh equivalent to the Mean Fiddler, an organisation dedicated to promoting live
gigs in Ireland. The Welsh Music Foundation was seeking to encourage professional
companies to make a living from such activities, thus establishing a more secure
financial structure. The notion of setting up a database of names of those interested in
attending gigs, and raising awareness through email of activities taking place across
Wales, was also suggested. Indeed this practice was already taking place through
MySpace and Facebook invitations, often initiated by the musicians themselves (see
3.3).
Rhys Mwyn’s report (2003)77 also addresses the need for a more regular calendar of
Welsh and bilingual gigs across Wales. He also argues the importance of taking the
Welsh language to non-Welsh speakers in venues such as Le Pub (Newport), Central
Station (Wrexham) or the Barfly (Cardiff), and that groups ‘should develop more
confidence in their Welshness and should want to sing in Welsh before non-Welshspeaking audiences’, something that Mwyn’s band Yr Anhrefn regularly practised
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‘Noson Allan’ is a Welsh Arts Council funded initiative.
‘Report on Welsh Pop Music’ (see also Part 1, above).
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when touring across Europe in the 1980s and early 90s. Mwyn also recommended
including Welsh support acts when English/US groups visit Wales on European tours.
One consideration would be to follow the Welsh books industry by setting up a grantfunding programme. Every commercial product that record companies released would
be submitted to an equivalent body to the Welsh Books Council for funds to finance
dissemination and promotion. The argument against such a regulatory board would
be that it could undermine the independence of the industry in terms of freedom of
expression and censorship.

3.2.5 Recommendations
•

A series of seminars held in North, Mid and South Wales between the WMF,
menter iaith, Community Music Wales, Welsh Language Board, Cymdeithas yr
Iaith, record company representatives, organizers, promoters, agents and
musicians with a view to establish a Live Music Network for Wales.

•

A Collaborative KESS PhD scholarship for 1 (or 2) Research Student(s) involving
4–5 venues based in convergence areas, for example the Ucheldre Centre,
Holyhead; Galeri, Caernarfon; Ty Siamas, Dolgellau; Aberystwyth Arts Centre;
Theatr Mwldan, Cardigan; Theatr Brycheiniog, Brecon. The scheme would run
across three years and would involve an investment of approximately £500 per
student per annum from each venue. In return, the recipient of the scholarship
would design and coordinate a series of Welsh-medium and/or bilingual events
across all venues involving rock/pop, folk and classical musicians, in effect
establishing a Live Music Network. The project could run in partnership with the
mentrau iaith, Welsh Music Foundation and Community Music Wales. Areas
outside the convergence region (such as Cardiff and Wrexham) could buy into the
project’s IP and become part of the network. Particular differences and variations
would be taken into account in establishing such a scheme.

•

To design and develop a new series of courses at undergraduate level in the area
of Music Industry and Business, funded via HEFCW at Federal College level, but
also franchised to other English-medium HE institutions dealing with the role of
live music and its impact on the community.
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3.3 Developing Digital Economies in Welsh Music
3.3.1 Introduction
Harnessing the impact and effectiveness of digital formats is one of the most
important challenges facing the Welsh economy today. Music is no exception. Until
the advent of the Internet, Welsh-language recordings relied more-or-less exclusively
on sales generated through purchases in local shops (which stocked mainly Welsh
products), selling recordings at live concerts, or by supplying postal orders. Some
companies specialising in promoting Celtic brands (for example, in the US) would
periodically bulk order purchases from Welsh companies, but a large proportion of
the industry’s turnover remained within Wales. Today, the potential market for Welsh
products is infinitely greater, but competition within the virtual global village is
strong, and the voices on the margins of an economy controlled and dominated by
Anglo-American industries have to shout out loud to be heard. The following report
contextualizes the impact of the Internet on Welsh music and offers suggestions on
how best to develop this area in the future.

3.3.2 Online sound – a brief history
The rise of music on the Internet has been a spaghetti-like tangle of technological
advances and age-old concepts. In the early days of the World Wide Web, most
Internet connections were on dial-up modems with a rate of 56k and it was impossible
to send large files around so therefore the most likely online sonic experience was a
distorted, chirping MIDI file that approximated to a mobile phone ringtone. However,
in 1995 Winamp playback software enabled home users to take advantage of Mpeg
Layer 3 files: a system designed to compress huge audio files down to manageable
size by discarding audio information. Used judiciously this process made little
perceptual difference to audio quality and in practice made it possible to send much
smaller MP3 files around even on 56k modems. The advent of broadband made
communication much faster, and soon MP3 files of songs were being swapped on
various internet forums, similar to the concept of swapping cassette tapes between
friends during the analogue days of the 1980s. That this was happening digitally
indicates that in many cases the new technology was merely adapting new ideas from
old concepts.
Peer-To-Peer software such as Napster followed in 1999. Napster, and similar sites,
enabled users to connect their computers directly to share files digitally, further
speeding up the process of swapping music. A side effect of this was a generation
growing up with the concept that online music was – in theory – free. Logically, if
everything was available online, why should one go out and buy it? Artists such as
Madonna and Metallica baulked at this loss of income, the music industry agreed, and
lawsuits forced the closure of Napster in 2001. The genie was out the bottle, however,
and many other similar sites soon grew in its place.
The next important development in online music was arguably on MySpace. MySpace
was one of the new breeds of social networking websites that enabled users to join up
and look for friends with similar interests. The page featuring functionality including
personal blogs, photos, and for bands the ability to embed videos, publish lists of
forthcoming gigs and crucially a music player. Befriending a band would give access
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to all of this and it therefore became a major promotional tool for groups seeking to
push information out to their fan base. It also added a powerful layer of direct
interactivity between fan and artist. Much of 2005 and 2006 was taken up by this
story; groups such as Arctic Monkeys, Lily Allen and Enter Shikari were effective
users of this feedback system to communicate with their audience without the need, in
essence, of a middleman in the form of a record company AOR or publicity agent.
However, groups still utilised the established forms of self-promotion including
serious gigging, television, radio and traditional print media alongside this online
promotion, so the ‘magic bullet’ of MySpace in a band’s rise is largely a myth.
Amazon.com introduced the concept of peer recommendation in purchasing during
the nineties. Effectively, based on buying habits, every visit to that online retailer
would bring up suggestions of what the potential purchaser might also enjoy. For
example, if a record by Elvis Presley was bought, this might suggest that – based on
other people’s buying history – people who liked Elvis might also be interested in a
Tom Jones or Carl Perkins recording. This automated peer-recommendation software
was instrumental in last.fm, an online audio site that allowed users to hear streamed
tracks based on their previously tagged likes and dislikes. Similarly, Spotify has
allowed connected users to share their audio content with others, streamed over the
net rather than downloaded and licensed by record companies as a promotional
expense and funded by advertising.

3.3.3 Music from Wales on the Internet
As shown above, music has become an integral part of the online experience.
Interestingly, one of the functions of the peer-recommendation / social networking
sites is that tagging music’s provenance has become a very important element. In
terms of acts on MySpace for example, there is a field on the band’s own page that
says from which geographical area they originate. Therefore, searching for ‘Wales’ on
MySpace will bring up a multitude of groups of wildly varying genre and approach.
However, because there is no guarantee of quality it is still very difficult to find good
bands on a consistent basis. It is important in that case for trusted gatekeepers to exist
and in the case of the music industry this means that record companies must be
represented online.
MySpace searches are a music-specific indication of the availability of information
about music from Wales online, but it is important to note that the 18–35 age group,
who comprise 58.81% of users, demographically dominates users of that site.78
Similarly, information about music from Wales can be found on sites such as the
BBC79 and bespoke archive sites such as Link2Wales, an unofficial resource for
information about groups past and present.80 A simple search using Google is an
indicator of the most important sites, as Google’s Page Rank algorithm ranks web
pages based on popularity and use through various factors including which other sites
link to the page in question and how many page views each site has had.
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http://www.marketingcharts.com/interactive/older-users-help-facebook-grow-149in-february-8602/hitwise-facebook-us-demographic-breakdown-myspace-february2009jpg/
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http://www.bbc.co.uk/wales/music/
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Link2Wales.co.uk
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Using this as a starting point,81 one can note that aside from Wikipedia (which is
owned by Google) there is a plethora of pages dedicated not to pop music but to more
traditional forms of music. Folk music is well represented, which is arguably down in
part at least to the inherent academic quality of its history; certainly a site such as
www.contemplator.com/wales frames MIDI samples of folk songs with their
historical and lyrical context, as it is a part of the experience in general. Record
Companies such as Fflach and the popular band Ffynnon show up very quickly as do
educational establishments, record shops and tourist pages. It would seem that the
search terms of Music and Wales, according to Google and its users, are firmly rooted
in folk, history and traditional music with a distinct nod toward academia, and that the
majority of users who search in this manner are interested in traditional music with a
smattering of classical.
Pop music is represented on the net by a series of different approaches; initial results
in web searches will turn up the resource sites mentioned above, as well as directing
the user toward sites where, for example, one might purchase Sarah Hill’s book,
Blerwytirhwng, which traces the development of Welsh popular music.
As ever with the internet it depends on one’s initial search to ascertain what is
available but whilst bespoke sites exist discussing classical, traditional and folk
music, pop music has a set of different demands which require a little more
engagement from the seeker. It is a rare occurrence that a band cannot be found on the
Internet, but it is very interesting to note the variance of approach to online presence
that pervades the experience.

3.3.4 Pop music
There are two strands of music from Wales to consider when discussing pop music
and whilst it is outside the scope of this report to explore the concept exhaustively,
there are musicians performing through the Welsh language and/or on the Welsh
music scene (within the country) and also musicians who perform in English and
engage with the English-language scene both from within and outside Wales.
Either group or subsets of the music industry of Wales share resources that are
designed to assist in publicising themselves. One is the Welsh Music Foundation,82
which maintains a music business library containing contacts for all elements –
management, agents, venues, media and so on – and assists start-up businesses in
Wales. Their online presence is vital for start-ups in that it can advise on a multitude
of subjects including podcasts, digital marketing and online distribution. Whilst this is
of theoretical use, it is of course the implementation of strategic web use that is key in
disseminating information about bands from Wales.
Conceptually then, there is no online difference in the dissemination of information
whether Welsh-language, ‘Anglo-Welsh’ or singing in Swahili. It would appear that
previously established rather closed systems of distribution, media and information
availability have been blown entirely open by the self-selecting communicative nature
of the modern Web on sites like MySpace, Facebook and last.fm – all of which put
fans of bands, genres and geographical-based tagged acts in touch with each other.
81
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Search terms: ‘music’ and ‘wales’.
http://www.welshmusicfoundation.com
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3.3.5 Examples: CerddX, John Owen and ‘Label X’
A North Wales-based independent label, CerddX, 83 has seen the development of web
traffic for their predominately Welsh-language output as crucial in the label’s
continued success. Their website is a fairly basic one that has changed very little since
the inception of web advertising and networking. Their site includes, according to its
owner ‘basically just press releases and some photos put up – nothing remotely
interactive.’ 84 Since then the official site has followed the same unadventurous
pattern – release information, pictures and links. This has meant that this site has
become a sort of historical timeline for the label – as opposed to anything that is
interactive or lively – so it is mainly a repository of information on materials released
and the corresponding activities organised around the releases, tours, TV appearances,
a few links, and so on.
This basic architecture in fact mirrors the MySpace band site, which enables bands to
put music, pictures, videos, gig dates and blogs up quickly for all to see. Another
influential voice in the Welsh Music scene is John Owen,85 who has over the years
been a band manager, label owner, band member and press agent working both in
English and Welsh where appropriate to the act in question. He sees the crux of the
Internet as being based round quite traditional ideas of how to disseminate music: ‘it’s
a cottage industry with old tried and tested ideas: you need good songs, educate or
entertain, engage the public then sell. The Internet is a catalyst for this and the cheap
technology makes it a sustainable business model.’86
John’s current business is based round management, promotion and a record label
and, as with CerddX, the ability to use the internet to publicise bands means
overheads are minimised and therefore smaller sales are needed in order to remain
active. His site is also based around simplicity of information with links to music,
biographies, gig lists and the bands’ own sites.
From the ‘industry’ point of view then, the keywords are ease of access and simplicity
of navigation, pushing out information to the world beyond. A larger and more
established record company from Wales (which, for the sake of equanimity I shall call
Label ‘X’) already has the kudos within Wales to be able to attract people to its site.
As with the folk presence online there is much interest in the label’s output. Their site
is split into several subsections for four sub-labels under the main Label ‘X’ banner,
each of which utilises a simple interface featuring album artwork, a webstore where
recordings can be easily bought, and a section for downloadable sales through iTunes,
a popular download interface for MP3 players. Again, we see ease of accessibility
taking precedence over more complex, engaging systems. It is an economic, and
economical, interface rather than a digitally sophisticated one.
On the web shop it is quite varied, out of 1200 registered customers many are onetime buyers – not label aficionados. Also a lot of these customers are conservative and
only buy the ‘name’ bands and have no real interest in the newer younger more indie
underground bands and stick to the back catalogue or compilation releases. The best
83

A pseudonym.
From direct interview, July 2009.
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Again, pseudonym.
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From direct interview, July 2009.
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customers are often foreign ones – these customers are generally more interested in
what is coming out next and do buy more product generally than the UK/Welsh
audience.87
It would appear that the model in all cases is a conservative one due to the importance
of sales. The sites do nothing to entice fans into spur-of-the-moment purchase as they
are geared toward helping existing customers find what they have already decided to
purchase. The question is therefore how can these sites be made to generate new
interest and new fans?
The Internet has many systems of further interest where music is utilised. In every
case music is downloadable from iTunes but not necessarily yet available on Spotify,
for example, and with the latter site now launching on mobile phones, it looks
destined to become a viable alternative to the former. It is imperative that labels from
Wales engage with this medium immediately in order to remain on the radar of music
consumers, who have more music at their fingertips than ever before. Mobile content
is fast becoming an enormous new industry.

3.3.6 Additional digital content
While record labels may not be fond of the huge time investment required in
providing and developing additional content, sites like MySpace allow videos and
streaming media to add another level of engagement with the potential fan, who may
consequently spend more time on the band’s page as a result. This may eventually
lead onto a new wave of interest in a band and eventually increase sales. Exclusive
time-specific downloads of new tracks, live performances and rare material, can be
uploaded online for free download by fans to further increase interest. This is
analogous to the bootleg tape of a live gig, something that has always piqued much
interest amongst fans.
These ‘rare’ tracks can be, of course, carefully controlled by whoever is running the
MySpace / Facebook / Twitter site. In many cases, this will be the band themselves,
who can engage with their fan base through blogs and even – time permitting –
electronic mail correspondence. This all enriches a fan’s experience and increases the
loyalty quotient. Every modern band knows this and therefore groups without such a
site, or sites, are rare. The labels ‘physically’ sell the music while the groups take care
of the creative side.88

3.3.7 Conclusions
With the ubiquity of broadband technology and high-powered next-generation mobile
phones, streaming live media – that is to say media that is hosted centrally and pushed
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Interview with CerddX founder.
One of the potential future stars was a site called Second Life, a social networking
website somewhere between MySpace and the computer game The Sims, in which a
user would set up an avatar (3d image) of their online persona and ‘live’ in a virtual
world. This world was an interactive 3D environment and featured houses, shops and
venues with which the online avatar could visit and engage. Second Life and sites like
it enable bands to perform ‘virtual gigs’ for selected fans, and although the take-up
has not been as extraordinary as the 2D sites such as Facebook and Twitter, it remains
an interesting aside in the marketing mix.
88
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out in real time to whomsoever decides to ‘tune in’ to a website – has become the
linchpin of the new internet. Youtube has cornered the video-on-demand market, and
the scramble for the musical equivalent continues between iTunes and Spotify. A site
called Modlife brings these elements into a one-stop interface but at this stage their
model is subscription-based which is somewhat at odds with the current generation’s
expectation that everything ought to be free access.
It is essential that the current music industry in Wales does not fall behind in engaging
these sites as essential parts of sales, marketing and promotional mix is where the pop
fan base will first engage with a band. Pop fans across the board are more internetsavvy than ever before and are excited rather than intimidated by advances in web
technology; anticipating and taking advantage of such developments and advances. At
present, there is a definable schism between the presences of the record companies
online that tend to utilise simple and ‘safe’ sites, and the much richer experience
offered by bands’ interactive social networking sites and tendency to be closer to the
cutting edge of the web.
Awareness of the existence of music is paramount and therefore bands and labels
must work increasingly close together in order to maximise their presence on the web.
Labels, with their basic and functional sites across the board, may understand their
current audience and be in control of sales, but it is the pop groups who are now in
control of the relationship between themselves and the new breed of what used to be
called record buyers.
The relationship with the media remains based around an information exchange
between bands and print, internet, TV and radio sources but online it is now possible
to combine a text interview with some audio or video performances and it is essential
that the record company, or designated publicity representatives, are active in offering
this content to the publication concerned. Gone are the days where record companies
safely guarded music. Making free content available online is essential in creating and
nurturing a band’s fan base and, ultimately, in selling records and merchandise. The
web is at the forefront of this seismic shift in cultural awareness and the Welsh music
industry must look to operate therefore on a global rather than localised scale whilst
retaining its inherent identity through the creative side. The message is simple: engage
fully with the Internet and the fans will come to you.

3.3.8 Recommendations
•

To develop a dedicated virtual one-stop online shop (for example, called
CerddCymru.com) where all Welsh music (pop, folk and classical) can be
accessed and downloaded. At present some record companies subcontract
iTunes to do this work. Setting up a Wales-based Internet provider would
safeguard IP and ensure commission rates remain within Wales.

•

A KTP or Kess-funded initiative could lay the foundations for a website of
this kind, resulting from partnership funding between a number of record
companies, publishing houses, societies and organisations who stand to benefit
from the scheme. The recipient of the award would combine knowledge of IT
Skills and specialism in Welsh music and draw upon the results of this study
in their research.
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•

To design and develop a series of courses at undergraduate level in the area of
Music Industry and Business, funded via HEFCW at Federal College level, but
also franchised to other English-medium HE institutions, on Music and Digital
Systems.
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Part 4. ‘Welsh Music: the big earner’? Conclusions and
Recommendations
4.1 Introduction
The three case studies presented above indicate that while significant progress has
taken place in the music industry in Wales during the past forty or so years, there is
still much that can be done to improve business and economy in this area. This was
clearly illustrated in the qualitative responses received in the online questionnaire (see
Part 2, above), some of which focussed on a perceived lack of support from public
funding bodies. Many of these comments identified inequalities between the amount
of funding offered to film, media, and the arts in general, for example, in comparison
with popular music. One response noted that the current state of the music industry in
Wales was ‘healthy, though I would like [the industry] to have more access to grants.
Compared to the film industry [music] is seriously underfunded. Welsh music is the
bigger earner for Wales.’ Others were more blunt, saying that the music industry ‘is
my livelihood, although it’s very poorly supported by the government’; this is
confirmed by a separate comment, which observed that ‘there is little support from
public bodies [for non-Welsh-speaking Welsh acts].’
Many also identified government support as a means of improving upon the present
situation. Some wished to see general support coming from public bodies. One person
wrote, ‘I would like to see the Welsh Assembly Government engage more with the
music industry and help provide a platform for all citizens to excel … music is at the
heart of every culture and it is important to the wellbeing of everyone.’ Others
identified more specific needs, such as in the area of creative production and
intellectual property: ‘more support through government funding and more funds for
arts organisations (namely the arts councils) and more support for copyright and
reward of original material.’
The issue of providing financial support in order to compensate for the decline in
royalty revenues was addressed in a number of questionnaire responses. In referring
to a ‘fair royalty collection system for a small country with smaller venues’, one
respondent was tacitly differentiating between a PRS-based model that catered for the
needs of a global industry, and a Welsh-collection society, which would presumably
reflect the specific needs and requirements of the nation’s cultural and artistic
makeup. While the notion of the government ‘topping up’ on royalty deficits is at best
idealistic, subsidies in the form of ‘parachute payments’ and a small percentage
contribution on rate-per-minute payments for Radio Cymru airplay could at least
provide short-term stability.

4.2 The Role of Funding Bodies
This section addresses the role of funding bodies in the area of Welsh music by
providing a summary of a consultation meeting that took place between a prominent
Arts Council of Wales officer and members of the research team. The question of
whether Welsh popular and folk music should receive grants from public sources has
been raised on a number of occasions, given that the majority of Arts Council funding
is directed towards classical performance. The reason given from an Arts Council
perspective is that the potential audience in Wales for this music is quite small – folk
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music is considered something of a ‘minority’ genre. There is therefore a need to
change this perception within the Arts Council: societies such as TRAC (Folk
Development Organisation for Wales) and groups such as the Glerorfa have recently
done an enormous amount to change such perceptions.
However various funding sources could in principle be made available to folk and pop
musicians through existing schemes. The Arts Council’s successful Creative Wales
Award scheme was discussed as a possible avenue, especially the notion of opening
up the competition to the possibility of collective bids by, for example, active folk or
rock groups requiring additional funding to develop their careers. While this was
unlikely to happen at present (since the nature of the award was specifically geared
towards individuals) the possibility of setting up similar grants schemes jointly with
other funded societies, such as the Welsh Music Foundation, was encouraged, as
outlined below.
As has been noted on a number of occasions in this report, sustaining a livelihood
through music in Wales – especially through the medium of Welsh – has proved
difficult, almost impossible, hence the reason why grant aid in this area is not
inconceivable. One suggestion is that a scheme ought to be set up similar to that
offered by the Academi Gymreig (the Welsh Academy) in the area of literature. The
Arts Council might wish to consider offering small sums of money to pop musicians
with the emphasis on developing specific creative projects. This would also preserve
intellectual property within Wales, while broadening awareness of the Arts Council’s
role amongst those who work in the area.
The notion of creating a scholarship or prize was suggested, where musicians could
develop their own creative potential and work on original material. The present
economic situation was not considered efficacious, however, especially since the
focus was now very much on the 2012 Olympic games. However, it was suggested
that the Arts Council might consider offering match funding by working with a
society such as the Welsh Music Foundation. Specific conditions and guidelines
would have to be set out, however, which might consist of one or more of the
following criteria: a) that the musicians would develop their own material; b) they
would work within Wales; c) they would perform in specific venues; d) they
employed specific workers; e) were in the process of producing a CD; f) working as
part of an educational project.
It was also noted that in Ireland, for example, the rock band U2 had contributed €5
million to promote music there (with the Government contributing an additional
€2m). More research is required in the area of public funding for minority cultures in
other parts of the world in order to compare it with the Welsh context. Drawing upon
existing international success as a form of part-sponsorship or funding (such as a Tom
Jones or Shirley Bassey ‘award’) as was the case with the U2 model, was also worth
exploring.
There are examples of public funding being channelled into popular culture, of
course, although this often appears in an indirect manner. The Victoria Centre in
Wrexham was one example, where a collaborative project has been set up with the
Welsh Music Foundation. Secondly, MASE (Music and Sound Experience) in
Llandudno, later at Old Colwyn, was established as a venue for holding regular gigs
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(and receiving additional grant support from North Wales Police), but had been forced
to close. It was agreed in the meeting that the Arts Council should hold discussions
with the Welsh Music Foundation about the notion of setting up an award for pop
musicians, and also to hold talks with companies such as Sain Records in order to
gauge the needs and requirements of existing businesses.
The issue of Arts Council grant support for the deficit in PRS payments was also
raised at the consultation meeting. It was stated that such support was unlikely to
happen, as royalties reflected the relative commercial success of composers. The
question was raised as to whether grants should be offered to areas that proved
unsuccessful. Plenty of examples existed of classical music requiring additional
support, especially opera. But unlike the classical music industry, which was used to
formulate grant submissions of high quality, applications from pop musicians for Arts
Council funding were not consistently high. Plans were in place to try to encourage
more substantial bids, and indeed the Welsh Music Foundation or Community Music
Wales could provide valuable support in this area. Certain individuals working in the
pop/folk music industry could be contacted or targeted in order to raise awareness of
the kinds of grants awarded by the Arts Council.

4.3 Partnerships: Knowledge Transfer Schemes and Knowledge
Economy Skills Scholarships
One of the main aims of this study has been to explore ways in which the music
industry’s economy can be revitalised, and strengthening links between business and
academia could prove advantageous for both communities. The qualitative part of the
questionnaire on developing links with academic institutions provided some useful
suggestions. One idea was that work placements should be set up for postgraduate
students, along similar lines to Knowledge Transfer Partnerships (KTP) but on a
smaller scale (such as six months). In fact, such schemes are already in place, under
the description of ‘Short’ KTPs. These schemes may last from 3 to 9 months, costing
the company £380 a week with 40% of the project costs met by the scheme. This
suggests that some companies are possibly unaware of the variety of knowledge
partnership options available to them. The following table (overleaf) details the
various kinds of KTP schemes available to music businesses in Wales. A range of
schemes has been designed in order to cater for the needs of small, medium and largescale companies.
Already a number of KTP successes have taken place in the area of Welsh music. In
2000 a KTP scheme (then called TCS) involving Sain Records and Bangor University
received an award for transferring recordings originally made on magnetic tape to
Magneto Optical Disks. This resulted in a number of CD reissues of vinyl recordings
from Sain – a development that would not have occurred so readily without the
partnership with Academia. Sain are also currently involved in increasing digital
marketing and distribution through a KTP program.
Other schemes have involved a company specialising in sound, light and media
systems, and another specialising in music publishing. Thus new areas can be
identified and developed through partnerships with academia and business, to the
benefit of both parties.
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Table 4.1 KTP schemes (source: University Innovation Bangor)

The recent introduction of Knowledge Economy Skills Scholarships (KESS) provides
another avenue for partnerships between Businesses and Academia. Individual
projects support postgraduate research leading to Masters’ or PhD qualifications that
reflect a number of ‘priority sectors’ identified by the Welsh Assembly Government.
These include Digital Economy (ICT), Low Carbon Economy, Health and Bioscience,
and Advanced Engineering and Manufacturing. While many of these categories
appear to service the needs of science rather than the art subjects, areas such as Digital
Economy and Low Carbon Economy could prove highly beneficial to businesses
working in the music industry in Wales.
In line with convergence mechanisms, KESS scholarships are designed to boost the
economy by developing higher-level skills in such areas to improve business methods
and practices. Other relevant criteria also include relevance to the local economy, the
support of crosscutting technologies including printing, product designs, rapid
prototyping, visualisation, advanced materials and information communication
technology. Employers who wish to participate in the development of such higherlevel skills do so by contributing financially to KESS schemes (on average around
£2,000 a year, with added ‘in-kind’ contributions).
All the areas explored in the three case studies examined above – copyright, live
concerts network, and website development – demonstrate eligibility for KTP and
KESS funding. In the area of music copyright, publishing companies and record
labels are encouraged to collaborate on a KESS scheme designed to drive forward the
music royalties agenda in Wales, and ensure that recent losses incurred in this area to
business in Wales can be recouped.
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The need to establish stronger links with both public and commercial media can also
be satisfied through a dedicated KTP scheme. Such a scheme could involve creating
the role of a media officer, whose work would be to provide research and knowledge
in the industry and academia to companies such as the BBC, or independent television
companies operating in Wales. Schemes involving exchanges or work placements
could prove beneficial, while setting up vocational Masters’ degrees (such as an MA
in Music Journalism) would also increase standards in the area of publishing media.
A Collaborative KESS PhD could also lead the way towards forming an integrated
live music network in Wales, with a number of centres or mentrau iaith buying into
the project. Digital economy is a particularly relevant area for the music industry, and
ensuring more web presence should be seen as a high priority. Research in this area
suggests that there is far more that can be done. Setting up a KTP or KESS-funded
scheme in order to lay the foundations, design and develop a dedicated website
serving the needs and interests of a large cross-section of the industry’s businesses
(record and publishing companies, retailers, artists, bands, composers, lyricists,
agents, managers, promoters, archives, etc.) could become a powerful economic
driver for the industry, greatly increasing the economic viability of the industry not
only within Wales, but also beyond. In addition, an A4B study or equivalent focussing
specifically on laying the groundwork for establishing a Welsh Music Royalties
Society is strongly recommended.

4.4 Final Conclusions
In the final section of the online questionnaire, respondents were asked to provide
reasons why they believed that the music industry in Wales was vital to Welsh
culture. Many answers emphasised its uniqueness as the heart and soul of an
indigenous culture, stating its ‘centrality to our cultural identity’, and its ability to
maintain and re-energise culture. It was also seen to play a role in nurturing and
safeguarding the Welsh language, creating something unique and special for which
there is no other equivalent. It forms a ‘backbone of so many aspects of Welsh
culture’, embodying all that is alive and creative about Wales.
But also in this section, mention was made of the music industry’s importance to the
nation’s economy. Music’s potential as both a potent cultural and commercial
signifier has been recognised for many centuries, of course, but this area still remains
undernourished in Wales. The emphasis remains largely on funding non-indigenous
forms of music in Wales, as if necessary to demonstrate to the rest of the world that
‘we can do this too’. While such non-indigenous forms (opera, theatre, symphony
orchestra etc.) should continue to be supported, indigenous aspects of Welsh culture
beyond the routine patronisation of the week-long Urdd and National Eisteddfods
should not be neglected.
Music is an international language. It has the capacity to communicate across borders
and territories. But it is important that it retains its own unique local dialect and
regional identity. Music can be a powerful exporter of cultural identity, as shown in
the achievements of neighbouring Celtic nations such as Ireland and Scotland. They
have managed to create and market a successful global ‘brand’ across the world.
Wales has lagged behind in this respect, but this should not always be the case. In
such a diverse and poly-stylistic society, the notion of a ‘brand’ may in itself be
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problematic or indeed undesirable. Indeed one might consider any present-day brand
to be of itself a multifarious concept. But for any brand to survive and thrive, there
has to be firm economic foundations. This report has addressed the need to secure
such firm foundations for the music industry by recommending a number of building
strategies. It is hoped that by adopting these strategies, the continuing growth and
development of the industry in Wales will be secured.
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Appendix 1: Final Application Form

ACADEMIC EXPERTISE FOR BUSINESS (A4B)
Knowledge Exploitation Capacity Development
FEASIBILITY STUDY
APPLICATION FORM
Please refer to Guidance Notes for Applicants before completing this form
Project Title
Building New Business Strategies for the Music Industry in Wales

Total funding requested
(max £20k)
Project Duration

£19,994
6 months (16 February – 31 August)

Project Director
Name

Dr Pwyll ap Siôn

Institution
Address

Bangor University
School of Music, College Road, Bangor, Gwynedd

Postcode

LL57 2DG

Fax

Position Held

Senior Lecturer

Telephone

01248 382181 / 383808

Email

mus017@bangor.ac.uk

Endorsed by:
• I fully support this application
• I confirm the project does not duplicate any other application to the Welsh Assembly Government
• I confirm the project is in line with the Third Mission or commercialisation strategy of the Institution
• I confirm I am an authorised signatory of the named institution

Endorser’s name
Endorser’s position
Signature
Date

1. Provide an overview of the proposed project and include a justification for demand
outlining the potential benefits and strategic significance to Wales that could be
expected as a result of this feasibility study.
This is an application to support exploratory work in the University’s highly rated School of
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Music to help improve its understanding of the music industry in North Wales in ways which
will support the development of opportunities for Knowledge and Technology Transfer from
the University to help support the music industry in Wales.
Bangor has a very strong position in its academic work in the field of Welsh music and the
music industry. In the recently released RAE figures 90% of the staff of the School of Music
were recognised as being world leading or of international quality. The focus on the Welsh
music arena is also a strength unrivalled amongst Welsh institutions.
For many years the music industry in Wales has generated a modest but significant annual
turnover through such varied means as record sales, live performances, TV and radio
programmes, magazine and fanzine publications, and licensing and royalty payments. Yet the
question of whether musicians working in Wales can support themselves alone as
professional musicians has been difficult to answer, especially in the Welsh-language domain.
Unlike its Anglo-American neighbour – whose turnover amounts to billions of pounds a year
– the Welsh music industry runs at a fraction of these costs. However, there is little doubt that
the industry as a whole plays an important role in the nation’s cultural and linguistic
wellbeing. In particular it has animated and energised youth culture in Wales.
This study will examine these issues by undertaking a comprehensive review of the networks
which presently sustain the music industry, then seek to introduce ways in which new
business strategies can be incorporated and links initiated between research in Welsh
institutions and business in order to maximise turnover for the industry. While the study seeks
to focus primarily on income generated by the industry from within Wales in the area of
Welsh-language music (especially folk and popular), it is hoped that the outcomes of this
study will address ways in which, using Knowledge Transfer Opportunities from Universities
to address technology and business strategies, the industry can capitalise on the enormous
potential market outside its borders, and also present English-language folk and popular
groups working within Wales with business strategies and initiatives which they too can adopt
and adapt successfully. Likewise classically trained musicians will also be able to capitalise
on this study to further their careers.
The following basic aims will be addressed during the course of this study:
•

•
•
•
•

•
•
•
•

To provide an overview of the present economic state of the Welsh music industry by
a) calculating the number of full-time or part-time employees of the industry, b) the
nature of their employment, and c) an assessment of the annual turnover of the
industry
To study existing mechanisms (promotional, sales etc.) which serve to promote
Welsh music both within and beyond Wales
To consider business strategies and structures which will seek to maximise profit for
the industry as a whole.
Evaluate previous known studies considering the Music sector and build on them by
linking such work back to the academic resource base.
To establish ways in which businesses and institutions can build and strengthen links
between each other and the Higher Education sector in Wales (record companies,
concert venues, societies, foundations and so on)
Develop a roadmap of potential mutually beneficial interactions between the sector
(individuals, businesses and others) and the University as a whole.
Laying the foundations for future KTP projects between the School of Music, the
University’s Management Centre and business working in the music industry Wales
To engage with the public media in Wales (such as TV and Radio) in order to help
support and develop music in Wales
To explore ways in which the cultural standing and financial status of the Welsh
music industry may be increased and understand the role the University could play in
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•

•
•

this.
Disseminate and map the results of our research onto research being carried out by
the Arts and Innovation team at Bangor, who are currently undertaking a study of the
Arts in North Wales in general
Evaluate the potential for collaborative research in order to deliver and build on these
outcomes
To feed our research back into businesses and institutions who specialise in this area
(such as the Pop Factory in Rhondda and the Welsh Music Foundation in Cardiff)

It is also hoped that this study will lay the groundwork for more in-depth research in this area,
which will lead to a PhD thesis – the first of its kind – to measure the exact impact of Welsh
popular music in the public domain, and seek ways to safeguard its future survival.

2. Explain why intervention from the Welsh Assembly Government is necessary by
providing details of previous/current funding and explain why public funding is
essential to the achievement of the project objectives.
Despite its important cultural, linguistic and commercial value, very little public funding has
been channelled towards Welsh popular and folk music. The Arts Council does not support
this area on the basis that it exists as ‘commercial’ music, but this ignores the fact that
sustaining a career in the pop industry within Wales is extremely difficult. An application
focussing on establishing a Welsh licensing society was submitted earlier this year, but was
deferred on account of its ostensibly ‘narrow’ focus. The present application expands on the
previous application by undertaking a review of the industry in toto.
A Government-supported feasibility study would recognise the important contribution that the
industry is already making to Welsh culture, and demonstrate a commitment to the
development of this industry in Wales.
3. Provide an overview project plan describing what you intend to do as part of this
feasibility study.
(see Work Package Plan detailed below)
WORK
PACKAGE
PLAN
Work Package
1

TITLE

TIMETABLE

PROJECT TEAM

Mapping out the music
industry in Wales

16
February–30
April 09

Dr Pwyll ap Sion, Dr Craig
Owen Jones, Mr Deian ap
Rhisiart,
Mr
Gwilym
Morys, Mr Tristian Evans,
Mr Huw Lloyd-Williams

DESCRIPTION
• Undertake a detailed audit of the cultural and economic capital of the Welsh music
industry in quantitative and qualitative terms
• Measuring the number of full-time and part-time employees in the industry
• Examining employment areas and annual turnover
• Looking at the existing business strategies of record companies, concert venue
organisers and organizations (including music festivals) and the work of individual
artists and musicians living in Wales
• Review previous work considering and reviewing the music industry in Wales.
WORK
TITLE
TIMETABLE
PROJECT TEAM
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PACKAGE
PLAN
Work Package
2

Considering
new
business strategies for
the industry

1 May–30 June 09

Dr Pwyll ap Sion, Dr Craig
Owen Jones, Mr Deian ap
Rhisiart,
Mr
Gwilym
Morys, Mr Tristian Evans,
Mr Huw Lloyd-Williams

Description
• Consider ways the financial potential of the industry can be maximised and enhanced
through greater co-operation with groups such as academia.
• Consider the industry marketing strategies such as maximizing record and video sales
by means of wider circulation and through utilizing website and internet
communications
• Consider the use of live networks for performances within Wales and how they might
be improved.
• Consider the potential for developing live networks for Welsh music outside Wales
• Consider how Harnessing and improving income generated through licensing and
royalty payments
• Nurturing more professional approaches in the area of management, self-promotion,
advertising, web-based skills, planning and collaborating
• Seeking reassurance that public bodies are doing enough to promote the music
industry in Wales (especially Welsh popular culture) and to explore ways in which
funds can be redirected in this area from the Arts Council and its various revenue
clients: music foundations, institutions, centres and societies
• Exploring innovative ways in which Welsh music can be disseminated across a wider
ethnographic area through publications, websites and other means
WORK
TITLE
TIMETABLE
PROJECT TEAM
PACKAGE
PLAN
Work Package Final Consultation and Writing 1 July – 16 Dr Pwyll ap Sion, Dr
3
Up Period
August 2009
Craig Owen Jones, Mr
Deian ap Rhisiart, Mr
Gwilym Morys, Mr
Tristian Evans, Mr
Huw Lloyd-Williams
Description
• Final round of research and consultation
• Writing up the results of the study
• Disseminating results to relevant businesses in Wales
• Identifying potential collaborating businesses for related KT projects
• Assessing the research potential of the study
• Develop an action plan for further Knowledge Transfer activities.
4. Describe how this project will benefit and add value to the people and environment of
Wales. (Please refer to the guidance notes for further information)
Develop and Promote Effective Local Supply Chains:
The idea of completing a feasibility study on the music industry in Wales will have clear
benefits for present and future employees of the industry, and also to thousands of people who
are involved in the industry in various parts of Wales. The study will be beneficial in terms of
setting up collaborations between research and businesses in Wales while also widening
cultural and linguistic diversity.
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Adopt a Travel Plan:
Every attempt shall be made to reduce carbon emissions and safeguard the environment
during this scheme. Public transport will be used where practicable and video links
established where appropriate.
Undertake a Life Cycle analysis of the new product or process:
The financial viability of various aspects of the Welsh music industry will be researched
using web-based communications, thus minimizing product waste.
Maximise Resource efficiency:
This project will maximise resource efficiency by bringing together expertise from essentially
one institution (Bangor University) and draw upon business: musicological, social, cultural
and linguistic resources (both human and material) housed herein. A feasibility study of this
kind would be impossible to undertake in any other institution: Bangor University alone
offers the level of research specialism and expertise in all these areas.
No inappropriate development in protected areas:
N/A

5. Provide details of the academic and management staff who will be responsible for the
delivery of the feasibility study and provide an explanation for the project management
procedures that will be in place.
Dr Pwyll ap Siôn will oversee the study as Director. He has published a number of articles on
Welsh music, including:
•

•
•

‘Voices of Resistance: Geraint Jarman and the Roots of Reggae in Welsh Popular
Music’, in Music on Show: Issues of Performance (eds. Tarja Hautamäki and Helmi
Järviluoma), Finland: University of Tampere, Dept. of Folk Tradition Publ. 25, 1998,
pp. 291–7; revised and edited as ‘Voices of Resistance: Geraint Jarman and the roots
of Welsh Reggae’, in Welsh Music History, vol. 2, 1997, pp. 263–77
‘‘Yn y Fro’: Mudiad Adfer and Welsh Popular Song during the 1970s’, Welsh Music
History, vol. 5, 2002, pp. 190–216
‘Nationhood, and the Welsh Composer’ in Welsh Music History, vol. 7, 2007,
pp.285–303

As the project will draw its research from a wide a number of social, economic and cultural
areas, the project team shall reflect this inclusive approach. Research into the infrastructure of
the music industry, and its cultural and artistic value shall be undertaken by Dr Craig Owen
Jones (School of Music, Bangor University), research analysis and day-to-day administration
of the project from Mr Tristian Evans (PhD student, School of Music); Mr Deian ap Rhisiart
(Management Centre, Bangor University) shall be looking into economic inputs and outputs,
especially mechanical copyright issues, assisted by Mr Huw Lloyd-Williams (Bangor
Business School); and Mr Gwilym Morys (School of Welsh) shall focus on Welsh popular
music in particular.
The research team:
Dr Jones is currently employed on a second-year HEFCW-funded initiative as a Welsh-
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language teaching fellow. He is knowledgeable about Welsh music in general and Welshlanguage popular music in particular, having been awarded a PhD in 2006 on the subject and
published widely on the subject. He also administers Archif Bop Cymru (the Welsh Pop
Archive) and is therefore ideally positioned to undertake a study of this kind.
Mr ap Rhisiart works as a social researcher in the Centre for Business Research, which is
located within the Centre for Business Management at Bangor University. He received a
double degree in International Politics and Welsh History at Aberystwyth University and a
masters’ degree in Heritage Management. He possesses a wide understanding of the music
industry in Wales and is presently engaged in a feasibility study looking into the creative
industries in North Wales for the proposed new Arts and Innovation Centre in Bangor.
Mr Tristian Evans is an AHRC-funded PhD student who is highly skilled at collecting and
analysing research data.
Mr Huw Lloyd Williams is knowledgeable in economics. Mr Gwilym Morys is currently
completing a PhD on aspects of Welsh culture in the School of Welsh.
A steering group will meet at the start point of each Work Package, consisting of all project
participants (chaired by Dr ap Sion).
Management meetings will also be held on a regular basis between members of the research
team.
6. Describe other resources that will be made available, as applicable.
The project will draw upon existing expertise at Bangor University in a number of related
areas, including the Centre for Business Research, copyright law skills, media and creative
industries, history and politics, the Welsh language, its culture and society, and musicology
involving departments on an informal consultative basis including the Centre for Business
Research, Canolfan Bedwyr, Media and Creative Industries, National Centre for Excellence
in Creative Industries, School of Welsh and the School of History and Welsh History, and the
School of Law on copyright issues.
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Appendix 2. Questionnaire Template
Questionnaire for an A4B Sponsored Feasibility Study on Building New Business
Strategies for the Music Industry in Wales

YSGOL
CERDDORIAETH
PRIFYSGOL BANGOR
This study is funded by an Academia for Business (A4B) grant, which is managed by the Welsh Assembly Government’s
Department for Economy and Transport, and is financed by the Welsh Assembly Government and the European Union.

Thank you for agreeing to complete the following questionnaire.
questionnaire

online

mup206@bangor.ac.uk

then
or

please

email

by

your

post

completed

to

Mr

If you are not completing this

form

to

Tristian

the

following

address:

A4B

Study,

Evans,

School of Music, Bangor University, LL57 2DG by 15 May 2009.

Section A – Contact Details
(The questionnaire may be submitted anonymously if you prefer)
Name ____________________________________________________________
Address _________________________________________________________
Phone ___________________________________________________________
E-mail ___________________________________________________________
Website __________________________________________________________
Section B – Employment Details
How are you connected to the music industry in Wales? Which of the following
categories describe your work most accurately?
 Musician / Performer


Record

 Composer
label

 Lyricist
employer

or

employee

 Publishing company employer or employee
 Producer

 Engineer

 Television company employer or employee

 Sound Technician
 Events organiser
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 Music Technology teacher / lecturer
 Other (specify) __________________________________________________

If you work for a company, what is your role and what is the nature of the
company? (If not, go on to Section C) __________________________________

How many work for your company?
 1-5

 5-10

 11-20

 21+

∗

Could you provide an estimation of the annual gross turnover of your company?
____________
Which of the following products do you sell?
 Printed music

 Compact Discs

 Merchandise

 Digital downloads

 DVDs

 Other (specify) _________________________________________________
_________________________________________________________________
Section C – Your Activities
Do you perform as a member of a group and/or as a soloist?
 Yes (specify)

________________________________________________

 No (go to Section D)
In which of the following musical area(s) do you work?
 Pop/rock

 Folk

 Jazz

 Classical

 Other (specify) ________________________________________________
In which of the following locations do you usually perform?
 Occasional concerts  Festivals  Workshops  Television  Film
 Other (specify) ________________________________________________

∗

Under no circumstance will figures relating to the turnover of companies or individual artists be

disclosed in any correspondence, presentation or report drawn from this study. All information will be
kept entirely confidential.
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Estimate the amount of performances in which you have participated in Wales
over the last three years.
 1-5

 6-10

 11-30

 30+

Can you give examples of your performances in Wales during this period?
_________________________________________________________________
_________________________________________________________________
What is your general opinion of the quality of performance venues in Wales?
 Excellent

 Good

 Variable (i.e. some good and bad)

 Unsatisfactory

List three venues in which you have performed during the last 2 years in Wales
that are in your opinion of a high standard. Also, give ONE reason for this (e.g.
size, facilities, acoustics, amenable staff):
Venue 1: ___________________________________________________
Venue 2: ___________________________________________________
Venue 3: ___________________________________________________
Estimate the amount of performances in which you have participated outside
Wales during this period.

Give examples if you wish (e.g. London, England,

Brittany, Scotland, USA) ___________________________________________
On average, how many songs / tracks have you released in the form of
recordings during the last three years?
 None

 1-5

 5–15

 15–30

 30+

On average, how many songs / tracks have you produced, but have not been
released in the form of recordings during the last three years?
 None

 1-5

 5–15

 15–30

 30+

Specify the recording label(s) that you are (or have been) associated with: _____
_________________________________________________________________
Have you uploaded your songs / tracks online?
 Yes (specify the amount and website location(s) ________________________
 No
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On which radio station(s) is your music mostly played?
 Radio Cymru

 Local radio

 Foreign radio stations

 Radio Wales

 Radio 1, 2, 3

Online



radio

stations

 Other (specify) ________________________________________________

If you are a singer, in which language do you usually sing?
 100% in Welsh  100% in English

 Over 75% in Welsh

 Approx. 50/50 in Welsh and English

 Less than 50% in Welsh

 Not a singer (go to Section D)
Over the last 2-3 years, have you generally moved towards singing in Welsh, in
English, or have things remained the same?
 More towards Welsh

 More towards English

 No change

Section D – Income and Subsistence
To what extent is music a part of your vocation?  Full time

 Part time

Which revenue(s) have contributed towards your income over the last 5-10
years?
 Royalties

 Live concerts

 Record sales

 Other (specify) ________________________________________________
Over the last three years, has your income
 Increased

 Decreased

 Mainly stayed the same?

Do you foresee any financial changes in the future?
 Yes  No
If yes, then what are the factors that will be responsible in your opinion?
_________________________________________________________________
_________________________________________________________________
Are you registered in the Welsh Music Foundation directory?
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 Yes

 No

If no, would you like further information about the Foundation?
 Yes

 No

Are you associated with any of the following institutions?
 PRS

 PPL

 MCPS

 PRC

How are you associated with these institutions (e.g. member, licensee)?
_________________________________________________________________
If you are a composer and/or lyricist, how much have you gained on average
from payments by these institutions over the last three years?
 Less than £500 per annum

 Between £500-£1000 per annum

 Between £1,000-£2,000 per annum

 Between £2,000-£5,000 per annum



Between £5,000-£10,000 per annum

annum



Between £10,000-£20,000 per

 Over £20,000 per annum

How much are you likely to gain from these institutions in the future?
 Less than £500 per annum

 Between £500-£1000 per annum

 Between £1,000-£2,000 per annum

 Between £2,000-£5,000 per annum

 Between £5,000-£10,000 per annum

 Between £10,000-£20,000 per
annum

 Over £20,000 per annum
If you run a company, specify the licence fees paid, e.g. to the PRS, per annum
________________________________________________________________
Section E – Other Connections
Do you have any connections with the Higher Education sector? If yes, specify the
name of the institution and the nature of the contact: _____________________
_________________________________________________________________
Can you suggest any way of reinforcing your link with academic institutions?
_________________________________________________________________
_________________________________________________________________
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Have you recently been in contact with any media company? If yes, specify their
name and the reason for the contact: __________________________________
_________________________________________________________________
Can you suggest any way of reinforcing your link with the media?
_________________________________________________________________
_________________________________________________________________
Section F – Culture and Industry
What is your opinion about the current state of the music industry in Wales?
_________________________________________________________________
_________________________________________________________________
_________________________________________________________________
_________________________________________________________________
Is

there

anything

that

you

would

like

see

changing?

_________________________________________________________________
_________________________________________________________________
_________________________________________________________________
_________________________________________________________________
_________________________________________________________________
___
To what extent does the music you produce typify ‘Welsh culture’ in your opinion?
_________________________________________________________________
_________________________________________________________________
_________________________________________________________________
_________________________________________________________________
_________________________________________________________________
___
Should the music industry receive funding by the Assembly? If yes, specify in
which form:
 Funding infrastructure (e.g. sound equipment, gig venues etc.)
 Travel grants

 Financial support for touring

 Other (specify) ________________________________________________
_________________________________________________________________
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Give four words or phrases that conclude the following statement most suitably:
The music industry in Wales is vital to Welsh culture in general because:
1. __________________________________________________________
2.___________________________________________________________
3.___________________________________________________________
4.___________________________________________________________

Any further comments?
_________________________________________________________________
_________________________________________________________________
_________________________________________________________________
_________________________________________________________________
_________________________________________________________________
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Appendix 3. Statistical Report

Statistical Report
As of Wednesday, 19th August 2009, a total amount of 56 Welsh and 77 English
responses were received to the online questionnaire
(powered by SurveyMonkey.com).

YSGOL
CERDDORIAETH
PRIFYSGOL BANGOR
This study is funded by an Academia for Business (A4B) grant, which is managed by the Welsh Assembly Government’s
Department for Economy and Transport, and is financed by the Welsh Assembly Government and the European Union.
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Section A – Contact Details
44 and 53 individuals provided identifiable details on the Welsh and English
versions of the survey respectively.
Section B – Employment Details
How are you connected to the music industry in Wales? Which of the following
categories
describe
your
work
most
accurately?
The following graph represents the responses received to the above question in
the Welsh version of the questionnaire:

Cerddor / Perfformiwr
Cyfansoddwr

8

Bardd / awdur geiriau
3

19

Gweithio i label recordiau

1
1

Gweithio i gwmni cyhoeddi

5

Cynhyrchydd
4

Peiriannydd
12

7

Technegydd Sain

3

Gweithio i gwmni teledu
Trefnu cyngherddau

The following graph represents the responses received to the above question in
the English version of the questionnaire:

98

Musician / Performer
Composer

2

5
2

Lyricist

2
26

6

Record label employer / employee
Producer

4

Engineer
3

Sound technician
13

Events organiser
Music Technology teacher / lecturer

The Welsh responses also included the following categories: radio company
employee, curator, teacher, DJ, music photographer.
The English responses also included the following categories: sound artist, project
manager,
instrument
retail/music
retail,
teacher,
conductor/director,
writer/journalist, lecturer, PR, Finance, advisor/consultant, DJ, Orchestra, radio
producer.

How many employees work for your company?
Welsh responses:
Between 1-5
Over 21

English responses:
11
5

Between 1-5
Between 11-20
Over 21

27
1
7

Which of the following products do you sell?
Welsh responses: Printed Music (4); Compact Discs (15); DVDs (3); Merchandise
(2); Digital downloads (10).
English responses: Printed Music (9);
Merchandise (10); Digital downloads (14).

Compact

Discs

(23);

DVDs

(3);

The Welsh responses also included the other following categories: Musical
services; studio time; concert tickets; events/concerts/gigs; music lessons;
cds/dvds; track licences.
The English responses also included the other following categories:
Music theory products/accessories, instrument retail, selling commissioned music
projects, teaching, composing, performance, Vinyl records, digital turnpage
products, personal skills and time, sound track reproduction rights, artwork,
remixes, tickets, sponsorship, photographs, personalised programme notes.
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Section C – Your Activities
Do you perform as a member of a group or soloist?
35 of the Welsh responses indicated that they perform as a member of a group or
soloist, while 7 indicated they did not. 37 of the English responses indicated that
they perform as a member of the group or soloist, while 21 indicated they did
not. For further details, see Supplement 1.1.89
In which of the following musical area(s) do you work?
Welsh responses: Pop/rock (29); Folk (18); Jazz (11); Classical (10).
Other categories included Folk/Electronica/Pop; Country/middle-of-the-road;
Dub; World music; conservation/history/folk literature; instrumental crossover
pop/folk; traditional; rock/metal/punk/glam.
English responses: Pop/rock (39); Folk (21); Jazz (20); Classical (26).
Other categories included "outsider art"; country; Welsh country rock and pop;
Experimental, Contemporary; Choral; Ska; Acoustic; Pop/dance; Hip-Hop; Latin,
made-to-measure;
Complex
classical/alternative/experimental
crossover;
Electronic, metal; Punk; World; Welsh choral music.
In which of the following scenario(s) do you perform?
Welsh responses: Occasional concerts (34); Festivals (18); Workshops (8);
Television (16).
Other categories specified were pubs/clubs, gigs, radio,
orchestras/chamber music, religious services.
English responses: Occasional concerts (39); Festivals (34); Workshops (16);
Television (22); Film (5). Other categories specified were art galleries, studios,
site specific locations, venues/village locations, showcase, tours, theatre, radio,
happenings.
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Supplements mentioned in the statistical report are available upon request (please
contact mus017@bangor.ac.uk).
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6 to 10

11 to 30

More than 30

Estimate the amount of performances in which you have participated in Wales
over the last three years.
The following graph represents the responses received to the above question:
Can you give examples of your performances in Wales during this period?
See Supplement 1.2.
What is your general opinion of the quality of performance venues in Wales?

45
40
35
30
Welsh quesionnaire

25

English questionnaire

20
15
10
5
0
Excellent

Good

Variable

Unsatisfactory

The following graph represents the responses received to the above question:
List three venues in which you have performed during the last 2 years in Wales
that are of a high standard in your opinion. Also, give ONE reason for this (e.g.
size, facilities, acoustics, amenable staff).
The Welsh responses listed the following three venues as the most popular: Clwb
Ifor Bach, Galeri, Canolfan y Mileniwm. The English responses listed the following
three venues as the most popular: Clwb Ifor Bach, Wales Millennium Centre, The
Point (which has now closed). For a comprehensive list of all venues, see
Supplement 1.3.
Estimate the amount of performances in which you have participated outside
Wales during this period. Give examples if you wish (e.g. London, England,
Brittany, Scotland, USA)
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Welsh responses estimated between zero and approximately 20 performances
outside Wales, with London being most often listed. The English responses
estimated between 1 and 110 performances outside Wales during this period,
again with London as the city most often listed. For a full list of the examples,
see Supplement 1.4.
On average, how many songs / tracks have you released in the form of
recordings during the last three years?
The Welsh responses were:
The English responses were:
None
8
None
10
Less than 5
6
Less than 5
11
Between 5-15
7
Between 5-15
7
Between 15-30
10
Between 15-30
11
Over 30
8
Over 30
9
On average, how many songs / tracks have you produced, but have not been
released in the form of recordings during the last three years?
The Welsh responses were:
None
Less than 5
Between 5-15
Between 15-30
Over 30

5
8
10
6
8

The English responses were:
None
14
Less than 5
4
Between 5-15
11
Between 15-30
8
Over 30
12

Specify the recording label(s) that you are associated with:
The top 4 recording labels most often listed in the Welsh responses were:
1) Sain (inc. Rasal)
2) Fflach (inc. Rasp)
3) Gwynfryn Cymunedol
4) LabelaBel
The top 4 recording labels most often listed in the English responses were:
1) Own label
2) Sain
3) Fflach (inc. Rasp)
4) Universal
See Supplement 1.5. for a full list of all recording labels specified.
Have you uploaded your songs / tracks online? If yes, specify the amount and
website location(s):
In the Welsh questionnaire, 26 respondents indicated that they uploaded their
songs / tracks online, while 13 indicated that they did not. 36 respondents
indicated that they uploaded songs / tracks in the English questionnaire, while 14
indicated that they did not. The most popular two locations in both the Welsh
and English responses were the iTunes Store and MySpace. For further details of
amounts and locations, see Appendix 1.6.
On which radio station(s) is your music mostly played?
The following graph represents the responses received to the above question:
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35
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20

Welsh questionnaire
English questionnaire

15
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5
0
Radio
Cymru

Local
radio

Radio Radio 1, 2, Foreign Online
Wales
3
stations stations

Other stations specified in the Welsh questionnaire were Classic FM and Nation
Radio. Other stations in the English questionnaire were Champion FM, BBC Radio
4, BBC Radio Shropshire, BBC 1Xtra, Classic FM, Nation Radio, Phonic FM, SYWO
Radio, Online ‘Galiarchives’, BBC.
If you are a singer, in which language do you usually sing?
The Welsh results were as follows:
100% in Welsh
100% in English
Over 75% in Welsh
Approx. 50/50 in Welsh and English
Less than 50% in Welsh
Not a singer

17
1
10
2
3
3

The English results were as follows:
100% in Welsh
100% in English
Over 75% in Welsh
Approx. 50/50 in Welsh and English
Less than 50% in Welsh
Not a singer

3
10
2
6
4
17

Over the last 2-3 years, have you generally moved towards singing in Welsh, in
English or have not changed?
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The following graph represents the responses received to the above question:

Section D – Income and Subsistence
To what extent is music a part of your vocation?
The following graph represents the responses received to the above question:

35
30
25
20
15
10
5
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33

17

21 21
Welsh questionnaire
English questionnaire

Full time

Part time

Which revenue(s) have contributed towards your income over the last 5-10
years?
Welsh responses: Royalties (25); Live concerts (18); Record sales (10)
English responses: Royalties (31); Live concerts (27); Record sales (23)
The Welsh responses also specified the following other forms of revenue:
Commission fees, salary from related employment, teaching/lecturing, TV/Radio
appearances, Equal opportunity work.
The English responses also specified the following other forms of revenue:
Music theory tools; retail; commissions; project management; teaching/lecturing;
composing/producing;
journalism
fees;
wage/salary;
graphic
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design/photography; workshops; downloads;
benefits; consultancy; television; studio work.

donations/Lottery/sponsorship;

Over the last three years, has your income increased, decreased or mainly stayed
the same?
The following graph represents the responses received to the above question:

25
21
20

17

17
14

15

11
10

9

Welsh questionnaire
English questionnaire

5
0
Increased DecreasedMainly stayed
the same

Do you foresee any financial changes in the future?
The following graph represents the responses received to the above question:
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If yes, then what are the factors that will be responsible in your opinion?
22 out of 28 Welsh responses (78.5%) to this question highlighted the decline in
PRS revenues as a negative factor for the future, compared with 7 out of 37
English responses (19%). Other factors included the general economic climate,
growth in free music, increase of non-Welsh language music broadcasted on
Radio Cymru, and also the increase in digital downloads. See Appendix 2.1. for a
sample list of factors mentioned.
Are you registered in the Welsh Music Foundation directory? If not, would you like
further information on the Foundation?
The Welsh responses indicated that 17 individuals were registered, while 20 were
not. The English responses indicated that 32 individuals were registered, while
21 were not.
The Welsh responses indicated that 17 individuals would like further information
on the Foundation, while 9 indicated that they would not. The English responses
indicated that 13 individuals would like further information on the Foundation,
while 11 indicated that they would not.
Are you associated with any of the following institutions?
The Welsh responses were as follows:
PRS
30
PPL
25
MCPS 26
PRC
8

The English responses were as follows:
PRS
37
PPL
22
MCPS 25
PRC
5

How are you associated with these institutions (e.g. member, licensee)?
Responses ranged between members, licensees, and members via their record
labels.
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If you are a composer and/or lyricist, how much have you gained on average per
annum from payments by these institutions over the last three years?

16
14
12
10
8

Welsh questionnaire
English questionnaire

6
4
2
0
Less £500- £1kthan £1k £2k
£500

£2k- £5k- £10k - Over
£5k £10k £20k £20k

The following graph represents the responses received to the above question:
How much are you likely to gain from these institutions in the future?

16
14
12
10
8

Welsh questionnaire

6

English questionnaire

4
2
0
Less £500- £1k- £2k- £5k- £10k- Over
than £1k £2k £5k £10k £20k £20k
£500

The following graph represents the responses received to the above question:
If you run a company, specify the licence fees paid, e.g. to the PRS, per annum:
The Welsh responses included: None; £25 per quarter; £50 per quarter and 8p
per clip; £1-2k. The English responses included: None; £160; £1k; £4k.
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Section E – Other Connections
Do you have any connections with the Higher Education sector? If yes, specify the
name of the institution and the reason for the contact:
See Supplement 3.1.
Can you suggest any way of reinforcing your link with academic institutions?
See Supplement 3.2.
Have you recently been in contact with any media company? If yes, specify their
name and the reason for the contact:
See Supplement 3.3.
Can you suggest any way of reinforcing your link with the media?
See Supplement 3.4.
Section F – Culture and Industry
What is your opinion of the current state of the music industry in Wales?
The following graph outlines the general opinion expressed in the Welsh
comments left for the above question, based on a total of 33 responses:

1

Positive

4

Positive +
Negative
18

10

Negative
No opinion /
unrelated

The following graph outlines the general opinion expressed in the English
comments left for the above question, based on a total of 47 responses:
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Comments relating to the quality of bands and the music produced were
mentioned as generally positive aspects of the industry, however concerns were
often expressed regarding the following issues:
•
•
•
•

drop in PRS rates (particularly the pay-per-play rate for Radio Cymru);
musicians’ and composers’ relationship with the media;
audience numbers;
venue closures (such as The Point, Cardiff).

See Appendix 4. 1 for a sample list of comments.
Is there anything that you would like to be seen changing?
Several of the responses received in both Welsh and English questionnaires
suggested the following changes:
•
•
•
•
•
•
•
•
•

increase in support for Welsh-medium material by the media (including
Radio Wales and S4/C);
increase in royalty payments;
WAG funding for events, with financial support to cover travel and
subsistence costs;
recognition of Radio Cymru as a national station;
establishing a permanent circuit for performance;
more collaboration between organisers;
financial support for travelling by the Arts Council (overseas as we as
other parts of the UK);
international distribution of Welsh recordings;
‘Take it away scheme’ for instrument purchases.

See Supplement 4.2. for a sample list of suggestions.
To what extent does the music that you produce represent ‘Welsh culture’ in your
opinion?
See Supplement 4.3.
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Should the music industry receive funding by the Assembly? If yes, specify in
which form:
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The following graph represents the responses received to the above question:
Other suggestions provided in both Welsh and English versions of the
questionnaire included the following:
•
•
•
•
•
•
•

funding to establish a royalty-collection body;
top-up income from PRS/MCPS royalty payments;
national strategy to promote Welsh music;
core resources incl. instruments.
funding for educational resources and workshops;
gig promoters;
venue improvements.

Several responses however expressed that neither the music industry nor the arts
in general should not receive public funding.
For a sample list of suggestions, see Supplement 4.4.
Give four words or phrases that conclude the following statement most suitably:
‘The music industry in Wales is vital to Welsh culture in general because:’
See Supplement 4.5.
Any further comments?
See Supplement 4.6.
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