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The artists’ rights people. 

Established by artists for artists more than  
25 years ago, DACS is a not-for-profit visual arts  
rights management organisation.

DACS was set up to ensure that artists’ rights are 
protected and that those rights are recognised  
both financially and morally.

We are committed to maximising revenues for  
visual artists so that they can continue to create and 
innovate, thereby contributing to the UK economically, 
socially and culturally.
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Trusted artists’ rights experts.

DACS campaigns on behalf of visual artists and their 
right to be recognised and rewarded for their work.

Over the last year artists’ rights have been hotly 
debated as the Government seeks to address future 
economic growth and innovation in the UK. DACS 
has been actively involved in these discussions to 
make sure that the interests of visual artists and their 
beneficiaries are heard.

Translating rights into revenues.

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

In 2010 we distributed £7.2 million of royalties to 
over 15,000 visual artists and their beneficiaries. 
Globally, DACS represents over 60,000 artists through 
our international network of rights management 
organisations. 

At a time when many sources of artists’ income are 
under threat, these royalties have a significant role 
to play in ensuring the continued vitality of the UK’s 
creative economy.
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wage is well below the UK national average. 
At a time when other sources of income 
are threatened - from sales, commissions, 
teaching, and opportunities offered by 
museums and galleries and local authorities - 
royalties represent an increasingly important 
source of income. 

In December 2010, DACS welcomed the 
opportunity to contribute to the Independent 
Review of Intellectual Property and Growth 
which seeks to assess how the UK’s 
intellectual property regime contributes to 
innovation and economic growth. DACS is 
keen to ensure that the contribution of visual 
artists to the UK economy is recognised 
and valued and that artists’ creativity is 
both protected and rewarded. We now wait 
to hear the Government’s response to the 
recommendations made by the report’s author 
Professor Ian Hargreaves.

From 1st January 2012, we shall see the full 
implementation of the Artist’s Resale Right 
in the UK. These royalties are of significant 
benefit to artists and their estates, helping 
them to sustain a living and preserve our 
shared cultural heritage. We are actively 
campaigning both in the UK and in Europe for 

These are challenging times for the 
visual arts community as it faces the 
impact of the recession and public 
funding cuts.  

In these circumstances, it is increasingly 
important for DACS to campaign actively 
on behalf of visual artists and to ensure that 
artists receive the royalties which support 
their livelihood and make it possible for them 
to create and innovate.

Over the last five years DACS has distributed 
£34.5 million in royalties to visual artists, 
contributing significantly to the financial 
sustainability of thousands of artists; nearly 
twice the amount in grants for visual arts-
related activities distributed by Arts Council 
England during a comparative period. This 
represents a significant direct investment in 
visual artists which, in turn, underpins the UK’s 
creative industries. 

Although royalty earnings often represent 
small sums individually, they help support an 
artist’s practice by paying for studio rent or the 
purchase of equipment and materials. Most 
visual artists rely on a portfolio of earnings 
from different sources and their median 

the assurance that this Right will benefit as 
many artists and their heirs as possible.

Just as the economic climate has created 
challenges for visual artists, the digital domain 
continues to provide new opportunities for 
artists to promote and sell their work. DACS is 
now developing a range of licensing solutions 
which will make the works of visual artists 
more accessible to a wider public and will 
increase artists’ earnings. 

During these uncertain times, DACS is 
working in partnership with artists and their 
representatives to ensure that artists’ rights 
and interests are safeguarded both now and 
in the future. 



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 2010, we paid a total of £7.2 million of 
royalties to over 15,000 artists through 
these services. 

As a not-for-profit organisation we retain a 
share of the royalties we collect on behalf 
of artists to cover our operating costs.

You can download a copy of DACS’ annual 
audited accounts at www.dacs.org.uk
 

Payback

Each year DACS pays Payback royalties 
to visual artists whose work has been 
reproduced in UK magazines, books or 
broadcast on certain UK television channels. 

DACS operates this service for situations 
where it would be impractical or impossible for 
artists to license their rights on an individual 
basis; for example, when a university wants to 
photocopy pages from a book which features 
their work.

Negotiating on behalf of visual artists, our 
Payback team secures a share of collective 
revenue which we distribute to thousands of 
artists each year. In 2011, 12,934 successful 
claimants received a share of £3.8 million of 
Payback royalties. 

These royalties come from a range of 
collective licensing schemes which include 
photocopying of books and magazines and 
the recording of programmes by schools, 
colleges and universities.

All kinds of visual artists and their 
beneficiaries can benefit from Payback and 
they include photographers, illustrators, fine 
artists, designers and craftspeople to name 
a few.

Payback royalties are paid to successful 
claimants in December.

Since 2007, DACS has reduced the 
percentage of revenue we retain to cover  
our Payback administrative costs from 25% 
to 21%.

Artist’s Resale Right

The Artist’s Resale Right entitles artists to a 
royalty each time their work is resold by an 
auction house, gallery or dealer, subject to 
certain conditions. 

Visual artists who benefit from this 
service include fine artists, bookbinders, 
photographers, sculptors, furniture designers 
and ceramicists. For details of eligibility criteria 
please visit www.dacs.org.uk.

DACS ensures artists receive their royalties 
from qualifying sales not just in the UK but 
also internationally through our network of 
rights management organisations. 

In 2010, £2.3 million of Artist’s Resale Right 
royalties were paid to 868 artists. The Right is 
capped at €12,500 to protect the art market.

DACS pays these royalties to artists twelve 
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.

From 1st January 2012 in the UK, the Right 
will see artists’ heirs and beneficiaries also 
benefit from these royalties. DACS is now 
actively lobbying the UK Government to 
ensure that the Right is fully implemented so 
that it benefits as many artists and their heirs 
as possible.

Copyright Licensing

For an artist the management of their 
copyright can be a complex and time 
consuming process. However DACS’ 
Copyright Licensing service provides an 
effective way for them to manage the 
licensing of their rights, by ensuring terms, 
fees and contractual arrangements are all in 
order and in their best interests. 

Copyright Licensing benefits artists and 
their estates whose work is reproduced 
for commercial purposes – for example on 
t-shirts or greetings cards, in a book or on a 
website.

In 2010, £1.1 million of Copyright Licensing 
royalties were paid to 1,438 artists and their 
estates.

DACS provides advice and support if an 
artist’s work is used without their permission. 
Artists who use this service are also 
represented globally through our international 
network of rights management organisations.

DACS pays artists and their beneficiaries 
these royalties four times a year in February, 
May, August and November.

Looking ahead, in response to changing 
consumers’ needs in the digital age, DACS is 
developing new licensing solutions which will 
enable artists to be recognised and rewarded.

DACS Operating Costs in 2010

UK Royalties
Payback   22%
Artist’s Resale Right 15%
Copyright Licensing 25% 

Overseas Royalties
Payback   22%
Artist’s Resale Right  15%
Copyright Licensing 15%

DACS Annual Review 2010
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Royalties paid to artists by DACS 
2006 – 2010
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2011 marks the fifth anniversary of the introduction of the 
Artist’s Resale Right in the UK. The Right pays visual artists 
a modest royalty, capped at €12,500, each time their work is 
resold by an auction house, gallery or art dealer, and affords 
artists with an ongoing stake in the commercial success of 
their work. 

DACS has campaigned for this Right on behalf of visual artists 
for some time, and we have successfully administered it in the 
UK since its implementation, having paid 2000 artists more 
than £11.4 million in the last five years. 

From 1st January 2012, the families and beneficiaries of 
deceased artists will be entitled to enjoy this Right (for 70 
years after the death of the artist). 

The Right rewards the ongoing success of an artist, and provides 
them with a valuable income and incentive for continuing their 
work. From 2012 it will make a significant contribution to helping 
estates in the important work they do to preserve our shared 
cultural heritage.

In support of DACS’ campaign to promote the importance of the 
Artist’s Resale Right, the renowned political satirist and author 
Martin Rowson captured the Culture Media and Sport Select 
Committee’s evidence session in December 2010 with Culture 
Minister Ed Vaizey MP. Rowson’s portrayal of the Committee 
sought to remind the Government of the importance of keeping 
creators central to debates on the UK’s cultural and creative 
industries.

DACS Annual Review 2010

Supporting the engine of  
the UK’s creative economy: 

Artist’s Resale Right
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“It’s always a laugh for cartoonists to get 
out ‘into the field’ and draw our victims 
from life, particularly when they see the 
result and laugh in their turn, though 
usually through gritted teeth. But while 
Ed Vaizey’s performance in front of the 
Culture Select Committee was typically 
jovial and good-natured, ensuring the  
full implementation of Artist’s Resale 
Right is deadly serious for thousands  
of artists and their families.”
Martin Rowson

Image page 14/15:
Martin Rowson
Culture, Media and Sport Select 
Committee Evidence Session,  
1 December 2010 
© Martin Rowson 2010





In July 2010, DACS hosted an exhibition 
by the artist Raul Ortega Ayala at its gallery space in 

London. Ortega Ayala who lives and works in Mexico City 
was selected for exhibition by international 

artist Francis Alÿs.

Ortega’s work comes out of his research into  
different activities such as cooking, gardening, and  

office work. Assuming the role of ‘participant observer’,  
the artist immerses himself in these environments for 

extended periods of time at the end of which he  
produces ‘souvenirs’ and ‘field-notes’ that offer a  

response to the subject researched.

The exhibition takes its title from Ortega 
Ayala’s ongoing project ‘Extra-Extra’ in 
which he takes roles as an extra in films, 
soap operas, shows and advertisements as a 
way of reflecting on his practice as an artist 
intervening in different milieus. Concerned 
with questions of change, uncertainty and 
difference, Ortega Ayala’s work speaks 
poignantly to the times we live in.

“When I left art school and had to go 
back to ‘real life’ and find a job in a place 
like Mexico City where there isn’t really 
much to offer a recent graduate artist, I 
ended up, like many, in a job in an office 
that wasn’t quite linked with what I had 
studied. And once there I began to wonder 
how I could link my ‘subsisting life’ with 
my artistic practice. During this period I 
started learning about many artists (writers, 
painters, composers) who had two lives that 
somehow never merged. And in jobs like 
these you also end up meeting people who 
do that: lead two different lives. So how can 
one bridge the two? I started shifting slowly 
my perception from passive bystander to 
participant observer and with time this 
became my focus and my working method.”

 Raul Ortega Ayala, in conversation  
 with Gilane Tawadros 
 Read the full transcript at 
 www.dacs.org.uk

DACS Exhibition

Raul Ortega
Ayala

Extra-Extra
16 June – 31 July 2010

The Kowalsky Gallery at DACS
33 Great Sutton Street, London EC1V ODX
www.dacs.org.uk

Exhibition opening hours
10am-5pm  Monday – Friday 
11am-4pm  Saturday
Late opening until 9pm Thursday 1 July 2010  

In partnership with ROKEBY
Sponsored by Cognite

From the series 
An Ethnography of Gardening,

Exégesis Florilegium III
(After Emanuel Sweerts 1612 

Florilegium)
2008



Timed to coincide with the fifth anniversary 
of the Artist’s Resale Right, 

DACS hosted the second in its series 
of high-profile debates: 

Artists’ Futures: Money, Markets and the Digital Domain, 
continuing DACS’ exploration of the conditions for 

being an artist in the 21st Century.

Chaired by Paul Hobson, (Director of the Contemporary  
Art Society), a distinguished panel of speakers comprising  
Simon Faithfull, Paul Bennun, Sonia Boyce and Klaus Thymann, 
explored how artists’ futures can be sustained and supported  
at a time of rapid and far reaching economic, social and 
technological changes.
 Panellists speculated on the shape of artists’ futures as 
a result of the economic recession and cuts to public funding; 
changes to visual arts production and its affect on traditional 
collecting practices and how developments within the digital 
space will co-exist, compete with or compliment the physical 
visual arts world. What follows is an edited transcript of the 
discussion.

DACS Debate DACS Debate

Artists’ Futures
Money, Markets 

and the 
Digital Domain

Images above, the panel from  
left to right: 
Paul Bennun, Sonia Boyce,  
Paul Hobson, Simon Faithfull, 
Klaus Thymann
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and those who make their living through 
the reproduction of their work, sometimes 
digitally.
 I think people accept that digital 
reproductions should be paid for. I am not 
sure what the future holds for fine art and 
unique productions. Will there be a place 
where they can exist and be easily copied? 
 PH: My understanding of the market 
is that works acquire both financial and 
critical value, by having unique access and 
physical form. Paul [Bennun], do you see the 
arts shedding that type of market structure 
and moving more along the lines of the 
music industry?
 PB: There are new models that are 
compliant with the way that the internet 
works but that doesn’t mean to say that 
existing models will become obsolete. 
Because of the logical outcome of their 
practice, artists are going to produce 
works of art that can gain additional value 
over time, and they’re not designed to be 
reproduced. The internet isn’t going to 
stop people painting. It’s not going to stop 
people working with physical materials and 
arranging them artistically. However, you 
now have additional possibilities which 
are related to objects or artefacts or ideas 
that by definition need to be duplicated, 
disseminated, to have any artistic value.  
For instance, making images on a Palm  
Pilot and then distributing it via email is a 
very interesting thing. What is the artefact? 
If people then pay for this image, what  
is the value of the thing that is being 
transacted and does the duplication of  
that object reduce the value? Well, yes, in  
a sense, it does.  
 There are additional possibilities that 
take advantage of how the internet works. 
Although I’d say that there is a certain 
section of the art world that is based around 
the reproduction of an image, and that is 
absolutely changing. 
 KT: I think a good example is virtual 
gaming where non-physical objects are 
traded at a high value. People can now adopt 
an avatar or a ‘digital self’. In the future this 
‘online self’ could become more important 
than the ‘offline self’. So the collector might 
go online to ‘collect’ works of art thereby 
empowering digital objects with a value. 
 PB: That’s an important artistic 
point. Take Second Life, which is a virtual 
world where you build objects and have 
a physical presence in it. I had one of the 
most powerful artistic experiences in my life 

and the digital domain are unavoidable. 
What typically happens when the internet 
meets something new is that it embraces 
it, extends it and then changes it so that it 
is never the same again. I think there are 
some interesting parallels between what’s 
happened in the music industry over the last 
20 years and what the art world is currently 
facing. Essentially the internet is just a giant 
copying and connecting machine. That’s 
what it does. And it changes the way that 
people find information, talk to each other 
and aggregate stuff in their personal lives. 
The music industry had to respond to the 
fact that if they didn’t provide appropriate 
products to consumers, then consumers 
were just going to circumvent the way the 
music industry worked. To some degree it’s 
quite possible that the internet has killed 
the music industry in the way that we know 
it. The music industry’s old business model 
doesn’t work. It’s quite possible that for 
many kinds of musician the way that they 
used to create music and retail their work 
has finished. 
 It is quite possible that the 
traditional way art is sold may be changed 
for ever. Unlike the internet, the gallery 
system does not see works of art duplicated 
ad infinitum, but as ‘editions’. Perhaps 
for a commercially successful artist, the 
world is going to be the same but for other 
artists they will need to embrace the world 
in a completely different way. For artistic 
practice to rejuvenate itself it’s going to have 
to change fundamentally. That’s an artistic 
question and it’s also a commercial question. 
The two aren’t necessarily the same thing. 
Klaus [Thymann], how do you see that? 
 Klaus Thymann
 (KT): Well I think it’s very interesting 
you mention the music industry. In 2007 
Radiohead made their album available to 
download for free, encouraging fans to pay 
what they thought the album was worth. 
This week they have released their new 
album which you can download for £6 or 
purchase a collectors’ edition for £30. In a 
very short period of time there’s been  
a fundamental shift where we’ve agreed  
‘lets not to shoot ourselves in the foot here 
and assume everything on the internet  
is for free’. 
 I think the internet is something 
that artists can utilise and can definitely 
profit from. But within the art world, I think 
we need to make a distinction between 
artists who make physical, unique objects 

and it’s going to get very tough. I’d like to 
be able to be more positive about it but 
there are thousands of artists so it’s hard 
to imagine what the support structures are 
going to be able to sustain what is a vibrant 
industry. 
 PH: Simon [Faithfull], you are an 
artist who works from a fine art perspective 
but also engages with other platforms 
such as digital media. Do you share this 
perspective? Do you see new opportunities 
in the digital domain for example? 
 Simon Faithfull
 (SF): You can’t ignore the threats to 
teaching and to funding. Over the last ten 
years my income has come from a number 
of things: teaching, commissions, sales to 
institutions or private individuals, so it’s 
been a real rag bag. And a lot of this has 
been funded through the Arts Council. I 
should be very miserable and depressed 
about it all but actually I think it’s quite an 
interesting time because everything is in 
flux and I think there are going to be new 
opportunities which come out of that.
 PH: But do you share this concern or 
excitement about the fact that there may be 
a market imperative introduced into visual 
cultural production?
 SF: There’s been such an emphasis 
upon the market for the last 10-15 years and 
so I’ve found this emphasis upon the market 
within public funding strange. I think 
everything’s going to be re-assessed but I 
don’t really have any answers for how it’s 
going to pan out. 
 SB: It makes me think about the 
mid-nineties in the US when the National 
Endowment for the Arts (NEA) experienced 
drastic cuts and it really did change the 
character of arts practice in America. I’m 
wondering if there is a similarity here that 
if one takes away this form of state support 
then this privileges another kind of practice. 
I’ve always thought that there was an 
extraordinary richness in the various areas 
that artists could operate and yes it is a rag 
bag but my fear is that we’re being funnelled 
in some way. 
 PH: Paul [Bennun], when we were 
talking before the debate, you suggested 
that there is a need for an evolution towards 
the digital in support of sustainable arts 
practices. Could you talk about what you see 
these opportunities to be?
 Paul Bennun
 (PB): One of the most important 
things to remember is that the internet 

 Paul Hobson (PH):  
 The current economic downturn, 
 cuts to government funding and 
reduced private investment has led many 
artists to question the sustainability of their 
practice and their livelihoods. Against this 
backdrop I’ve asked the panel to consider 
what artists’ futures will look like. How do 
artists sustain their practice and income? 
How can they be influential and active 
in affecting these changes? What are the 
opportunities and the challenges that these 
future scenarios present and in particular 
within the digital domain? At a time when 
both private collecting and public collecting 
are not aligned to current forms of visual 
production, can we anticipate what these 
trends in collecting and acquiring visual art 
might be? Are they the future? How do they 
translate to the digital? 
 Sonia [Boyce], as an artist who is 
also working in an educational environment 
and very much from a fine art perspective, 
what do you see as the key factors that are 
impacting on artists at the moment?
 Sonia Boyce (SB):
 I am just coming to the end of a 
three year fellowship through the Arts 
and Humanities Research Council. As a 
practising artist for 25 years, it is the first 
time I’ve actually been paid what would 
be the equivalent of an average wage to 
research as well as make works of art. Before 
then, I taught part time as an associate 
lecturer. The vast majority of artists that I 
know teach in some shape or form. And 
now we’re experiencing quite harsh, radical 
cuts within the public sector and within 
arts institutions themselves. These are 
quite radical and serious erosions so it’s 
very difficult to predict what that’s going to 
mean for artists and for the conditions of art 
practice. 
 PH: But don’t you think that the 
current arrangement is unsustainable 
considering the reduction in public 
funding or the lack of support from private 
investment? Do you see this model having to 
change radically? 
 SB: Yes it will have to change but 
my fear is that we are all being pushed into 
becoming entrepreneurs. That’s nothing 
against entrepreneurs: I think there are 
people who are naturally gifted in this area 
but I don’t know that all artists are. I have 
been looking at other sources of funding 
from foundations and trusts not just the 
public sector. But there isn’t much out there 

The Panel

Paul Hobson 
(Chair) is the Director of the 

Contemporary Art Society. Prior to 
this, Paul was the Interim Director  
of The Showroom Gallery, London 

and the director of a private 
foundation supporting new work  

by emerging artists.

Sonia Boyce 
is an artist whose art practice takes 
a multi-media and socially inclusive 

approach by bringing people 
together to comment on history 

and the present. She is an AHRC 
Research fellow at Wimbledon 

College of Art.

Paul Bennun 
is a Director of Somethin’ Else, 
a leading cross-platform digital 
production company. Paul is a 

trustee of Artangel and an artistic 
collaborator with several Artangel 

artists and writer John Berger. Paul 
also presents science, technology 
and usability programmes for the 

BBC.

Simon Faithfull 
is an artist whose practice takes 
a variety of forms – ranging from 

video, to digital drawing, installation 
work and writing. Recent projects 

include a video work recording 
the journey of a domestic chair as 
it is carried to the edge of space. 

He is a lecturer at Slade School of 
Fine Art.

Klaus Thymann 
is an award winning photographer 
and film-maker. His art has been 

exhibited and published world-wide, 
and he also works on commercial 
assignments. Klaus serves on the 

Board of Directors at DACS.

What typically happens when the 
internet meets something new is 
that it embraces it, extends it and 
then changes it so that it is never the 
same again. I think there are some 
interesting parallels between what’s 
happened in the music industry over 
the last 20 years and what the art 
world is currently facing. 
Paul Bennun

People can now adopt an 
avatar or a ‘digital self’. In the 
future this ‘online self’ could 

become more important 
than the ‘offline self’. So the 
collector might go online to 

‘collect’ works of art thereby 
empowering digital objects 

with a value.
Klaus Thymann
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think Paul [Bennun] raised an important 
point about the way these things become 
transactional in a virtual space, where the 
experience of the work is radically different 
from the experience of a physical object in a 
‘real’ space. 
 SB: I want to add that although we’re 
talking about revenue for artists, I also think 
there is an important reciprocal relationship 
between the artist and the audience. With 
music it comes out of a machine into a 
shared space but with art I do get worried 
by this idea of limiting who can access it.
 PB: I couldn’t agree more. This is a 
really tricky thing to address. To say that it is 
possible to create a market through creating 
artificial scarcity isn’t necessarily the right 
thing to do. The way that the internet seems 
to work is that it doesn’t necessarily like 
artificial scarcity as it is a copying machine. 
One could absolutely imagine an artist 
working in a similar way to the Radiohead 
model, making their work available to 
anyone to download and if you really wanted 
one of the five official copies then you  
could pay £20,000 for a certificate direct 
from the artist. 
 A collector can buy an official 
edition with proof, but it is impossible 
to restrict that digital work from being 
copied.  The music industry tried to do 
that. They thought that by applying digital 
rights management to pieces of music they 
would magically stop pirated copies being 
disseminated. Within five minutes of copy 
protection being applied to a piece of digital 
work, it has been broken. It always will 
be. I think if you’re having this discussion 
about artificial scarcity around works that 
are inherently intangible then you have to 
understand that it is impossible to restrict 
the copying of that work. 
 PH: But then what is the alternative? 
 PB: I think that we can again look 
at parallels in the music industry and we’ve 
touched on some of them already where 
you’ve got objects that people will pay for 
because they want them. Of course some 
people have a dislike of paying for things 
that they’ve found on the internet. Other 
people are entirely happy to give an artist a 
sum of money in return for something. 
 KT: I think that the critical thing 
here is: where is the bridge from the fine 
art market to the digital? I think the auction 
houses are a very big factor in how art 
is viewed. Thinking back to the idea of 
‘avatars’, if the platform was developed 

inside that world. There comes a time when 
the objects inside these environments, start 
having a real value. It’s the object itself that 
becomes interesting and artistic when you 
spend enough time engaging with it. So I’d 
say that, yes, absolutely the virtual world 
as a place of artistic expression is hugely 
important and it’s not going to get any 
less important, and those objects can have 
genuine financial value. 
 SF: Paul [Bennun] is right, the 
traditional model that operates within the 
art world is opposed to these new ways 
of distributing things. However there are 
examples of ‘non-object based art’ which 
have sold and Sol LeWitt is a good example 
of this. There’s actually no object there but 
the art world have managed to control its 
distribution and make it precious.
  Within my own practice, I’ve sold 
a fair amount of my films and collectors 
have got their heads around the concept 
of how artists’ films are sold - by artificially 
restricting the amount of copies there are. 
Ironically in terms of my drawing practice 
I haven’t sold that many drawings at all. 
I think this is because it scares collectors 
as it looks like they are everywhere in the 
world, and they are. But then the recipe that 
Sol LeWitt uses to make a drawing could 
be enacted by anybody and it’s just the 
certificate that authenticates it. 
  I am working on an i-Phone App at 
the moment where I will create a drawing 
and anyone downloading the App will 
access the drawing instantly. Actually there 
has been quite a big debate about whether 
we should charge people. The project 
began with the idea of how artists could 
produce other kinds of revenue streams 
but because it’s publicly funded, one of 
the commissioners is adamant that we 
shouldn’t charge for it, so it has also become 
problematic. 
 PH: But it is also about the idea of 
artistic practice as an authentic form of 
knowledge production and experience. I 

To say that it is possible to create 
a market through creating artificial 

scarcity isn’t necessarily the right 
thing to do. The way that the 

internet seems to work is that it 
doesn’t necessarily like artificial 

scarcity as it is a copying machine. 
One could absolutely imagine 

an artist working in a similar way 
to the Radiohead model making 
their work available to anyone to 

download and if you really wanted 
one of the five official copies 

then you could pay £20,000 for a 
certificate direct from the artist. 

Paul Bennun

Simon Faithfull
Self Portrait – Halley Research Sta-
tion, Antarctica, 12.05am 2005
Digital photograph
courtesy of Simon Faithfull and 
Parker’s Box, NY
© Simon Faithfull 2011
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within an auction house, maybe that would 
validate it.
 PH: From an art historical 
perspective, artists sit within a story about 
what has become important at any one time 
and then people collect around that. Then 
that story is told through institutions and 
through a consensus amongst commercial 
galleries and curators. So there’s quite a 
complicated process of subscription around 
works of art and the way that it’s made 
available and recorded. I’m just wondering 
where the different agents are within that 
on this digital platform? 
 SF:  I think video is an interesting 
model to look at. You can distribute your 
work widely for free on the internet 
but then also sell a limited number of 
authenticated copies to a small amount 
of people. YouTube has all of my videos 
on it now but for a really long time I 
resisted putting my videos on there. I had 
to, eventually through necessity, as people 
began filming my work on their mobile 
phones and uploading these to YouTube 
and I didn’t want my work represented by 
wobbly mobile-phone footage. And I also 
thought why would you want to restrict 
your videos from being seen by as many 
people as possible? And actually that hasn’t 
devalued the authenticated version. It’s on 
YouTube, and everyone can access it but I 
think everyone knows that that is ‘different’ 
although in terms of quality, this difference 
is rapidly diminishing; I think there is a 
conceptual artefact that becomes more 
important than the physical artefact. 
  What I want to do with my 
drawings is create an App, where I can sell 
my prints (but not as limited editions) for a 

very small download fee. I will then sell the 
code to the drawing as a limited edition, so 
the collector gets a deeper connection with 
the conceptual artefact. 
 PH: But we still seem to be 
talking about a situation where artists 
are producing a controlled asset for a lot 
of money for a small group whilst also 
ensuring that their work is widely accessible 
and distributed digitally. I suppose the 
question is how can it be monetised? 
 SF: The App Store is quite a good 
model for that. 
 PB: Giving the App away for free for 
starters, doesn’t devalue the end work. All 
it does is generate additional people that 
will get to know and love your work. And 
if they have a conceptual resonance with 
the stuff that you’re doing, they will want 
to get to know the artist a bit more and 
maybe start having bespoke works made 
for them, or even start telling other people 
who may become subscribers. You know the 
biggest issue for artists is visibility. If you 
can actually get your work understood by a 
lot of people then it will intrinsically have 
greater value and the internet is fantastic at 
that. 
 SB:  I would say that as an artist, 
one really tends to look towards the art 
institutions and how they start to take on 
board these questions and there has been 
an enormous amount of snobbery around 
this.  I’m very aware of what Simon is 
saying and I’ve only just started to put my 
work on YouTube after much deliberation. 
But because of the wider context of the 
institutions and how they perceive it, I’ve 
not really been up to speed with much of 
this. 

 KT: This is a question to the panel, 
because I think we’ve sub-consciously 
assumed that everything is fine art, and I 
think we need to look at what happens to 
all the artists that don’t produce fine art. 
Look at illustrators who sell their work to 
magazines. Their business model is selling 
one thing many times and getting things 
financed that way. And if things are given 
away free on the internet and if people 
aren’t paying for it, then that business 
model doesn’t work. It doesn’t work for 
photographers either. 
 I’m just thinking back to the early 
noughties when every business model for a 
new internet company was giving away stuff 
for free and selling advertising to finance 
themselves. Then the bubble burst. I think 
if we try the same model with the art world, 
I don’t think it’s viable. I think the revenue 
stream would have to come from something 
substantial rather than hot air. 
 PH: I’m slightly mortified by the 
prospects of artists making available their 
work in that kind of way so that it can be 
wrapped around by different forms of 
selling.
 PB: Art is something that’s quite 
difficult to explain and it’s quite difficult 
certainly for a new artist to come along and 
articulate what’s interesting about their 
work. It’s difficult enough to make money 
out of websites through advertising, let alone 
out of something tangible by design. 
 KT: I don’t think there are any 
websites that have a limit on the number of 
viewers, so let’s say that you can only have 30 
viewers at a time and so this limited access 
could then be auctioned. I don’t think this 
has been developed yet but I think as the 

It is quite possible that the traditional way art is 
sold may be changed for ever. Unlike the internet, 
the gallery system does not see works of art 
duplicated ad infinitum, but as ‘editions’. Perhaps for 
a commercially successful artist, the world is going 
to be the same but for other artists they will need to 
embrace the world in a completely different way. 
Paul Bennun

Sonia Boyce
Clapping, 1994
Screenprint on wallpaper
© Sonia Boyce.  
All rights reserved, DACS 2011
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internet is getting more and more restricted 
in some ways people are more open to 
restrictions. Maybe that’s a model that could 
potentially be explored?
 Audience:  With Second Life you can 
create virtual property therefore opening up 
a platform for engagement and patronage. 
You could offer patrons the opportunity 
to have this virtual property named after 
them. Could this also work in the same way 
for a server or a network that’s created by 
artists in exchange for ideas? Could this be 
patronised in some way? 
 PB: What’s interesting is that you 
talk about patronage and that reminds us 
that the art world as it is now has not always 
been like this. There is no divine order 
that says there is a gallery system with rich 
private individuals who are prepared to 
hand over lots of money to sustain a certain 
kind of artist in gold. You know, 400 years 
ago the art world was different. It’s going to 
be different again in 400 years’ time. 
 SF: But it does use a model, and in 
some ways the art world is almost like an 
antidote to a lot of what we’ve been talking 
about. Its model belongs to a pre-mass 
production system. It’s not surprising that 
the art world does have difficulty with this 
concept. 
 PB: But that’s one of the things that 
we were talking about at the beginning: 
artificial scarcity. It works but only if you 
understand that it’s artificial and that it 
needs to be a conceptual scarcity rather than 
a practical scarcity. 
 PH: I think there are aesthetic 
considerations as well. In my experience 
there are very few collectors for moving 
image. Even the majority of public 
collections still find it very difficult to 
present moving image and it seems 
incredible that there could be such 
resistance to such an important medium. 
We are in a situation where both public 
collections and private collections are not 
aligned to these innovative new forms of 
cultural production. These agencies are 
so crucial for artists in terms of ascribing 
critical and financial value, and their legacy 
and visibility. I can certainly see that there’s 
a need for some new system but there 
needs to be an erosion of this idea of one 
supplementing the other which I think is 
structurally problematic.
 PB: I think some artists work in 
physical objects and some collectors like to 
buy physical objects and they always will. 

But there’s a whole new kind of work of art 
that is now possible that is not based around 
that mode of thinking. 
 PH: This is where the bridge isn’t 
clear. How do these two things connect up? 
 SF: As an artist making work now, I 
do want to make physical, touchable things 
that have a sensory impact on the audience, 
but also it would be very strange if I said I’m 
only going to chisel wood.
 SB:  This goes back to my original 
point about the art college and the kind of 
work produced there and the way things 
are moving. My experience is that there 
isn’t a great deal of work that’s using the 
internet as the site for art. That’s not to say 
that people haven’t been involved in digital 
work but they are not using it as a site and 
it’s not really an area that is actively thought 
through in terms of the kinds of courses 
that there are, so you know, there are lots 
of implications here about who has the 
capacity to straddle these realms.
 Audience: I notice you can attend 
Frieze on Facebook. Do you think social 
media has impacted on how artists sell  
their work? 
 KT: All PR is good PR and social 
media is definitely something that will affect 
how an artist promotes themselves. And you 
know the fact that the galleries, the media 
and the art fairs are exploring these tools is 
very much proof of that. 
 PH: I think that the art world is 
adopting this experience economy. There’s a 
huge amount of buying that is happening at 
art fairs and less so in commercial galleries. 
That’s one of the key shifts recently and I 
think that social networking supports that 
aspect of the art world along with the social 
experience of it. That’s really important 
as you do have people that are definitely 
buying on the back of being sent a JPEG. 
What they’re having is physical ownership 
in perpetuity of an actual object that forms 
part of a system that everyone, critically 
or otherwise, believes in. I think they are 
supplementing and enabling that to operate 
in a different way but they’re within a 
system.
 SF: I think the art world has 
absolutely taken to Facebook due to 
herd mentality. Everybody rushes around 
something that’s hot and Facebook offers 
a parody of that system. I think an artist’s 
job is to infiltrate those systems and create 
disruptions in the world around them. 

My experience is that there 
isn’t a great deal of work that’s 

using the internet as the site 
for art. That’s not to say that 

people haven’t been involved 
in digital work but they are not 

using it as a site and it’s not 
really an area that is actively 

thought through in terms of the 
kinds of courses that there are, 

so you know, there are lots of 
implications here about who 
has the capacity to straddle 

these realms. 
Sonia Boyce

There’s a huge amount of buying 
that is happening at art fairs and 
less so in commercial galleries. 

That’s one of the key shifts 
recently and I think that social 

networking supports that aspect 
of the art world along with the 
social experience of it. That’s 

really important as you do have 
people that are definitely buying 

on the back of being sent a JPEG. 
What they’re having is physical 

ownership in perpetuity of an 
actual object that forms part of a 

system that everyone, critically or 
otherwise, believes in. 

Paul Hobson
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has shortened so that’s one aspect of time 
influencing how money is made in the art 
world and how an artist can earn money. 
And the other point is that works of art 
posted online have a different longevity 
that isn’t confined to anything physical, 
which could also work to its advantage. So 
in essence I think there are two aspects: the 
physical thing might have been shortened 
but the networking opportunity might have 
been extended because digital platforms give 
the opportunity to stagger releases and keep 
doing updates over a period of time. 
 SF: The one thing that the digital 
world gives us that we didn’t have before 
is distributed “instantness”. Also on the 
internet, things actually do stick around, that 
dodgy interview that you did when you were 
really tired and hung over is still there five 
years later.  I do think it is a kind of space 
and there are objects in that space that turn 
out to be surprisingly stable. 
 PH: I think it would be very 
interesting to see what forms of visual art 
come out in response to these debates. I 
recently saw the Nam June Paik exhibition 
at the Tate and it’s interesting to me how 
it’s possible to have an artist creating 
recognisable cultural formats that 
draw attention to these conditions and 
experiences but in a format that continues a 
certain visual vocabulary and a conceptual 
history. It can be recognisable as part of 
a continuity of visual culture rather than 
having come with no context and no 
clear structure or legacy. I think it’s very 
important for any system to have a shape 
and to leave a legacy. 
 SF: The problem about it being 
embedded in this way is more to do with 
the institutions and collectors rather than 
the artists. The artists who make work that is 
distributed in this way do not see themselves 
as any different.  It’s only the institutions 
who are trying to get their head around what 
to do about it. 
 PH: Absolutely. I don’t think it is the 
artist who decides whether they’re visible or 
not, or if they’re bought or sold. I think part 
of the challenge for artists is that they’re 
not always influential in those systems. They 
have to be identified within a consensus 
that is quite complicated as we know, so 
how that works in the virtual I think is really 
fascinating. 
 Audience:  We’re assuming that the 
old model was wonderful and generous for 
artists but it could be that the change is 

 Audience: You’ve all talked a lot 
about space, virtual space, physical space, 
but you haven’t talked about time and I’d 
like you to talk about the impact of this 
new digital world on time. I don’t know any 
artist who comes out fully formed. They 
need time in order to become an artist, time 
to fail, to make mistakes before you have 
the confidence or you have something that 
you can take to market and that the market 
might want. And what happens to those 
ideas which can take years or even decades 
to be validated by the market?  
 PB: That is an amazing bunch of 
questions because time and space are the 
same thing and the internet is something 
that makes time disappear by removing 
space and it connects us. To deal with 
the last thing that you said, yes while the 
internet is really good at taking a massive 
amount of snapshots, things tend to be 
perceived in that moment rather than 
over a longer period of time. If you look at 
something like Twitter or Facebook status 
updates, the way you use that is a bunch 
of snapshots that have their validity at that 
moment so there is an aggregate validity to 
the whole thing over a period of time, but 
that’s not what you focus on. But the thing 
is we don’t know yet if something takes a 
long time to emerge and become important. 
Facebook is less than ten years old. YouTube 
wasn’t around six years ago so we just don’t 
know. 
 I think for me the most interesting 
thing is if you look at Facebook: I’m not 
interested in it as a thing for marketing, 
I’m interested in the fact that digital, by its 
very nature, is about information. Artists 
are starting to use this information as the 
basis of their work and that’s still a really 
hard thing for us to get our heads around. It 
is about as hard to imagine as what the art 
world thought of early conceptual art when 
that came along: it’s ugly; it’s stupid; it’s 
pointless; I don’t understand it. And that’s 
what’s happening right now. And for a time 
the existing art world is going to hate it and 
then it will co-opt it and then it will have 
always liked it and this won’t be a problem 
any more. 
 KT: I think we’ve seen from the film 
industry how the window of opportunity 
for making money has contracted massively 
and now it’s everything within 180 days. 
And I think the same is happening a little 
in the art world in that press coverage 

We’ve seen from the film industry 
how the window of opportunity 

for making money has contracted 
massively and now it’s everything 

within 180 days. And I think the 
same is happening a little in the art 

world in that press coverage has 
shortened so that’s one aspect 

of time influencing how money is 
made in the art world and how an 

artist can earn money.
Klaus Thymann
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is democratic? I would say so for people who 
still want to make works of art and put them 
into the world.
 KT: The outlets are definitely 
democratic but I’m thinking of the ability 
of artists to put their work out there and let 
the public decide because now it’s the social 
networks that decide whether something 
is a success or not, not necessarily the 
bottleneck of one or two curators. That’s 
what I was thinking about when I said it 
could potentially be more democratic.
 PH: I don’t think there’s a desire to 
be exclusive per se on the part of institutions 
it’s just that they lack knowledge, money 
and networks. Many of these local authority 
museums are going to be on the front line of 
local authority spending cuts as they are not 
statutory. 
 SB: I am worried by the conditions 
that we’re now facing and our discussions 
around the internet. It all seems very 
individualistic. If you’re the sort of person 
who can speak that language and work 
within that sphere you do it as an individual. 
From my experience, working with museums 
and institutions, it is very much about a 
shared space where people come together.  
 PB: But the internet is also fantastic 
for exploring ideas communally. One 
interesting model is open source software. 
Here you’ve got people all over the world 
asynchronously and synchronously 
working on and towards a common goal. 
It’s an intractable problem, like building an 
operating system to work to an incredible 
technical complexity. Yet by getting enough 
people using commoditised simple tools on 
the internet you can collaboratively produce 
this extraordinarily complicated, large and 
ambitious project. Then the tools that can be 
used to manage that process are equally as 
useful to create works of art if one believes 

actually a good thing. So maybe this change 
that we’re so scared of is actually going to 
bring some good news? 
 PH: Well I’m sure it will, as you say. 
We’ve probably been a bit gloomy about 
the conditions and we’ve certainly focused 
a lot on the digital but I think one of the 
key things for future artists is going to be 
the changes that are coming in terms of 
this next generation of students and the 
burdening of individuals with debt at a 
time when making a career out of being an 
artist seems to be unsupportable. I think 
that that will have a very big effect on the 
next generation of artists. It seems to me 
that we have a situation where there’s been 
an over production of artists and curators 
and lots of other arts professionals at a time 
when there’s going to be re-trenching, if 
you like, from those agencies that actually 
employ those people. I think that these are 
things that are going to affect the way that 
art is presented and mediated to audiences 
and those systems for producing artists and 
curators will be very influential. 
 KT: I was thinking about democracy 
and that the internet has made everything 
more democratic because information’s 
available and it is the art world that is not 
very democratic and maybe that’s a change 
that could come out of it. 
 PH: Personally, I think the art world 
is very democratic. If you look at public 
collections, museums and art galleries across 
the UK, there are more people who go and 
experience art in museums and galleries 
in this country than enjoy football. The 
art world offer is there, it’s free, and it’s on 
the doorstep. Of course the art historical 
narratives told within institutions are still 
hugely problematic as we know. They are not 
diverse, and they are overly gendered and 
westernized. But is there enough there that 
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The internet is also 
fantastic for exploring 

ideas communally. One 
interesting model is open 

source software. Here you’ve 
got people all over the 

world asynchronously and 
synchronously working on and 

towards a common goal. 
Paul Bennun

I am worried by the conditions that we’re now 
facing and our discussions around the internet.  
It all seems very individualistic... From my 
experience, working with museums and 
institutions, it is very much about a shared space 
where people come together.  
Sonia Boyce

Klaus Thymann
HYBRIDS Project 2007
Gay Rodeo, Los Angeles 
© Klaus Thymann 2011
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artwork isn’t it? That was a particular 
moment that was an evolution within the 
discourse around what art is. It sits within 
a story where that was a very economic 
and succinct idea that could be totally 
dematerialised.
 SF: Or a Tino Seghal performance?
 PH: Yes but Tino Seghal is the only 
artist that I’m aware of who is a performance 
artist in an institution like the Tate. 
 SF: What about Chris Burden? You 
might buy a photograph of his performance 
that’s authenticated but still the moment 
itself is intangible. 
 PH: Yes he sold blood stained rags 
from his performances which reinforces this 
idea that people want a physical residual 
thing that they own in addition to the 
experience of the work they collect. 
 SF: I think when people buy a 
Picasso from an auction house they want 
a little bit of that experience of Picasso 
painting it. When Richard Long makes a set 
of stone circles in a gallery it’s only a token 
of this very diffuse action that he made and  
I think everyone knows that. I mean  
 the person who buys that is not  
 really saying this is the work, it’s  
 a kind of token and I don’t see the  
 huge separation. 

that works of art can be digital works of art. 
Of course it can also be used to manage 
communal efforts to create physical artefacts 
as well. 
 Audience: Simon, you mentioned 
earlier about selling the code to your work, 
I think that’s a really important way to 
differentiate the type of copy, so rather than 
having a copy which could be a JPEG which 
is a compressed image, you could sell the 
raw data for your photograph or you could 
sell the code to your animation. I think that 
this may be a way forward in the digital 
domain of differentiating between what’s 
out there and what’s available to collectors.
 SF:  Although it might not seem it, 
you’ve made a distinction between a physical 
object and a virtual object. I think an artist 
who makes a painting has created some sort 
of intervention in the world that has some 
meaning and I think what people value 
when they buy that work is this conceptual 
artefact. It’s maybe within the art model 
that people need some sort of authenticity 
and closeness but I don’t think that has to 
only reside within physical objects. I think 
the physical object is just one vessel for that 
meaning. 
 PH: That’s certainly true. I think 
that it’s possible to access that conceptual 
moment, without buying the work. You go to 
a museum and you can access it, you don’t 
have to pay £3 million to own it physically. 
So I think that kind of access is possible in 
institutional spaces, in that shared space, 
and also online but I think it’s the actual 
physical ownership of the object that is 
within the market... 
 SF: But isn’t a Sol LeWitt bought  
 and sold?
 PH: But that’s as a conceptual 

Although it might not seem 
it, you’ve made a distinction 
between a physical object and a 
virtual object. I think an artist who 
makes a painting has created 
some sort of intervention in the 
world that has some meaning 
and I think what people value 
when they buy that work is this 
conceptual artefact.  
Simon Faithfull
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Sol LeWitt
The Location of Six Geometric 
Figures, 1974
Detail: ink and pencil on paper
© The LeWitt Estate.
ARS, NY and DACS, London 2011



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.

We also work with artists’ beneficiaries and estates  
to help them get the most from their rights.

The idea for this series of portraits came out of a 
desire to celebrate the diversity of visual artists whose 

rights we represent.  

DACS Artist Profiles

Indre Serpytyte
Robert Scott

Marcus Harvey

Indre Serpytyte
From the series A State of Silence
2006
Photograph
51 x 61 cm
© Indre Serpytyte 2011
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DACS Artist Profile

Indre Serpytyte
Born in Lithuania, Indre Serpytyte is an artist whose 

work deals with the impact of war on European history 
and perception. After graduating from the University of 
Brighton, Indre received her MA in Photography from 
the Royal College of Art in 2009. Her work has received 
widespread recognition including a Terry O’Neill Award 

(Specially Commended), the Jerwood Photography 
Prize and a recent nomination for the Foam Paul Huf 

Award. She is based in London.
www.indre-serpytyte.com

 Did you always want to be an artist?
 As a child I was very interested in 
photography but I never thought it would 
be my career. I grew up in Lithuania, where 
it was expected that you would be a doctor 
or lawyer. It was only when I moved to 
England, and I had to choose my A-levels, 
that photography became an option. It felt 
very natural.

 Are there any artists who have  
 influenced you?
 I have always been drawn towards 
fine artists and sculptors, such as Louise 
Bourgeois, Doris Salcedo and Rebecca 
Horn. The photographer Jemima Stelhi has 
also been an influence. 

 How would describe your work?
 Initially my work began as a very 
personal journey, allowing me to express 
my emotion after my father died. Growing 
up in Lithuania has always been a source 
of inspiration for me and my work has 
become increasingly political. I am very 
interested in war, seeking out individuals’ 
stories and exploring what lies hidden 
during conflict.
 For the series 1944-1991, I photo-
graphed the sites of former NKVD- MVD-
MGB-KGB Buildings which were interro-
gation and torture buildings utilized during 
the Cold War. From these photographs I 
made the buildings into small models and 
then photographed them in my studio. My 
photographs are also very sculptural as a 
set up.

 Tell me about where you work
 My work requires a lot of research 
and can take anything up to two years 
to carry out, so I am between studios 
at the moment. I now work from home 
researching my new project about war 
trophies which involves contacting 
museums and talking to individuals about 
what it means and why it happens. This is 
still in its early stages and when my ideas 
are fully formed I’ll head back to the studio 
to shoot.

 What have you got coming up?
 I’m attending this year’s Les 
Rencontres D’Arles having been 
nominated for a Discovery Award. I have 
exhibitions coming up in Florence and 
Estonia, as well as my first solo show in 
Lithuania which is exciting. I’m also self-

publishing my new book too. It’s great to 
be so busy but its hard work do it all by 
yourself. I don’t have a gallery so it is a lot 
of work to organise the exhibitions and 
arrange all the shipments. Maybe that’s why 
my research takes so long! [laughs]

 You claim Payback. How did you  
 first find out about DACS?
 It was a photographer friend of 
mine who recommended Payback to me. 
I really didn’t believe her when she told 
me about it but then I checked it out for 
myself. I’ve claimed Payback for two years 
now.
 For me it is not just about the 
royalties but also the recognition. I’m doing 
something good and I’ve been recognised 
for it. It’s accepted that musicians get 
royalties so why shouldn’t artists? 

 What do you see as the biggest  
 challenge for artists working today?
The recession and cuts to arts funding 
is a big issue. It has become harder to 
get represented by galleries if you’re just 
starting out too as it’s much safer for them 
to choose someone more established. The 
YBA times have gone and no one is taking 
risks anymore. It’s hard for new artists to be 
experimental. 

 Do you have any advice for artists  
 starting out today?
 Keep working. If it is important to 
you, and you are passionate about it, then 
it will come to you. At the end of the day 
it’s not about making money, but doing 
something that you love. 
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 Why did you set up the Foundation? 
 After my father died, my brother and I decided to set up the 
William Scott Foundation. I had already been collating information 
on my father’s work and life for over 17 years and we wanted to 
continue this research, making it accessible to the public and with 
a view to publishing a catalogue raisonné of his works in oil. We 
also wanted to continue supporting cutting-edge research into the 
causes of Alzheimer’s which had cut short our father’s life.

 Where is the Foundation based?
 We have an office in Chelsea very close to where William 
Scott had his studio. It has two floors, one of which houses archival 
material, which apart from documents can be anything from his 
paints and brushes to some of the original source objects from 
which he painted in the 1940s and 1950s. 
 The top floor is our working office where we have our team 
comprising the office administrator and registrar, our editor, Sarah 
Whitfield, for the catalogue raisonné and our main researcher  
Dr Lucy Inglis. We also have a desk for visiting researchers.

 What do you do at the Foundation?
 The core activity is the research needed to produce the 
catalogue raisonné. This involves tracing and wherever possible 
viewing and examining all known works. Documents, international 
press cuttings, catalogues and letters, dating back over 70 years 
ago, are read for clues and then leads are followed up. The results 
are then verified and catalogued. The archiving of documents 
is continually taking place. Where we do not have images of the 
paintings then we need to have them photographed. 
 The Foundation is also involved with the preservation of 
William Scott works, in particular the saving of the 45ft long mural 
in Altnagelvin Hospital, Ireland.
 We also have to deal with forgeries which is very time 
consuming and offers no financial reward. Sometimes we need the 
Police to intervene. To give you an idea of the size of the problem, 
we have 28 cases on file at the moment, mainly of works on paper, 
some of which are rather poor attempts. 

 What are some of the challenges you face
 It must be appreciated that time is of the essence as the 
original collectors and friends of William Scott are fast becoming 
extinct. Only last month a very close friend of his, in Ireland, died 
before we managed to get to interview him. 
 Finance is of course another challenge. We have in the past 
received a few generous donations from collectors but now we 
have to sell the works that we own to keep the Foundation going.

 How did you first come into contact with DACS?
 I’ve known about DACS for over 20 years as an organisation 
protecting artists’ copyright. We came into contact through our 
campaigning work for the Artist’s Resale Right. In 2009, DACS 
invited me to the World Copyright Summit in Washington DC to 
help promote the case for the Artist’s Resale Right for artists’ heirs 
and beneficiaries.  

 Come 2012, how will the full implementation of the 
 Right help you?
 We do receive some revenue through reproduction of 
William’s Scott work but this remains relatively small compared to 
the potential income from the Artists Resale Right royalties. It will 
be critical to the future of the Foundation, bringing a significant 
contribution to our running costs. It could even be the difference 
between the Foundation continuing its work and having to close. 

 What is the Foundation working on next?
 Apart from the production and publication of the catalogue 
raisonné we are looking to develop an online version. We will also 
be celebrating the centennial of William Scott’s birth in 2013 with 
an exhibition at Tate St Ives and an extensive exhibition at the 
Ulster Museum in Belfast. 
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Robert Scott
William Scott Foundation

William Scott (1913-1989), is best known for his still-life 
and abstract paintings. He exhibited widely throughout 

his life both in the United Kingdom and abroad and 
rapidly acquired an international reputation. He 

represented Britain at the São Paulo Bienal in 1953 and 
1961, and at the Venice Biennale in 1958.  In 1984, he 

was made a Royal Academician. He died of Alzheimer’s 
Disease in 1989. Scott’s two sons, Robert and James, 
established the William Scott Foundation in 2007.

www.williamscott.org



 Where do you go for inspiration? 
 I never stray too far from the 
contents of the tabloid press. The politics 
are mindless but the themes that are 
closest to my heart are all there. 
 
 How would you describe 
 your work? 
 I am making more sculptural work 
now; I have a new kiln and have started 
carving wood. In the past I have dealt with 
heavily loaded iconography but I’m trying 
to find more generic characters to deal 
with. I’m trying to create my own ensemble 
along the lines of a Punch and Judy show. 

 Tell me about your studio 
 I’ve been here for four years and it’s 
an absolute gem. There are very few artists 
here which is a good thing as that can be 
distracting. I was based at a studio for most 
of the 1990s with Damien Hirst and made 
many other dear friends which proved to 
be very important but it became difficult to 
concentrate on my work.
 You can get anything you need done 
here and that’s part of the richness of this 
street. There are ceramicists, stained glass 
artists, fashion pattern cutters and a man 
who makes glass chandeliers. There is a 
mechanic so you can go to get advice about 
your car and there are quite a few prop 
makers and carpenters.  

 Were you surprised by the publicity  
 that Sensation generated?  
 It was an interesting lesson in the 
dynamics between the media and the 
art world. The painting was about media 

exploitation and I felt I had the right to 
use that image since it had been used as 
a football for titillation by the media for 
years. 
 I was absolutely flabbergasted when 
Charles Saatchi bought it. I had painted it 
over two years prior to this and my work 
had moved on. I thought it would be shown 
at his gallery on Boundary Road but then 
it was exhibited in Sensation at the Royal 
Academy of Arts and suddenly the whole 
thing took on its own momentum.   
 After the exhibition I chose to 
pursue things that weren’t so conceptually 
heavy. The experience was a mixed bag. It 
was interesting and exciting but I didn’t 
benefit financially and it didn’t help me 
develop my work. 
 What was most interesting was 
the process by which the press willfully 
distort information and this ossifies into 
something that people read as the truth 
forever after. Like the picture itself, really.  

 What are you working on at 
 the moment? 
 I am making a group of ceramics 
and paintings for shows in Prague and 
Amsterdam.

 What advice would you give to  
 any artist starting out today? 
 Get a job. Develop a separate skill 
that can give you an income. Make sure 
that you can protect your practice as it’s 
unlikely you will have a private income 
or make pots of cash when you leave 
college. Being an artist means that the 
financial odds are stacked against you. 

When I started out I worked in a hospital 
doing shift work. That salary meant I 
could budget for materials and afford a 
reasonably sized and secure studio.  

 How did you first come into 
 contact with DACS? 
 I got a call from DACS saying they 
had some resale royalties for me. Before 
the legislation came in I didn’t really 
believe that I would get any royalties but 
when I heard grumblings from dealers and 
gallerists then I thought that there must be 
something in it after all. 

 You’ve recently joined DACS for  
 Copyright Licensing
 Yeah, the advantage of this for me 
is that anyone wanting to reproduce my 
images can be directed to DACS. Many 
galleries are often pressured for time and 
so it relieves the burden on them and 
it’s good for everyone if there is a certain 
amount of independence as well in terms 
of where your images are being looked 
after. Artists’ markets can be influenced by 
many things, unfortunately your death is a 
major one of them. The fact that DACS can 
collect artists’ royalties after their deaths is 
reassuring for their families.

39

DACS Artist Profile

Marcus Harvey
Marcus Harvey is a fine artist based in London.  

He was one of a group of artists who graduated from 
Goldsmith’s College in the late 1980s, who became 

known as the Young British Artists (YBAs).  
His infamous painting Myra, first shown in the 

exhibition Sensation at the Royal Academy of Arts 
(1997) sparked widespread media attention. Since 

then his work has grown to encompass sculpture and 
more recently ceramics and wood carving. Harvey is 
the co-founder of Turps Banana, a magazine devoted 

to painting and written by painters.
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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.

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.

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. 

Sue Gollifer
After ten years serving on the Board, Sue stepped down 
in December 2010. As an artist, academic, curator 
and leading authority on new technologies in fine art 
practice, Sue remains involved with DACS as a member 
of the Creators’ Council.

Conor Kelly
Conor is an artist and musician based in London. He 
is known for his sound installations and music and 
increasingly works with film and video. Conor has been a 
member of the DACS Board since 2008.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.
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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.

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.

Gwen Thomas
Gwen is Executive Director of Business and Legal 
Affairs at the Association of Photographers (AOP). 
Gwen joined the DACS Board in 2000.

Klaus Thymann
Klaus is an award winning photographer and film-
maker. His art has been exhibited and published world-
wide, and he also works on commercial assignments. 
Klaus joined the Board in 2011.

An Vrombaut
An is a picture book illustrator and author. She also 
designs, writes and directs animated films such as the 
pre-school TV series 64 Zoo Lane. An joined the Board 
in 2009 and also a member of the Creators’ Council.
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The Board 
of Directors

William Scott RA (1913-1989)
Still Life, c. 1956
oil on canvas
24 x 36 in / 61 x 91.4 cm
Private collection
© 2011 Estate of William Scott
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Derek Brazell
Derek is a successful illustrator known for a series of 
children’s books, and has been producing commissions 
since the mid 1980s. Derek is involved with illustrators’ 
rights through the AOI, and represents the visual arts 
on the British Copyright Council Board. He has been an 
appreciative Payback claimant for many years.

Peter Dazeley
Peter is a London based award-winning fine art and 
advertising photographer. He is a regular Payback 
claimant.

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 
also claims Payback.

Tom Phillips CBE RA 
Tom is a painter, printmaker, composer and writer. Tom 
uses DACS’ Copyright Licensing and Artist’s Resale 
Right services.
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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.

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. 

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 biennials in Mexico, 
Liverpool and Sao Paulo. Stuart uses DACS’ Artist’s 
Resale Right service.

Nicholas Sinclair 
Nicholas is a fine art photographer and the beneficiary 
of the late Sir Kyffin Williams RA. Nicholas uses DACS’ 
Copyright Licensing service. 

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.

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.

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 served on the 
DACS Board for 10 years, stepping down December 
2010. Sue is a regular Payback claimant.
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You can download a copy of DACS’  
Members’ Charter Performance Review 2010  
at www.dacs.org.uk

DACS Annual Review 2010

The Creators’
Council

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.
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 Illustrators are facing increasing 
pressure to assign their copyright in 
commissions for no additional fee for 
this valuable right. The imbalance in 
negotiating power between freelance 
creators and their commissioners means 
that it can be hard not to capitulate to 
unfavourable demands. As the Government 
looks at possible changes to copyright 
legislation, it has become quite clear that 
individuals, as well as artists’ organisations 
including DACS have got a fight on their 
hands to ensure a freelance life in the 
creative industries can be maintained.

 How artists protect their work, 
especially if their names become detached 
from it (creating an ‘orphaned work’), is 
becoming increasingly important, and 
governments across the world are looking 
at solutions to deal with this problem.  
Until solutions are in place, artists must 
ensure that they always credit their work 
and keep claiming Payback royalties. 
This money, generated through collective 
licensing schemes, is a great reminder of 
the ongoing life images can have after their 
initial commission. Where would we be 
without them?

 Derek Brazell
 Derek is a successful illustrator 
known for a series of children’s books, and 
has been producing commissions since the 
mid 1980s. He is co-author of Making Great 
Illustration, a book examining the illustration 
process for which 30 renowned illustrators 
were interviewed, published in 2011. He also 
contributes articles and is publisher of the 
Association of Illustrators’ magazine Varoom.

 Derek is involved with illustrators’ rights 
through the Association, and represents the 
visual arts on the Board of the British Copyright 
Council. He has been a Payback claimant for 
many years.

The Creators’ Council brings together 
artists from many disciplines and I 
represent the interests of illustrators. 
The main role of the Council is to 
provide an insight into the diversity 
of the visual arts community, keeping 
DACS in touch with the real experiences 
of visual artists – life at the business 
end, the practicalities and pressures. 
It is important for DACS to have a 
sounding board for new ideas and 
I’ve found it a great benefit to share 
my knowledge as an illustrator and 
through my role at the Association of 
Illustrators (AOI).

 Creating artwork can be a 
fantastically rewarding experience, and 
illustrators get the pleasure of seeing their 
work and its impact across many fields - 
books, magazines, advertising, packaging, 
mobile content and more. I still get a thrill 
seeing my artwork published – it’s like an 
additional reward. But of course with the 
creation of artwork for commercial clients 
comes the necessity for licensing, and with 
that comes the need for artists to manage 
their copyright.



Atiq Bhagwan 
Copyright Advisor & 
Enforcement Officer 
(Maternity Cover for 
Helen Dutta)

Iryna Birmingham
Accounts Executive

Ruth Busby
Licensing Administrator

Linda Carolan
Internal Project Manager

Victoria Cole
Licensing Manager

Hannah Coles
Human Resources 
Manager

Christine Couldwell
Licensing Executive

Jacqueline Demri-Burns
PA to CEO (Maternity 
Cover for Liane Jobson) 

Helen Dutta
Legal & Business Affairs 
Manager

Richard Etienne
Licensing Executive

Ross Jenkins
Royalties Executive

Liane Jobson
PA to CEO

Mohamed Khan 
Finance Projects Manager

Laura Marshall
Artist’s Resale Right 
Administrator

Ian Matthews
Royalties Executive

Emma Mee
Licensing Executive

Sally Millard
Financial Controller

Joanne Milmoe
Communications Officer 

Ben Pluck
Office Manager

John Robinson
Director of Legal & 
International

Daniel Rudd
Artist’s Resale Right 
Manager

Jane Sandeman
Director of Finance

Ekta Shah
Accounts Executive

Tania Spriggens
Director of 
Communications

Joy Stanley
Membership Executive

Jeremy Stein
Director of Services

Siobhan Sullivan
Artist’s Resale Right 
Administrator

Priya Sundram
Artist’s Resale Right 
Assistant 

Gilane Tawadros
DACS Chief Executive

Janet Tod 
Artist’s Resale Right 
Assistant

Laura Ward-Ure
Licensing Executive

Nicolas Watkins-Wright 
Payback Manager

Christian Zimmermann
Legal & Business Affairs 
Manager

Muna Zuberi
Office Administrator
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From artists to lawyers, each member of 
the DACS team brings their own specialist 
knowledge and expertise to the organisation. 
The team work hard to ensure that artists’ 
rights are protected and that those rights are 
recognised both financially and morally.
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Company Secretary

John Robinson

Registered office

33 Great Sutton Street
London
EC1V 0DX

Registered Company no. 1780482

Auditor

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

Bankers

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

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

Standard Life Bank Limited
1 Conference Square
Edinburgh
EH3 8RA
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Derek Brazell
Muslim Girl
© Derek Brazell 2011
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