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Introduction
Gilane Tawadros,
Chief Executive

Established by artists for artists,
DACS is a not-for-profit visual arts
rights management organisation.

Richard Hamilton
Swingeing London 67 (f),
1968-69
Screenprint on canvas,
acrylic and collage
67 x 85 cm
© Richard Hamilton.
All rights reserved,
DACS, 2010.
Richard Hamilton was one
of the first major artists to
join DACS in the 1980s.
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DACS was established 25 years ago by artists for
artists. Among its founding artists were Eduardo
Paolozzi, Susan Hiller and Elaine Kowalsky. DACS
was set up to ensure that artists’ rights were
protected and that those rights were recognised
both financially and morally.
Over the past two decades, the visual arts in all their
forms have contributed significantly to Britain’s multimillion pound creative industries. Today, protecting
artists’ rights is even more important to ensure a
thriving visual arts sector.
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DACS translates rights into
revenues for artists.

DACS promotes the value of
artists to society and culture.

DACS exists to generate and distribute money to
artists, which in turn, helps to sustain their practice
and livelihood.

We actively lobby on behalf of visual artists and their
right to be recognised and rewarded for their work.

Today we represent nearly 60,000 artists and in
2009, we distributed over £6.1 million of royalties to
artists and their beneficiaries. Royalty payments are
paid to a wide range of artists and can range from
£10 to £10,000.
We are committed to maintaining and growing
revenues for artists at a time when the digital domain
creates both challenges and opportunities.
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Culture is built from the contributions of thousands
of photographers, fine artists, illustrators, cartoonists,
designers, architects and other creative individuals
and it is vital that society strikes a balance between
protecting their rights and increasing public access
to images and artworks.
DACS has an important role to play in ensuring that
policy makers and opinion formers recognise the value
of the contribution that visual artists make, not only to
the economy but to society as a whole.
9
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DACS has its eye on the future.
We are exploring ways in which we can support
new and emerging practices in the visual arts so
that artists can generate income from these new
forms of practice.
We are also developing innovative new revenue
streams so that artists and their practice can be
sustained now and in the future.
Research and innovation are the key touchstones
for DACS’ future strategy and development.
Hew Locke
Detail: Congo Man, 2007
C-type photograph
231 x 182 cm
© Hew Locke. All rights
reserved, DACS 2010.
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Eduardo Paolozzi
B.A.S.H. (Blue), 1971
Screenprint in colours
85 x 70cm
© The Estate of Eduardo Paolozzi.
All rights reserved, DACS 2010.

In the months and years ahead, DACS
will need to be at the cutting edge of
developing new licences, services and
products that benefit both artists and
consumers.
Over the past year we have been working with the museums
sector and higher education sector to design licensing
solutions for a digital age. These new licences will seek
to allow museums and educational institutions to take full
advantage of digital technology in an affordable way while
ensuring that artists are recognised and rewarded.
There are undoubtedly significant challenges in the year
ahead but DACS is more committed than ever to ensuring
that the UK’s visual culture remains vibrant and influential
both now and in the future.
12
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What does DACS do?
We collect and distribute royalties to
visual artists through our three rights
management services: Payback, Artist’s
Resale Right and Copyright Licensing.
In 2009, we paid a total of £6.1 million
of royalties to over 13,000 artists
through these services. We take a small
administration charge for the royalties
we collect on behalf of artists to cover
operating costs.
To download a copy of DACS’
annual audited accounts please visit
www.dacs.org.uk

Royalties paid to artists by DACS
2005 – 2009

Payback

Artist’s Resale Right

Copyright Licensing

Our Charges in 2009

DACS operates a collective licensing scheme
for situations where it is impractical or
impossible for visual artists to license their
rights on an individual basis; for example,
when a university wants to photocopy pages
from a book that features their work.

The Artist’s Resale Right gives visual artists
a share in the ongoing commercial success
of their work by entitling them to a percentage
of the sale price each time their work is resold
through an auction house or a commercial
gallery.

For artists and their estates, effectively
managing the licensing of their copyright
can be complex and time consuming.

UK Royalties
Payback			
Artist’s Resale Right
Copyright Licensing

23%
15%
25%

Negotiating on behalf of visual artists, our
Payback team secures collective royalties.
In 2009, 11,628 successful claimants
received a share of £3.1 million of Payback
royalties.

In 2009, £2.4 million of Artist’s Resale Right
royalties were paid to over 840 artists.

Overseas Royalties
Payback			
Artist’s Resale Right
Copyright Licensing

23%
15%*
15%*

These royalties come from a range of
collective licensing schemes including:
• Photocopying books and magazines
• Slides created for educational use
• Recording TV and radio programmes
in schools, colleges and universities
• Simultaneous cable re-transmission of
UK terrestrial and BBC digital broadcasts
Artists who have benefited from Payback
include photographers, illustrators, sculptors,
cartoonists, fine artists, animators, architects,
designers, craftspeople and other visual
artists whose work has been reproduced in
publications or on television.
Payback royalties are paid to successful
claimants in December each year.

The Artist’s Resale Right currently only applies
to living artists. Visual artists who benefit from
this service include fine artists, bookbinders,
photographers, sculptors, furniture designers
and ceramicists. For details of the criteria for
eligibility please visit www.dacs.org.uk.
DACS pays these royalties to artists 12 times
a year, at the end of each calendar month.
Resale royalties can only be paid to artists
via a collecting society such as DACS.
We ensure that artists receive their royalties
from qualifying sales not just in the UK but
also internationally through our network of
sister societies.
DACS is now preparing for the UK
Government’s implementation of the Right for
artists’ families and beneficiaries in 2012.

DACS takes away the administrative burden
by acting as an agent on behalf of artists
and their beneficiaries. We negotiate
licensing fees with customers as well as
terms of reproduction and contractual
arrangements, enabling artists who use this
service to focus on creating new work.

* charge increased to 15% in April 2009

In 2009, £615,000 of Copyright Licensing
royalties were paid to more than 920 artists
and their estates.
Copyright Licensing benefits artists whose
work is used commercially – for example on
t-shirts or greetings cards, in a book or on
a website.
DACS pays artists these royalties four times a
year in February, May, August and November.
Our licensing service has recently benefited
from a new IT infrastructure and over the
coming year these improvements will
ultimately ensure that we can remain
responsive to the changing needs of our
Copyright Licensing artists and customers.

Since 2008 we have reduced our Payback
administration charge from 25% to 23%.
Successful claimants will enjoy a further
reduction in our charge to 22% in 2010.
14
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The Economy
of Art

How do we begin to measure the value of art at a time when
other parts of the economy which we believed to be valuable
have proved to be a chimera? In the aftermath of the recent
global economic crisis, the value of assets on which multi-million
pound financial transactions depended, have been revealed
to be worthless. Should this change our perception of what is
valuable? Is it time for us to re-assess what we designate as
our nation’s assets?
The Economy of Art debate addressed how society attaches
value to what visual artists do and make. Panellists questioned
whether society fully understood the “value chain” from the point
at which an artist has an idea, to the process of making work, to
the economic impact of the creative industries as a whole. What
follows is an edited transcript of that discussion.

In November 2009 DACS hosted the first
in a new series of high-profile debates on visual artists
in the 21st century.
Chaired by Alan Yentob, a distinguished panel
comprising artists Susan Hiller, Paul Graham,
Michael Landy and Alan Freeman explored the value
of the visual arts to the economy and society at a time
when the value of traditional economic sectors are
being seriously challenged.
16

Images above, the panel from
left to right: Paul Graham,
Susan Hiller, Alan Yentob,
Alan Freeman, Michael Landy
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Alan Yentob (AY):
To start this debate off, let me begin
by framing the discussion. We’re
talking about value and the way that art is
valued not just by individuals but by public
institutions. How do they value artists and
how do they represent their interests?
Susan Hiller (SH):
I have a very cynical view of the
way art is valued. There is a vast pool of
underpaid people propping up a huge
superstructure of salaries: people in
institutions, museums, people making a
profit from art, those buying and selling, and
the people who work in those situations. In
both the private and public sectors, we have
people benefiting economically from art and
yet ‘what is it about what artists do which
makes them so very special and particular
and different?’ In order to answer that, you
have to see that all societies have something
or other that we could call art and the
producers are treated with enormous regard.
In some societies they are outcast people,
who take almost ‘polluted’ materials and
make them into objects of value and it’s
through that transformative process that
the value is achieved and then of course we
have societies such as the Renaissance in
which well known and adulated artists were
working for the State in a sense. This is the
range of treatment that artists get. There are
artists, a movement of people called artists,
and then you have all these other people
who have more clearly defined roles that
wouldn’t exist if it weren’t for artists. If there
were such a thing as a successful arts strike,
which there never has been, I think a lot of
people would be in trouble.
Paul Graham (PG):
As an artist no one welcomes you
with open arms into the world, you have to
force your way into it by making your art and
trying to get exhibitions. I remember being
very angry in a practical way about how
difficult it was simply to get invited in to see
a show, even to get a card to a private view.
And all these people who had salaried jobs,
who were working in institutions or had a
gallery and made money, all the auctioneers,
they were all invited and none of the artists
were. And even being more established, this
still didn’t change. At the point when I was
curating an exhibition, I insisted that for
every person on the invitation list who gets
a salary – every writer, every critic, everyone
who has a paid job at the Arts Council –
there should be a one- to-one ratio to artists
who are invited. This is a very small practical

The Panel
Alan Yentob
(Chairman) is the Creative
Director of the BBC and Editor
and Presenter of the Imagine
programme.
A celebrated and award-winning
programme maker, Alan became
the BBC’s Creative Director in
June 2004.
Susan Hiller
is an American-born artist, living
in the UK.
Her practice encompasses
installation, video, photography,
performance and writing.
Paul Graham
is a UK-born, New York-based
artist photographer whose work
uses and abuses the classic genres
of photography to map a cultural
and social topography.
Alan Freeman
works for GLA Economics, the
Mayor of London’s Economics Unit,
where he leads the Unit’s work on
cultural economics and
city comparisons.
Michael Landy
is a London-born artist best known
for the performance piece-cuminstallation, Break Down (2001),
in which he destroyed all of his
possessions.

To quote John Maynard Keynes
directly, he said: “If I had the power
today I should surely set out to
endow our capital cities with all the
appurtenances of art and civilisation
on the highest standards of which
the citizens of each were individually
capable, convinced that what I could
create, I could afford – and believing
that the money thus spent would
not only be better than any dole, but
would make unnecessary any dole.”
Alan Freeman

DACS Debate
point, which demonstrates what Susan is
saying about the superstructure and the
way that artists sometimes feel marginalised
from the industry.
AY: We’re saying that the relationship
and the ratio is the wrong way around; that
the dependency of the artist on these groups
and organisations should really be the other
way around. In other words, the artist, you’re
suggesting, doesn’t get enough respect?
Michael Landy (ML):
I remember when I first left college,
one was expected to serve out one’s time at
a certain point and then maybe someone
would give you an exhibition a bit further
down the line. This particular day Damien
[Hirst] came up with the idea of putting
on an artist exhibition called Frieze, back
in 1988, the year that I left college. At the
beginning, we imagined that we could do
it for ourselves. We could circumnavigate
the commercial gallery, we could represent
ourselves, sell our own work and work for
ourselves but that didn’t last very long.
AY: Why didn’t it last very long?
ML: Because people get poached. It’s
not a collective, as in a group ethos. They’re
a motley bunch of individuals basically.
AY: That is an interesting point in
itself; that the whole nature of being an
artist is that you are an individual more than
anything. So the idea of a collective of artists
is a tall order isn’t it?
Alan Freeman (AF):
I think we need artists because only
artists can get us out of the recession. John
Maynard Keynes said the same, that’s why he
set up the Arts Council.
AY: When the Arts Council was
imagined by Keynes, his idea was that it was
‘for the artists’. Well clearly that hasn’t quite
worked out the way he expected.
AF: To quote Keynes directly, he said:
“If I had the power today I should surely set
out to endow our capital cities with all the
appurtenances of art and civilisation on the
highest standards of which the citizens of
each were individually capable, convinced
that what I could create, I could afford – and
believing that the money thus spent would
not only be better than any dole, but would
make unnecessary any dole.”
I think his point was that you don’t
actually have a society capable of consuming
what the artist has produced, until long
after. That’s when you realise the virtues.
That’s why I think artists actually hold
the key to economic recovery. We should
invest in them now, because if you look
18

back, every great advance in civilisation is
shaped by artists. We have a tremendous
obsession with the ‘things’ of life, and don’t
understand the economic role of spiritual
and cultural activity. In economic history,
everybody talks about the material form of
the book - the printing press, paper, and so
on, but they don’t talk about literature or
reading.
With cultural innovation, you don’t really
know what you’re getting until afterwards.
If you create a framework, then people will
subscribe to it, so it has value for the future.
Artists have an effect on all of us. There is an
enormous amount to get from simply being
surrounded by design and art and culture.
AY: We have aesthetic pleasure from
buildings we look at, from spaces we’ve
created, and all these things, one way or
another, are made by artists and artisans
and they are the environment and spaces
in which we live and ‘put like’ that it is
important.
SH: You’re saying there are aesthetic
pleasures, or spiritual ones and I would
probably go along with that. But I think that
we’re too far down that road that mystifies
what it is that artists do and a lot of the
work of the past years in art has been an
attempt to do away with that romantic idea,
the last expression of which was Abstract
Expressionism. Since then nobody has
really wanted to go back there.
AY: The aesthetic argument is
not meant to undermine the other more
disturbing aspect of art, the working process
of the mind. [Turning to Michael Landy],
when you took you all your possessions and
destroyed them in Break Down, this clearly
was and is a work of art, an expression
of an artist, and you were also making a
comment on society and value and about
consumerism among other things, so this
was not a taboo area for the artist to explore?
ML: My work talked about an
examination of consumerism, literally taking
things apart, trying to understand them.
My possessions, such as my fax machine
had one value, my telephone a certain value
and then I shred it and it had a different
value. The fact is it wasn’t functional value,
I couldn’t use the phone or I couldn’t send
faxes any more, but it had a different value.
AY: So in the other sense, one of
the reasons why art is so essential to those
of us who care about it is because it is also
a way of understanding the world and all
its beauty, its horror, its complexity and its
simplicity. The process that you go through

And it’s interesting how a
government can have a strategy to
make things happen. It’s surprising
that these things do work, like the
Farm Security Administration (FSA)...
this was engendered entirely
by an enlightened government
programme.
Paul Graham

My work ( Break Down) talked about
an examination of consumerism,
literally taking things apart, trying to
understand them. My possessions,
such as my fax machines had one
value, my telephone a certain value
and then I shred it and it had a
different value.
Michael Landy

makes people think differently and feel
differently about things that they didn’t
expect.
PG: And it’s interesting how a
government can have a strategy to make
things happen. It’s surprising that these
things do work, like the Farm Security
Administration (FSA) set up during the
Great Depression in America, and the
way that I know about it is through the
photographic art that they commissioned –
Walker Evans, Dorothy Lange – who
went out to make social documents of
Dust Bowl life and then produced one
of the most powerful bodies of work in
pre-war American photography. This was
engendered entirely by an enlightened
government programme.
AY: What is the trigger for these
things? If we’re talking about the
Renaissance, well, wasn’t it the Medicis and
the others who had the means or the money
to enable its path? Someone had a vision
didn’t they?
PG: Of course they did but in this
case it was Roy Striker at the FSA. The
problem is that for every success there
are the ones that fail or where art has
been manipulated by governments, from
Communism to Fascism in Nazi Germany to
the CIA promoting post-war contemporary
American art. Art has been manipulated in
ways both good and bad.
AY: Let me ask another question.
We are talking about economic value and
to some people, the economic value placed
on art – whether it’s $25million or not very
much – might appear to be a distortion of its
value. Does that distort the true value of art?
Is it the people who run all of this who are
exploiting and manipulating the economic
value and thereby, damaging art?
SH: Forget about the Renaissance,
we’re not in the Renaissance. We’re
wherever we are and the fact is that works
sell for a huge amount of money and are
prestige symbols, just as when an Ashanti
Chief commissioned a mask for a dance;
it’s always a status thing to have the best
art, whatever your society calls the best art.
That seems to be universal, that’s not the
problem. I think the problem is that there
is an absolute conflation with the economic
value of art. When people started saying
to me about 10-12 years ago, “Oh, I’m so
excited about art!” I said: “No you’re not.
You’re excited about money.” So art becomes
just a token of the money and that is harsh
for artists.
19
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Paul Graham
Burning Fields
Melmerby, North Yorkshire,
September 1981
from the series
‘A1 The Great North Road’.
Colour photograph
40 x 50 cm
© Paul Graham 2010.
Paul Graham
Pittsburgh, 2004
(Lawnmower Man)
from the series
‘A Shimmer of Possibility’.
Pigment ink prints, 9 panels,
overall dimensions 78.5 x 704 cm
© Paul Graham 2010.
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AY: We’ll come to all of this, whether
it’s quite fair, I don’t know. I’m not sure I
agree actually. When Carl Andre’s bricks
were presented to the Tate 15 years ago,
there was shock and horror and the Arts
Council of Britain was worried about
upsetting anybody. I think that was a far
worse state of affairs than the way it is now.
Actually I think a lot of positive things have
happened over the last 20 years, lots of
galleries, and an explosion of interest in art.
Maybe not all of it good ...
SH: What I’m saying is that if there
hadn’t been the money there wouldn’t have
been the explosion. I’m saying that the two
worlds would collapse together. That’s why
we’re in a new situation now perhaps. It’s
interesting that art has retained its value
at a time financially where everything
else is collapsing. That means that art has
another kind of value. The buzz in galleries
in recent years hasn’t been about the great
contribution that this or that particular
painter was making to the way everyone in
the room was thinking about the world; the
thing that was interesting to everyone was
how much the paintings were selling for.
ML: The London art world is a
completely different place now to what
it was 20 years ago. There were only a
handful of galleries such as D’Offay,
Reynolds, and Maureen Paley and now there
are so many.
PG: No one can deny the economic
impact that the YBA generation has had to
the value of the arts industry in Britain in
the last 20 years or so since Frieze started in
1988 – it was phenomenal.
AF: My worry is that we are
underestimating the value of art. Surely
one of the capacities that art has is to be
transformative but one can’t necessarily pin
down the transformative effect in advance.
I was going to ask you [Michael Landy] if
you knew beforehand what the effect on
the audience would be when you did your
exhibition? Art is an engagement with
an audience, and I think that an aspect
of participation is that you don’t always
necessarily know what effect you’re going to
have on that audience.
ML: At the time people looked at
my stuff and they must have said, ‘it’s not
particularly different to anyone else’s.
Then suddenly people got it and they
made a mental inventory of how much they
possessed.
AY: One of the positive factors of
the last 20 years, I would say, is art

...art has retained its value at a
time financially where everything
else is collapsing. That means
that art has another kind of value.
The buzz in galleries in recent
years hasn’t been about the
great contribution that this or that
particular painter was making
to the way everyone in the room
was thinking about the world;
the thing that was interesting
to everyone was how much the
paintings were selling for.
Susan Hiller

and education and the way that public
institutions today, from the Tate to the
National Gallery to the British Museum are
obliged to have an education programme
of some kind that can engage and enthuse
young people so they grow up with the
arts. As a result, you will have a society
which appreciates art and can make valued
judgments, not feel unable to do so because
they have no understanding of the idiom of
contemporary art. How important is it that
art can reach the parts that other things
can’t reach?
PG: Well I’m self-taught so I didn’t
have an art education. I remember talking
to John Szarkowski who was the Chief
Curator of Photography at the Museum
of Modern Art (MOMA) in New York.
He referred to the great ushering in of postwar art photography in America: soldiers
coming back from the Second World War,
being put back into further education,
photographers employed for their technical
skills would go back into education and this
then led to the setting up of arts courses,
some in photography, some in fine art, and
then photography came into all our schools
and somehow this community of people
who are appreciative of the true art form of
photography developed.
AY: We’re not all going to be artists,
but we are all going to have our lives
enriched if we have an understanding of art
and if we grow up with it and that is after all
the purpose.
ML: In another sense though, there
are more art fairs now, there are more
galleries, and there are more artists!
PG: Twenty years ago there were
no professional photography artists in this
country who actually made a living, who
didn’t have to do something else, teach, or
do commercial work. And that has changed.
AY: Looking at art generally, the fact
that some artists’ value has inflated, that
there are stars and celebrities, has meant
that more artists of this generation can
actually make a living out of art, more so
than the generation that preceded it?
ML: A market is a market, isn’t it? I
remember the first piece of work I sold.
I remember the first time someone put
something into auction, you felt that there
was some kind of betrayal. This exchange
went on where they said they would look
after it for the rest of their lives, and then
of course, two or three years later it’s in
auction, and you take it personally. Then the
market decides how much you’re worth, the
21
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value of your art at that particular point
of time.
AY: Can you really appreciate art
if you don’t in some way participate in
producing it at some level? If you want
to make your contribution to the value of
society, you want to change the way society
participates in art. Of course, different
people play different roles in that, but
the artistic public should be a producing
public at some level, otherwise how can it
appreciate the artist?
ML: There’s nothing wrong with play
and playing with materials and all those
kind of things; there’s absolutely nothing
wrong with it.
AY: It’s important that people get
closer to art by trying to do it and that’s
what’s supposed to happen in primary
schools and other places.
SH: Do you then think that it’s a
good idea that most of the arts budget in
this country goes to projects that really
should come under education? We have to
be very clear about the difference between
aspirations for art and how that’s put into
practice. To my mind education and art
are different. When art is just art, when
any picture is art, and anything made with
materials is art, there’s no understanding
that art is actually a discourse around ideas
and fashions. It’s about values and ethics,
it’s not just painting...
AY: What you’re saying is that the
Arts Council is putting too much money
into educational projects and not enough
into artists who are struggling?
SH: If you want me to explain
why I think there’s too much emphasis
on education, what I mean by that is
that there’s too much emphasis on the
instrumental value of art. When you apply
for an Arts Council grant as an artist you

have to say which groups of people are
going to learn something from your project,
how many there will be and which ethnic
groups they come from, and so on. I think
this is really a dreadful distortion and it’s
like measuring art as though there was a
clear cut educational programme involved
in the work of each artist.
AY: I absolutely agree with that, and
one of the thorny issues that we haven’t
dealt with is this issue of measurement and
evaluation and people’s obsession with that.
Audience: I really want to call for a
rejection of using economics to understand
art, because it always brings us back to
the same question – how much? These
questions are short term and they’re all
about guarding the economy. It shows
disrespect for intellectual life. Art is more
about intellectual and cultural engagement,
not about how we can create better
products.
PG: Artists in general are engaged
with struggling to identify and expand a
creative space for themselves to work in.
That can sometimes be a completely new
space, it can sometimes be the expansion
of an existing space so that they create new
artistic territory for themselves. One of the
most powerful and creative things anyone
can do be it in photography, painting, video,
music, is to create a new artistic space and
expand our boundaries. The market then
eventually recognises that, dealers move in,
museums make shows, it becomes known
as a phenomenon, it becomes known
as a movement and economically it gets
advantageous to be used as such, for the
artists and for society. Can the government
step in and help artists in the creation
of this space, as the FSA did where they
found this artistic space between traditional
documentary and fine art photography?

Somehow the FSA inadvertently created
and established this new artistic territory
which everyone involved in the arts now
knows and recognises. Whether economists
and government institutions can step in and
help artists in this process of discovery and
exploration, is the key question for me.
Audience: What has intrigued me is
the concept of an artist strike. An equivalent
for the arts might be to close the museums
for a day. But I think you need to go beyond
that and remove art from people’s homes.
People would grasp the concept when
art is removed and this would show how
widespread it is in society and would be
more powerful in reaching the general man
on the street rather than those already in
the arts.
AY: It’s taken for granted, that’s what
we’re saying and I think that’s a point that
you [turning to Alan Freeman] started off
with, when you talked about all the things
which enhance our lives.
AF: Hasan Bakhshi wrote a paper
with myself and Graham Hitchen, because
he convinced us that a dead end had been
reached in this attempt to instrumentalise
the benefits of art. The problem is that
public choice is posed in monetary terms.
That’s a difficulty, but things could be
improved if the arts world could enter
into the debate on the same level as health
and education, and all the other special
pleadings; if you could start to say, ‘well
actually all this unrecognised value of art
may be concealed, but we can set some
numbers on it for the public funders to take
into account.’
If the art world did start to say ‘let’s
work on this with the cultural economists,
who have some methods and techniques
for estimating the value that people place
on art’, I think it would be astonished at

Michael Landy
Break Down, February 2001
Landy made an inventory of
everything he owned: the list
took three years to complete.
Over a two week period in the
former C&A department store
on Oxford Street, Landy set
about destroying it all until
nothing but powder remained.
Commissioned and produced
by Artangel
© Michael Landy 2010.
Anti-clockwise all images
courtesy of Artangel
Except image 3 courtesy of
Artangel/ Parisa Taghizadeh

A market is a market, isn’t it? I remember the
first piece of work I sold. I remember the first
time someone put something into auction, you
felt that there was some kind of betrayal.
Michael Landy
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DACS Debate
the value that the public sets on what it
does. Our provocation was to say that art
has nothing to lose by attempting to say
‘the valuation of the market is not enough,
and for this reason our funders often get it
wrong, so why don’t we try and put a value
on what we’re doing in consultation with
our public?
SH: I tried to say briefly at the
beginning that art is inevitable, it’s universal,
in one form or another, and artists have
a specific thing that they do which is
to find a format for social and cultural
values, presented out there in a curiously
complicated way, where it allows people to
reflect on it and on themselves and their
relationship to it, and thus creates the
possibility of change or stability. So it’s
inevitable, it’s going to happen without
funding.
AY: But that is its Achilles’ Heel,
isn’t it?
SH: Yes, that’s its Achilles’ Heel.
Somebody said why doesn’t art get itself
together. Who is this ‘art’? We have people
who represent artists already, and perhaps it
gets a little distant from us in that way. How
can art speak for itself except by doing what
it does?
AF: I am rather intrigued by Susan’s
idea of an artist strike. I’m trying to imagine
a grey blanket pulled over everything in the
Tate and the National Gallery, perhaps more
as a day of awareness than a day of strike.
Audience [Paul Hobson, Director,
Contemporary Arts Society]:
I think that the way financial value
around contemporary practice is articulated
is enormously complicated and involves a
very wide range of artists and galleries, the
publicly funded sector (funded by the Arts
Council), policy bodies, public collections
and collectors who are involved in an
extremely complicated and interesting range
of transactions. If we think of contemporary
art apart from economic value as a form of
both knowledge and experience production,
then the dissemination of discourse and
the critical apparatus of art is enormously
reliant upon the art world that you seem to
be saying is somehow detached from artists.
I’d like to think that we’re all in this together
but the gross instrumentalisation of the
value of culture over the last 20 or so years
means that we still talk about art as if it’s
a form of social work, or as if it’s a form of
education or regeneration of a local area, but
we haven’t worked with artists sufficiently to
identify the intrinsic value of art.

Our provocation was to say
that art has nothing to lose by
attempting to say ‘the valuation
of the market is not enough,
and for this reason our funders
often get it wrong, so why don’t
we try and put a value on what
we’re doing in consultation with
our public?’
Alan Freeman

I think art is inevitable because
some people simply have to be
artists, and they do it. The way
this discussion is going has led
me to a very strange thought,
which I will try out on everybody:
...We do what we do, because that
is what we do. That’s what we
have to do.
Susan Hiller

PG: From an artist’s point of view,
the contradiction inherent as a practising
artist is on the one hand that you value
your art above everything in your life, you
have dedicated your life and your youth,
your spirit to it for decades, whether you’ve
had success or not, and then on the other
hand you don’t value your art because as
Michael has said there’s this big shock when
someone suddenly starts putting a figure or
a number to your work, and then you have
to work out the value of what you’re doing
on a personal level. So sometimes asking
artists to value the art is a very difficult
issue because they are very conflicted about
it, emotionally they’re deeply invested,
financially they’re incredibly insecure and
unsure as to its worth.
AF: I’m just wondering about this
phrase that since art is inevitable there’s
no need to fund it. I’m surprised that’s not
more challenged because what one needs to
think about is what the world would be like
if there was no public funding of the arts,
which is the policy makers equivalent to the
artist strike. I think that the world would be
shaped by collectors and philanthropists
who by definition are people who have a lot
of money, and it would be a bit medieval.
SH: I think art is inevitable because
some people simply have to be artists, and
they do it. The way this discussion is going
has led me to a very strange thought, which
I will try out on everybody: artists are artists
and they make art. It is society which is
questioning the value of art, wanting to
talk about it. These are points you raise,
and it’s not about the artist, it’s about how
this society can be sure that it continues
to allow art to happen. What are the best
circumstances for art to happen?
We do what we do, because that
is what we do. That’s what we
have to do.

Susan Hiller
Detail: The J. Street Project (Index), 2002-2005
There are 303 roads, streets and paths in
Germany whose names refer to a Jewish
presence. Over three years Susan Hiller
visited all of them, filming and taking
photographs of these historically evocative
places. Wall-based installation: 303 archival
colour inkjets mounted on Kapaline, oak
frames, index and map in adhesive vinyl.
Two walls, each approx. 1000 x 197 cm;
dimensions variable. © Susan Hiller 2010.
Courtesy of Timothy Taylor Gallery, London.
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Max Lamb
China Granite Project, 2009
Lamb created 15 pieces
of furniture utilising
the natural beauty of
Chinese granite. Created
in collaboration with
stoneyard workers of An
Li Stone quarry during his
artist residency in China.
© Max Lamb 2010.
Courtesy of Johnson
Trading Gallery, New York.

Susanna Heron
Chantal Joffe
Martin Parr
Hew Locke
Raymond Briggs
Max Lamb

It is difficult to define a typical DACS visual artist.
We represent artists at every stage of their career
including sculptors, painters, illustrators, jewellery
designers, photographers, cartoonists, furniture
designers, printmakers, graphic artists,
to name but a few.
What unites these artists, no matter how diverse,
is their passion to gain recognition and earn an income
through their rights.
The idea for this series of portraits came out of a
desire to celebrate this diversity and explore the range
of visual artists whose rights we represent.
Over the course of two weeks in December 2009
DACS visited six visual artists in their studio spaces,
talked about their work, their rights and about DACS.
This is an ongoing series and the resulting
artists’ profiles are documented
on the following pages.
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Susanna Heron
Susanna Heron is an artist who has
gained international recognition for
her collaborations with architects
and large-scale site specific works.
She was made an Honorary Fellow
of the Royal Institute of British
Architects in 1999. She is the
daughter of the artist Patrick Heron
(1920-1999). Susanna lives and
works in London.
www.susannaheron.com

What inspired you to become
an artist?
I never thought of being anything
else.
You started out as a jewellery
designer before moving into
sculpture? What prompted you to
make this transition?
I started making sculpture 30
years ago after abandoning a career
making jewellery which had ceased to
provide sufficient scope. Nevertheless my
preoccupation with the body and the space
through which we move persists. As well
as my studio work, I make commissions for
site specific works that are integrated into
the structure of buildings. It enables me
to work on a scale I would not otherwise
be able to command. I am more interested
in making spaces than objects and often
apply a two dimensional pictoral language
to a three dimensional site. I work with
drawings and relief. I see my work as
time based, partly through its relation to
movement and light.
Can you describe your studio and
how you work?
After many years in a SPACE studio
near the Olympic site in East London,
I have a studio in Shoreditch which has
changed my life. It is a beautiful quiet
studio with top light in a vibrant part of
London. On a sunny day I feel I have spent
the day out of doors and can still go out
to my favourite Italian café Franze and
Evans for lunch. It reminds me of Soho,
New York where I lived for a while in the
late seventies.
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What work are you most proud of?
A few years ago in Tokyo I made
a 14m by 14m etched and sandblasted
structural glass wall which reflected in
water. More recently I collaborated with
Stanton Williams architects on the façade
of the House of Fraser in Bristol. The work
incorporated a series of sheer reflective
planes and subtle edges milled into an
organic cast bronze façade. The visual
weight and acoustic of bronze next to a very
busy road somehow recalls the noise and
metal of a marine shipyard.
What are the challenges of making
site specific art work?
Making work that is integrated into
the building contract is challenging. I work
closely with my Project Manager, architect
Mary Hogben, to make sure the work is
not compromised during the construction
process . The most interesting thing about
working with buildings is the interaction
between the two distinctly different
disciplines of architecture and art.
The context is an integral part of the work
and needs to be protected. Changes to
the site both during and after construction
can undermine the artist’s intention and
defeat the work.
What are you working on now?
A deep stone relief for the lecture
theatre to the new Sainsbury Laboratory in
Cambridge Botanic Garden. The building
will house Darwin’s and Henslow’s
collections of plants. Such a rich resource
enables me to make a new body of work
alongside the commission, continuing
earlier passions for plants and landscape.

How did you first find out about
DACS?
Through my father Patrick Heron
who joined DACS in the early nineties.
I manage the copyright issues of his estate
and amongst other things look after the
paintings and archive with my sister,
architect Katharine Heron of Feary and
Heron Architects.
How has DACS helped you as
an artist and the estate of
Patrick Heron?
I get royalties through Payback for
my own work and I also receive royalties
from Patrick’s work which is a welcome
revenue that we would not otherwise
receive.
Why is DACS important to you?
As we do not currently have any
help with the estate administration,
working with DACS means that a record
of publications is maintained and they
act as a first point of contact when others
wish to licence Patrick Heron’s images.
Most importantly it enables me to maintain
quality control over reproductions
although the timescale can sometimes be
limiting.
Finally, what do you see as the
greatest challenge for new and
emerging artists today?
There is no greater challenge than
to make good work. Your best work is
always ahead of you.
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Have you always wanted to be painter? I remember the first proper exhibition I saw was when I was at school and it was a big
Renoir show that I thought was fantastic. It was a revelation to me. My mum is a painter and although we did do a lot of art as children,
as a family we didn’t go to lots of exhibitions.
What were your early influences? I’ve always loved Soutine, Baselitz. I also love
photography and I remember at art school seeing Diane Arbus’ work for the first time and being stunned as I hadn’t really known
photography had existed in that way before.
You started out at the time when painting wasn’t very popular at art school in the
1990s? What was that like? I still think painting is really uncool and it has been for some time. I graduated from my BA and MA from
the Royal College of Art in the early 1990s, just as Goldsmiths emerged and took off. I was always conscious of it but this is what I am
and you can’t be anything you’re not. For me there is no other. I don’t think of the world in such a way that lends itself to conceptual
art [laughs].
What interests you about painting the female form? You paint what you know and what you are best at… if you’re
a writer you tend to write as a male or female voice and I suppose I paint as a female voice. I generally find women more interesting to
look at as a painter, men are visually more homogenous to me.
Can you describe your studio? I’m based in East London and
I’ve been here four years. I have had lots of studios in my time and this is certainly the best. I tend to come in quite early but there is no
set day. There are days when I just paint but then other times I’ll make collages, draw or look at art books. Other days I’ll read or listen
to music. Sometimes it’s just dead time, when you are waiting for something to happen in your head.
How did you first find out
about DACS? You wrote to me about the Artist’s Resale Right. I remember envelopes kept arriving addressed to me from DACS. At first
I ignored them. I didn’t know if it was some weird con [laughs] and then it occurred to me that I wouldn’t get any royalties if someone
didn’t collect them, so I signed up! It’s a brilliant service. I like the fact that you provide me with a little statement so that I can keep
track of the royalties I get. That’s so useful because as an artist unless you spend your life ‘Googling’ things you wouldn’t know what sells
on the secondary market at all.
Is copyright important to you? My work does get used in magazines but usually I know about
it because someone has asked me but I don’t necessarily get paid for it. I suppose I always see it as a good thing having your work out
there. I mean I haven’t had my work copied like Gillian Wearing’s did for that advert – that would be depressing. In a funny way I am
often doing the opposite, using advertising for my inspiration.
So does your inspiration come from advertising? Yeah I guess,
advertising, photography, magazines, anywhere really, I’m not that picky. I like other people’s photos. I love billboard posters, I like
contemporary life and city life – I like the bigness. In Hoxton you get those massive billboard posters – even if they are for Marks and
Spencers, I really love that.
What have you got lined up in 2010? I have a group show at Victoria Miro. I’m also doing a show in
Amsterdam with the fashion photographer Miles Aldridge. We did a project for Paradise magazine where I painted his wife who was a
supermodel in the 1980s/90s and Miles photographed her in my studio.

DACS Artist Profile

Chantal Joffe
Chantal Joffe is best known for her
expressive portraits of women and
children. She initially studied at
the Glasgow School of Art before
completing her MA in Fine Art at
the Royal College of Art in 1994.
Chantal has exhibited nationally
and internationally in both group
and solo shows and in 2006 won
the prestigious Royal Academy of Arts
Charles Wollaston Award.
She lives and works in London.
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Have you always wanted to be a photographer?
My grandfather was an amateur photographer and a very
keen one. As a teenager I went to stay with him near Bradford
and he gave me a camera and we went round shooting together,
processing the film, making the prints and so by the age of 13 or 14
I had decided I wanted to become a photographer.
When I started there was no real established independent
photography in the UK – it was a marginalised activity. Now of
course photography is regarded as an integral part of the art world,
though the status of photography in the UK is still much lower
than in Europe. We’ve only recently got a curator of photography
at the Tate while the international equivalents such as MOMA New
York have had photography departments for many years.
Which photographers have influenced you?
I was influenced initially by the British photographer Tony
Ray Jones and then Lee Freidlander, Garry Winogrand and Robert
Frank. More recently I have taken on board European influences
like the Becher School. Of course the other person who has really
influenced me is the photographer ‘Anonymous’. He’s very famous.
You know the photographs you see on postcards which are taken
by unknown photographers. Probably the best photographer of all.
Does Anonymous make any claims with DACS? [laughs]
What has been the most difficult location to photograph?
I love photographing the British seaside but this is a
subject which is increasingly more difficult. If you photograph
kids on a beach you are likely to be arrested or questioned by
nervous parents because they think you have ulterior motives.
That’s something that didn’t happen when I started out. There is a
definite shift in public persona of the photographer and now you
have the police with their increasing powers and determination to
suppress the right we have to photograph in public places. We have
to fight very hard to keep that right.
Where else would you like to photograph?
There are many places I still want to go so the sky’s the

limit. I also want to continue photographing Britain as I love it
here. But there are never enough hours in the day and of course I
have to do meetings, interviews and lectures and VAT and all those
other things that are sent to try us. That’s why I have an office in
London to help me - they do all my day-to-day work. It gives me
more time to shoot, meet people, go to openings and all the other
things that are involved in the life of a photographer.
How long do your assignments usually last?
They can be anything from ten minutes to six weeks. I only
bring one camera with me but if it’s a very important job abroad I
might bring a spare.
Looking around your studio you are also something
of a collector…
Yes, for many years now I have been collecting everything
from Saddam Hussein watches through to Margaret Thatcher
teacups. I also have a very big collection of prints by British
photographers. I am a great believer in the strengths of British
documentary photography. I think this has been undervalued
which is probably why I have been able to buy it quite reasonably.
What do you see as the biggest challenge for
photographers today?
Keeping their own copyright. Ultimately it is your pension
and of course DACS helps in generating income which goes
towards that. For me it’s very simple - I won’t do a job if they make
me assign my copyright. If you are not an established photographer
this is very hard to do and that is exploitation. The only way to fight
this is to be more assertive.
What are you up to this year?
I have many projects happening this year. I am working on
a book about Latin American photobooks. I have a commission
in Sandwell. I am travelling to India and having a show there and
then a couple of shows in America. In October I am curating the
Brighton Photo Biennial.

DACS Artist Profile

Martin Parr
Martin Parr has developed an
international reputation for his
innovative imagery, his oblique
approach to social documentary,
and his contribution to
photographic culture in the
UK and abroad. In 1994 he became
a full member of Magnum.
Martin Parr will be curating
the Brighton Photo Biennial in
October 2010.
www.martinparr.com
32

33

DACS Artist Profile

Hew Locke

Where do you get your inspiration from?
I recently visited Venice, and I am currently obsessed with Halberds I saw in the
Doge’s armoury. Previous obsessions have included Plaster of Paris Rastafarians, Indian
miniatures, Mexican toys, fish stall displays and Tintoretto’s Last Supper.
What are you working on at the moment?
After a long absence, I have now returned to producing images of the Queen –
there is one on my studio wall at the moment, with a face full of hair grips and sabre-tooth
tigers, dripping beads down the wall onto the floor like blood.
I’ve also recently published a limited edition book of my photographic series ‘How Do You
Want Me?’ through French publishers Editions Jannink. Each book contains a rosette I
made especially for this limited series.
Is there a particular work you are most proud of?
All of them. I don’t let anything out of my studio I am not happy with.
What’s your studio like?
Like many other artists my studio is in Hackney, East London. It is stuffed full of
boxes of my materials – fabrics, textiles, toys, plastic dinosaurs, lizards and gorillas, old
share certificates, boxes of transparencies, photographs ready to be painted on, pastels.
You’ve been a member of DACS for some time. How did you find out about us?
I first heard about DACS through my wife Indra Khanna.
What does copyright mean to you?
Protection. There are too many people out there who are not willing to ask
permission before publishing work – taking potential income away from me. There seems
to be a feeling that an artist’s work is for ‘free’. DACS gives me a bit of mental relief in this
area. I know it is a cliché but – if you hire a plumber to do a job, you expect to pay them. I
have no idea why people think this doesn’t apply to artists.
What’s in store for 2010?
I am working towards a solo show and commission for ArtSway and a public art
project in the 18th Century Brunswick cemetery gardens in Bristol.

Born in Edinburgh, Locke moved
to Guyana where he spent his
formative years before returning
to the UK in the 1980s. In 1994 he
completed his MA in Sculpture at
the Royal College of Art. In recent
years Locke has focused on his
fascination and ambivalence around
ideas and images of Britishness
in a global context, such as the
Royal Family. Locke explores global
cultural fusions, creating complex
sculptural collages with an eclectic
range of objects, including mass
produced toys, souvenirs and
consumer detritus. He lives and
works in London.
www.hewlocke.net
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Raymond Briggs
As an illustrator, cartoonist and
author, Raymond Briggs has won
critical acclaim and popular success
for his children’s books. Raymond
studied at Wimbledon School of Art
and at the Slade School of Art.
He has won numerous awards
including the British Book Awards
‘Children’s Author of the Year’.
His studio is at his home
in Sussex.

Did you always want to be a
cartoonist?
At 10, I wanted to be a reporter.
By 13 this had changed to cartoonist. Both
meant working for printing, not fine art.
How did you move into creating
work for children?
The main fields for the illustrator
are advertising, magazines and newspapers,
and books. Advertising pays best, but with
boring stuff to illustrate. Books pay the
worst of the three but has good stuff to
illustrate. But soon I realised that books
meant children’s books! This dismayed me
at first, but even so, it couldn’t be worse
than advertising.
What I loved about your books as a
child was that they are very honest
and they didn’t have happy endings.
Was it always your objective to be
so honest?
No, I don’t have any objectives, nor
do I “aim” the book at a particular audience
or age group. I start with a fantasy: Father
Christmas, Fungus the Bogeyman, The
Snowman, then imagine it is wholly real
and treat it logically.
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What comes first when creating
your books?
First comes the writing; the script.
Then in a so-called graphic novel you have
to become a film director and visualise
it. You then take on all the jobs of a film
crew – actor, costume designer, set designer,
lighting designer and cameraman.
You then have to design the book and draw
and paint it all. Then you do the endless
hand-lettering. It all gets very tedious and
is not to be recommended.
Do you have a favourite character?
Ethel and Ernest, my book about
my mother and father, simply because it
is about my parents and my early life in
Wimbledon Park.
Do you have control over how
your work gets reproduced?
No, I don’t have any control over the
merchandising. It would be a huge task as
there are thousands of items. I would get
buried beneath the avalanche if they sent
things for approval. I disapproved of the
Snowman being used to promote “Irn Bru”,
Kentucky Fried Chicken, and lavatory paper,
but business people don’t understand how
a creator feels about his own work. These
characters are part of yourself.

You have claimed Payback through
DACS for a couple of years. How
did you first find out about DACS?
I received the forms every year
and it always looked too complicated.
Thankfully Nik (Payback Manager at DACS)
was tremendously helpful and he helped
my assistant Sue complete the form. I think
it’s a wonderful idea.
Are you working on anything at
the moment?
Yes. I’m doing a big fat book on old age
and death. It’s been going on for two or
three years now as it is over 150 pages of
writing and drawing. The writing is more or
less done, but the thought of 150 pages of
drawing is overwhelming and intimidating
– particularly as I was 76 recently.
Is it a children’s book?
No, though you never can tell.
There is pain and suffering in it, but these
feelings are not unknown to children.
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Max Lamb
Designer Max Lamb completed
his degree in Three-Dimensional
Design at Northumbria University in
2003. In the same year, he won the
Peter Walker Award for Innovation
in Furniture Design, followed by a
Hettich International Design Award
in 2004. Lamb completed his Masters
Degree in Design Products at the
Royal College of Art in 2006 and
went on to work with Tom Dixon
designing furniture for his Special
Project series. He launched his own
design practice in London in 2007.
www.maxlamb.org

What made you want to become a designer?
I had a creative childhood spent in Cornwall playing on
the beach building castles and also on my grandpa’s
farm in Yorkshire.
Are there any designers who have influenced your work?
I wouldn’t necessarily say influence but I have admiration
for certain designers, especially from my education at the RCA,
my two main tutors there, Martino Gamper and Tom Dixon, have
helped me find my way.
How do you describe your work? It feels very natural and
organic but the processes you use are very complex.
Some are very complex but also others are quite primitive. For me
what I really want to do is exploit a process to its full potential and
if that means doing it in an old school crafty way, that’s what I’ll do
but the result doesn’t necessarily look like it’s made by a hobbyist.
I am a fan of very basic tools and elemental materials: chunks of
granite, pure copper and metals and clay as well.
Tell me about your studio?
This is my workshop and my home. I work, cook and
sleep here, sometimes have parties and occasionally fill it with a
polystyrene foam mess. It’s probably considered a big space but
everything happens here and I work with objects which require
a lot of space to store. If it is good enough weather then I move
a trestle table outside. My work is very low tech and uses few
resources so that I can do it almost anywhere. I can go to the beach
and do sandcasting or to a quarry and carve bits of furniture.
Outdoors, surrounded by cliff walls or on the beach or in a quarry,
is a really fantastic place to work. I feel very comfortable there.

When I am sat at my desk or computer writing, emailing and
making telephone calls, I’m not happy. I get a bad back!
How did you first find out about DACS?
I had a letter from DACS saying that one of my works had
sold at auction in London and that I was eligible for Artist’s Resale
Right royalties which was a nice surprise. I had heard of resale
royalties before. One of my works sold at auction in New York
although I later found out that it didn’t qualify because it was sold
in the States.
How did that feel to know your work sold at auction?
I was in New York at the time of the auction so I went and
saw it at the preview. It was in between a Ron Arad piece and an
original Jasper Morrison and so it felt quite nice [laughs]. It does
make me wonder why people buy art and design in the first place.
Is art and design purely for investment purposes or are people
collecting objects because they love them? I’ve sold items to lots
of people and I think only two or three things have come up at
auction but then again I have only been making things for the last
four years.
Is your copyright important to you?
When I started out I was very paranoid about people
copying my ideas. Actually since then my attitude towards
copyright has actually relaxed somewhat and I think it depends on
who you are and what stage you are at. I have had a lot of support
from the media. I think as long as I get it out there and seen with
my name on it that’s as good as acknowledging my copyright.
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The Board
of Directors

1. Andrew Potter
Andrew has a background in music and publishing with
previous posts as Chair of the Performing Right Society
and the MCPS-PRS Alliance, and as Publishing Director
at Oxford University Press. Andrew joined the Board as
Chair in December 2005.
2. Brendan Finucane
Brendan is a QC specialising in criminal and regulatory
law. He is a Trustee of a number of arts organisations
including Tate Members and the British Museum
Friends. He is a collector of art. Brendan joined the
DACS Board in January 2010.
3. Matthew Flowers
Matthew is a contemporary art dealer. As Managing
Director of Angela Flowers Gallery he oversees three
art galleries located in London and New York. Matthew
joined the DACS Board in 2008.
4. Sue Gollifer
Sue is an artist, academic, curator and leading authority
on new technologies in fine art practice. Sue is a
member of DACS and joined the Board in 2000.
5. Antony Gostyn
Antony is a solicitor at Swan Turton and has been
involved with DACS since its inception. After five years
on the Board, Antony stepped down in December 2009.

We are governed by a Board of Directors who
bring a wide range of talents and experience to
DACS. The Board includes artists, lawyers and
other professionals with an interest in artists and
their intellectual property. The Board ensures
that DACS fulfils its mission to translate rights
into revenue and recognition for visual artists.

6. Conor Kelly
Conor joined the DACS Board in 2008. He is an artist
and musician based in London. He is known for his
sound installations and music and increasingly works
with film and video.
7. Herman Lelie
Herman is a graphic designer specialised in designing
with artists and art organisations for more than 20
years. Herman joined the DACS Board in 2009.
8. Emily Thomas
Emily is a founding Director of innovation firm, Aequitas
Consulting. Her recent appointments include a number
of special adviser roles to the Chancellor and to the
Secretary of State for the Department of Trade and
Industry. Emily was also a policy adviser to the Design
Council. She joined the DACS Board in January 2010.
9. Gwen Thomas
Gwen is Executive Director of Business and Legal
Affairs at the Association of Photographers (AOP). She
joined the DACS Board in 2000.
10. An Vrombaut
An is a picture book illustrator and author. She also
designs, writes and directs animated films and is
perhaps best know for creating the pre-school TV
series 64 Zoo Lane. An joined the Board in 2009.

Simon Stern (1943-2009)
DACS was greatly saddened by the death of Simon Stern
in March 2009. Simon was a talented illustrator who
worked almost every branch of the profession during his
30 year career. He was a mighty, engaging and articulate
champion of illustrators and their rights and served on the
DACS Board from 1992-2008.
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Susanna Heron
36 Elements: Glass Wall, 2001-02
Five storey sandblasted and
etched structural glass wall and
reflecting pool, Tokyo.
© Susanna Heron 2010.
All rights reserved, DACS.
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The Creators’
Council

1. Derek Brazell
Derek is a regular Payback claimant and is an illustrator
known for a successful range of children’s books. He
also works closely with other illustrators through his
position at the Association of Illustrators.
2. Peter Dazeley
Peter is a London based award-winning fine art and
advertising photographer. He is a regular Payback
claimant.
3. Gaynor Maher
Gaynor has worked in advertising and graphic design
since 1985 on both client and agency side. She now
runs her own design agency in Bedfordshire. Gaynor is
a regular Payback claimant.
4. Tom Phillips CBE RA
Tom is a painter, printmaker, composer and writer.
Tom uses DACS’ Copyright Licensing and Artist’s
Resale Right services.

The Creators’ Council is a dynamic forum
of visual artists who act as advisers to
DACS, providing insight into the current
work and practice of visual artists as well as
acting as a sounding board for new ideas.

You can download a copy of DACS’
Members’ Charter Performance Review 2009
at www.dacs.org.uk

Most importantly the Creators’ Council act
as the guardians of DACS’ Members’
Charter – our service pledge to all visual
artists who use our services. Each year the
Council reviews our performance against
the Members’ Charter promises, to ensure
we keep the interests of visual artists at
the heart of everything we do.
42

5. Shani Rhys James MBE
Shani is a painter and automata/sculptor who has
received many awards for her work including an MBE
for services to art in Wales and the Jerwood Painting
Prize. Shani uses DACS’ Copyright Licensing and
Artist’s Resale Right services.
6. Juliet Scott
Juliet is a printmaker and painter whose subject is
domestic still life. Juliet has shown in a number of group
exhibitions and in 2006 had her first solo exhibition in
London. Juliet uses DACS’ Copyright Licensing service.
7. Stuart Semple
Stuart is a fine artist who lives and works in London and
Dorset. He has exhibited worldwide in both solo and
group exhibitions, and featured in biennales in Mexico,
Liverpool and Sao Paulo. Stuart uses DACS’ Artist’s
Resale Right service.
8. Nicholas Sinclair
Nicholas is a fine art photographer and the beneficiary
of the late Sir Kyffin Williams RA. He uses DACS’
Copyright Licensing service.

9. Jacob Sutton
Jacob is a painter. He is also consultant to the Royal
Academy of Arts, Foster & Partners and the official
artist to the Picasso Museum exhibition, Emirates
Palace, Abu Dhabi 2008. Jacob uses DACS’ Artist’s
Resale Right service.
10. An Vrombaut
An grew up in Belgium and currently lives in London
where she works as a picture book illustrator and
author. She also designs, writes and directs animated
films and is perhaps best known for creating the preschool TV series 64 Zoo Lane. An is a regular Payback
claimant and joined the DACS Board in 2009.
11. Sue Gollifer
Sue is an artist, academic, curator, who is regarded
as a leading authority on new technologies and the
exploitation of these through art. Sue uses DACS’
Copyright Licensing service and has been a member of
the DACS Board since 2000.
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DACS Staff

The DACS team is committed to ensuring
visual artists gain recognition and revenues
from their rights. From artists to lawyers, each
member of the team brings their own specialist
knowledge and expertise to DACS, making it
the organisation it is today.

1. Ruth Busby
Licensing
Administrator

6. Christine Couldwell
Licensing
Executive

2. Linda Carolan
Internal Project
Manager

7. Helen Dutta
Legal & Business
Affairs Manager

3. Victoria Cole
Licensing Manager

8. Richard Etienne
Licensing Executive

4. Hannah Coles
Human Resources
Manager

9. Ross Jenkins
Royalties Executive

5. Sarah Cook
Artist’s Resale Right
Executive

10. Liane Jobson
PA to CEO
11. Mohamed Khan
Finance Projects
Manager

12. Amy Knights
Accounts Executive
13. Ian Matthews
Royalties Executive
14. Emma Mee
Licensing Executive
15. Sally Millard
Financial Controller
16. Joanne Milmoe
Communications
Officer
17. Ben Pluck
Office Manager

18. John Robinson
Director of Legal &
International

23. Joy Stanley
Membership
Executive

19. Daniel Rudd
Artist’s Resale Right
Manager

24. Jeremy Stein
Director of Services

30. Christian Zimmermann
Legal & Business
Affairs Manager

25. Gilane Tawadros
DACS Chief Executive

31. Muna Zuberi
Office Administrator

20. Jane Sandeman
Director of Finance
21. Ekta Shah
Accounts Executive
22. Tania Spriggens
Director of
Communications

26. Janet Tod
Kowalsky Gallery
Manager
27. Laura Ward-Ure
Licensing Executive
28. Nik Watkins-Wright
Payback Manager
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29. Emily Williams
Office Administrator
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Company
Information

Company Secretary

Bankers

John Robinson

Scottish Widows Bank Plc
PO Box 12757
67 Morrison Street
Edinburgh
EH3 8YJ

Registered office

33 Great Sutton Street
London
EC1V 0DX

Auditor

Standard Life Bank Limited
1 Conference Square
Edinburgh
EH3 8RA

Lubbock Fine Chartered Accountants
& Registered Auditors
Russell Bedford House
City Forum
250 City Road
London EC1V 2QQ

The Co-operative Bank plc
Specialist Charities Team
4th Floor, 9 Prescot Street
London
E1 8BE

Registered Company no. 1780482

Raymond Briggs
Ethel and Ernest:
A True Story, 1998
Front cover illustration
© Raymond Briggs 2010.
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DACS would like to thank the following
for their support in 2009

The Economy of Art

The Kowalsky Gallery

