


Scarce and essential for the human body, salt was an early object of 
exchange.1  In many ways it was a precursor to the invention of 
money. One of the clearest differences between the two however is 
that money is life sustaining only in the abstract. Despite the central 
role money plays in our culture, its value is illusory, as highlighted by 
the GFC. It is impersonal, a standard of value which allows for the 
exact measurement of equivalents. Money creates exchange without 
the inefficiencies of barter and has driven the rational calculation of 
human affairs and connections. But money is more than simply a 
tool for economic exchange: Creative Accounting considers some of 
the cultural, political and aesthetic values.

Relying on common agreement and trust in order to function, money 
can only operate in circulation. A currency created by, and residing 
entirely with an individual could not function as currency.  It is only 
when it is recognised by a group of people that it becomes money. In 
this way, money is a kind of common phantasmagorical object.    

In The Oxford Book of Money, Kevin Jackson calls money ‘a fiction’ 
‘a language’ ‘a kind of poetry’ and something with an essentially 
imaginative nature.2  We are aghast at the thought of burning a 
million dollars because, as representation, we have allowed our 
imagination to imprint exaggerated worth onto pieces of paper.  
Money has certainly relied upon the imagination for its visual form 
too. The beauty of anti-counterfeit engravings or a bank note’s 
muted tones help create the signifiers of paper currency that are 
almost universal. We agree what money is, we recognise it — the 
rectangular shape, the intricate borders, the symbols of the State or 
portraits of important people. In this way dollars and cents operate 
as agents of propaganda — subtly reinforcing collective identity and 
patriotism. Coin makers were some of the earliest propaganda 
artists, yet across history their work has been put to different use 
through the covert, seditious defacing of money with political 
statements that could be passed anonymously from hand to hand. 

The stock exchange is the centre of monetary transactions …  
Its sanguine-choleric oscillations between optimism and pessimism, 
its nervous reaction to ponderable and imponderable matters, the 
swiftness with which every factor affecting the situation is 
grasped and forgotten again – all this represents an extreme 
acceleration in the pace of life, a feverish commotion and compression 
of its fluctuations, in which the specific influence of money upon 
the course of psychological life becomes most clearly discernible.

Georg Simmel The Philosophy of Money 1907



 
Whilst money and economics have been a focus for authors, 
film makers and to a lesser extent, visual artists, philosophical 
contemplation and understanding by the wider populace has 
been limited. Niall Ferguson despairs at “the dangerous barrier 
which has arisen between financial knowledge and other kinds of 
knowledge”.3 In the absence of knowledge, unknowingly, desire 
can turn to wishfulness where Get-Rich-Quick schemes flourish. 
On the one hand, money creates the presumption of logic, stability 
and rationality; on the other hand metaphysical aspiration. Filling 
this gap is the vast, unknowable complexity of global finance: 
of ‘financial architecture’, ‘banking instruments’ and ‘financial 
engineering’ — that overwhelm the average person and increasingly 
the financial pundits as well. Compounding this, the “financial 
system is so genuinely complex and so many of the relationships 
within it are non-linear, even chaotic.”4 The common perception of 
the economic system as rational and solid may be shaky — it may in 
fact be an entirely fluid or porous construct. 

Capitalism presents money as natural, as fact. Our understanding 
and social interactions are so largely influenced by and mediated 
through monetary and economic systems that they may be likened 
to a vast ocean in which we all swim. Creative Accounting’s aim is to 
reignite an interest in the subjects, to highlight their roles in our 
lives beyond just commodity and exchange. Ultimately, money is the 
surface upon which our hopes and fears are projected; it offers the 
illusion of infinite possibility.   — H.W. 

Melanie Gilligan, Self-Capital, 
2009, HD video – 25’ 3 channel 
video. Courtesy the artist and 
Galleria Franco Soffiantino, Turin

1. Kurlansky; Mark, 2002, Salt: a world history, Jonathan Cape, London
2. Jackson; Kevin (ed.), 1995, The Oxford Book of Money, Oxford University Press, Oxford
3. Ferguson; Niall, The Ascent of Money, a financial history of the world, 2008, Penguin, London
4. ibid p.16



Adding Machines

After the first mechanical calculator was invented in 1642, it was 
not until 1885, when William Seward Burroughs patented the first 
workable adding and listing machine that they started to become 
widespread. By 1926 the one millionth Burroughs machine had been 
produced at their factory in Detroit.

Machines such as this had a substantial impact on the economic 
and technological developments of the twentieth century, leading 
the way for complex financial instruments and the invention of 
computers. The array of adding and other banking machines 
included in the exhibition is a reminder of the evolution of currency 
from the analogue to the digital era, with the possibility that in the 
future all money will be entirely virtual.

Selection of vintage adding 
machines, 1920s - 1980s 
including Burrows, Facit 
and Singer and Marchant 
brands. Photo: Silversalt

Lent by Westpac Banking 
Group Archives.



Cheque

Inscribed on reverse:
 
 From the cheque book issued to Dr. John Harris, who came 
out in charge of a convict ship, and was one for first magistrates 
appointed in NSW. He received a grant of 157 acres in Pyrmont-
Darling Harbour area. (Received from London Office 1938).

John Harris (1754 – 1838) arrived in Australia in 1790, and
went on to hold several military and civil posts. He was an
extensive landowner in the colony with estates in Parramatta
and Ultimo. In addition to Harris Street bearing his name,
he is notable as the first official depositor to a bank in
Australia, along with William Redfern. Unfortunately they
were usurped by Colour Sergeant Jeremiah Murphy who
opportunistically deposited £50 of supposedly ill gotten gains shortly 
before the bank’s official opening.

Lent by Westpac Banking 
Group Archives.

Cheque from the book of Dr John 
Harris, paper. 



Conrad Bakker 

Bakker’s ongoing Untitled Projects engage a variety of social, 
institutional, and consumer contexts. Through humour and 
interventionist strategies he critically comments upon, and makes 
tangible, the existing economies between people, things and spaces.

The series of small paintings, Untitled Project: GOLD/eBAY 
[Australia] (2011) considers the representation and commerce of 
objects in everyday systems of distribution as well as the escalating 
price of gold. Illustrating recent eBay listings, Bakker collapses the 
financial hierarchy between cheap online listings, the listed item’s price 
& notions of the high art object.

Conrad Bakker Untitled 
Project: GOLD/eBay 
[Australian Natural Gold 
Nugget (17.22g), AU $757.00], 
2011, oil on panel, 12 × 17 cm



The carved and painted timber box Untitled Project: DONATIONS 
(2005-ongoing) has been installed at several museums and 
galleries over the last 6 years, operating as a closed system 
with the donations remaining permanently inside the box. 
Through participation, the project turns viewers into benefactors 
or consumers paying for their contemporary art experience, 
challenging the expectation that such activities should be free.

Bakker has exhibited his work nationally and internationally 
including at the Tate Modern in The Irresistible Force and at the 
New Museum of Contemporary Art, New York.  Recent projects 
include Conrad Bakker: Objects & Economies [Untitled Projects 
1997-2007], a survey of ten years of Untitled Projects at the Des 
Moines Art Center Downtown, Untitled Project: LIBRAIRIE [Geneva] 
for the exhibition Public Things at Galerie Analix Forever, Geneva, 
Switzerland and New Image Sculpture at the McNay Art Museum, 
San Antonio in 2011.

 

Conrad Bakker Untitled 
Project: DONATIONS, 2005–
present, oil on carved wood, 
28.5 × 19 × 37.8 cm

b. 1970, Canada 
lives Urbana, Illinois

Represented by  
Lora Reynolds Gallery, 
Austin, Texas and Galerie 
Analix Forever, Geneva. 
 
www.untitledprojects.com



Banking Float Design

The figure to the right is Colour Sergeant Jeremiah Murphy
of the 46th Regiment. He is recognised as being the first
person to open an account on 5 April 1817, just prior to the
official opening of the Bank of New South Wales. For several
months in the preceding year Regimental Muster Rolls
describe him as being “on duty in pursuit of natives.”

His deposit of £50 is surrounding by mystery. How could a soldier with 
gross wages of one shilling and ten pence per day have amassed such 
a princely sum? It is speculated that he earned it from dealing in illicit 
goods or liquor which was not uncommon at the time.

Banking Float design, artist 
unknown, c. 1938, watercolour 
and pencil on board. 

Lent by Westpac Banking 
Group Archives.



Melanie Gilligan 

Working across several disciplines, Melanie Gilligan is best known 
for her narrative performances and videos. Her recent video work 
focuses on the global economic crisis and the subjective dimensions 
of the capitalist economy. Through absurd fictional episodic dramas, 
she translates extensive interviews and research into narrative 
meditations on contemporary political and economic dynamics. 

Self-Capital (2009) features a personified Global Economy 
undergoing radical therapeutic treatment — she has an acute 
psychological condition caused by her recent meltdown. In this 
multi-episode drama, one actress plays every role — therapist 
and patient, customer and cashier. As a patient in therapy, she 
simultaneously represents both the capitalist system as a whole and 
a person affected by contemporary economic upheaval.

Gilligan was a Fellow with the Whitney Museum of American Art’s 
Independent Study Program in 2004-5. Recent projects include the 
solo exhibition Popular Unrest at Galleria Franco Soffiantino, Turin 
in 2011, Melanie Gilligan - Popular Unrest, Presentation House 
Gallery, Vancouver and Popular Unrest, Cold War for Love, Bilbao 
International Festival of Documentary & Short Films, Bilbao and 
Manifesta 8, Spain in 2010. In 2009, Gilligan participated in Talk 
Show at the ICA, London and the previous year she created Crisis in 
the Credit System, a drama about the global financial crisis, made 
for internet viewing.

b. 1979, Toronto.  
Lives London & New York

Represented by Galleria 
Franco Soffiantino, Turin, Italy.

Melanie Gilligan, Self-Capital, 
2009, HD video – 25’ 3 channel 
video. Courtesy the artist and 
Galleria Franco Soffiantino, Turin



Andrew Hurle Reconstructions 
(after CW Dickinson) 2011 
(detail), pigment ink jet print, 
35 × 40 cm. Courtesy the artist 
and Darren Knight Gallery, 
Sydney

Andrew Hurle 

Hurle has produced extensive body of work on money and the 
economic system though print, sculpture and installation. 
His recent work focuses particularly on currency design and 
counterfeit. Hurle also examines the psychology of wealth and the 
various anxieties that arise in prosperity’s shadow — such as loss, 
theft and bankruptcy.

Reconstruction: after CW Dickinson (2011), is a series of inkjet 
prints that interpret the notes and albums of Charles Wesley 
Dickinson (1865 – 1937) and CW Dickinson Jnr, a father and son duo 
of geometric lathe operators and banknote engravers. Geometric 
lathes are old clockwork-style machines that created the complex 
linear configurations for paper banknotes. 



Andrew Hurle Twenty-one 
extrapolations 2010 (detail),  
pigment inkjet on archival 
paper, 40 ×26 cm. Courtesy 
the artist and Darren Knight 
Gallery, Sydney

Extrapolations (2010) were created from the fragments of 
machine-ruled ornaments used to create the American Federal 
currency in the late 19th century. The pieces were cuttings of paper 
originally printed from engragraved steel plates at the Bureau of 
Engraving and Printing in Washington D.C. This was where paper 
currency was printed from the late 1870s on. The cuttings have 
been multiplied and fragmented - much in the same manner as 
they were used in the 19th century to create currency.

 



Andrew Hurle 

Cast from a  German hyperinflationary banknote, Schmutzgeld: 
stereotype (Weimar Republic 1923) (2004), is a kind of memorial 
to a dying banknote. Schmutzgeld roughly means ‘dirty money’ in 
German and stereotyping was a process of reproduction used in 
banknote printing in the 19th and early 20th centuries. The casting 
process denys the decorative print devices — the signatures, 
ornaments, numerals etc — and reveals the wear and tear to which 
the paper had been subjected during its life as currency. 

Hyperinflation of the Mark took place following the First World 
War during the period of the Weimar Republic (prior to the rise 
of the Third Reich). Inflation began in 1922 and reached its peak 
in 1924 when it ended abruptly, leaving in its wake, not only huge 
denominations of currency (the highest was a 100 Trillion Mark 
note) but also huge volumes of paper currency. 

In conditions of hyperinflation economists speak of the ‘velocity’ 
of money which passes from hand to hand at increasing pace as 
each person attempts to spend it before its value falls. Sourced 
from a Berlin flea market, the note used as the casting mould for 
Schmutzgeld: stereotype (Weimar Republic 1923) was very worn, 
perhaps having aquired the greatest velocity, traveling the fastest 
and furtherest from hand to pocket to register and back again. 

Andrew Hurle Schmutzgeld: 
stereotype (Weimar Republic 
1923) 2004, cold-case bronze/
polymer resin, 10 × 15 cm. 
Courtesy the artist and Darren 
Knight Gallery, Sydney



Andrew Hurle Clarification 
2011, polymer substrate, ink, 
14 × 6.5 cm. Courtesy the artist 
and Darren Knight Gallery, 
Sydney

Clarification (2011) is a ready-made object which appears to be an 
Australian $10 bill from which much of the ink has been removed, 
showing that underneath the ornamental printed design of the 
banknote is a substrate of clear plastic.

Currently completing a PhD research at College of Fine Arts, 
UNSW, Hurle’s previous solo exhibitions include broke Darren 
Knight Gallery in 2006, Limited Wealth Austral Avenue, Melbourne, 
Excavating Kunstlerhaus Bethanien, Berlin, Schmutzgeld Elastic 
Residence Gallery, London in 2005 and Quadratmeter—15 small 
exhibitions Kunstlerhaus Bethanien, Berlin in 2004. 

  

b. 1962, Geelong  
Lives Berlin & Sydney

Represented by  
Darren Knight Gallery, Sydney. 

www.andrewhurle.com 



Yves Marchand & Romain Meffre

Marchand and Meffre collaboratively document changing 
urban landscapes. Using a large format camera their images 
of contemporary ruins capture history in suspension and are a 
reminder of the impermanence inherent in the material. 

These seemingly post-apocalyptic images capture the collapse of 
the American Dream through the decline of one of the country’s 
most prosperous cities.  Known as the cradle of modern mass-
production thanks to Henry Ford, Detroit is a stark reminder of the 
impact of shifting economic fortunes. After first seeing an image 
of Michigan station, the photographers have spent seven, week-
long visits to Detroit between 2005 and 2009 to create The Ruins of 
Detroit series of which Bagley-Clifford Office of the National Bank 
of Detroit is a part.

The Ruins of Detroit have most recently been exhibited at Galerie 
Wanted in Paris earlier this year, as well as being presented in a 
large book of the same name published by Steidl in 2010. 

Yves Marchand & Romain 
Meffre Bagley-Clifford 
Office of the National Bank 
of Detroit 2005, from the 
Ruins of Detroit series, 
C-type print, 80×120 cm. 
Courtesy the artists

Yves Marchand
b. 1981 (and lives) Paris  

Romain Meffre  
b. 1987 (and lives) Paris 
 
www.marchandmeffre.com 



Sanné Mestrom 

Conceptual artist Sanné Mestrom delves into notions of value 
in our cultural, financial and personal lives. In her installation 
practice, materials are transposed or transcended and her 
artworks become a series of experiments and questions about 
meaning and belief.

Dr. Sanné Mestrom (2011) comprises a counterfeit of the artist’s 
PhD certificate. Production of the fake document was outsourced 
to the Mexican black-market, where, for a small sum, seemingly 
identical replicas of almost anything can be made. Addressing 
subjective ideas of authority, the work questions how authority 
is determined and relied upon. As a cultural object Dr. Sanné 
Mestrom highlights the financial exchanges between developed 
and developing nations, the relative costs of manufacture and 
equivalences of value and effort.

Mestrom’s solo exhibitions include Things fall down. Sometimes 
we look up at Chalk Horse Gallery, Certain Sacrifices at RMIT 
School of Art Gallery and A history of space is the history of wars 
at Enjoy Public Art Gallery, Wellington. She has participated in 
group exhibitions including Social Sculpture at Anna Schwartz, 
The Nothing at Chalk Horse and De Architectura at MARS Gallery, 
Melbourne. Mestrom completed her PhD at RMIT in 2008.

Sanné Mestrom Dr. Sanné 
Mestrom 2011, counterfeit 
certificate and receipt, Mexico 
City. Courtesy the artist and 
Chalk Horse Gallery, Sydney. 
Photo: Silversalt

b. 1979
Lives Melbourne

Represented by  
Chalk Horse Gallery, Sydney

www.mestrom.org



Convict Love Tokens

Created between 1780s and the 1860s, convict love tokens reflect 
the loss and anguish of the working class of the time. Made from 
defaced copper coins, convicts from the United Kingdom engraved 
enduring messages of love and remembrance for their families 
prior to being transported to Australia. One of the tokens reads:

 When this you see remember me & bear me in your mind 
let all the world say what it will speak of me as you find John Howe 
Aged 21 / 14 Year / January 1 1833 William Howe

Though John Howe’s sentence was 14 years, most convicts who 
were shipped to Australia never returned.

Repurposing an item as significant as money for sentimental 
reasons speaks to the primacy of the human emotion. Transforming 
a coin — which is a typically an impersonal object circulating 
from hand to hand — into a highly personal, lasting form of 
communication underscores their resilience and resourcefulness. 
The act of these convicts repurposing coins into love tokens could 
also be read as a kind of sedition — a rebellion against economic 
supremacy, even as their lives became instruments for the 
expansion of the British Empire.

Love token, convict John 
Howe, copper, 1797-1810. 
Lent by the Powerhouse 
Museum Sydney. 
Purchased 1987

Lent by the Powerhouse 
Museum 



Convict love token made by John Howe from a 1797 Cartwheel 
Penny with inscribed lettering: JOHN HOWE AGED 14 YRS LIBERTY 
IS SWEET; below is an image of leg irons. Verso: WHEN THIS YOU 
SEE REMEMBER MEAND BERE ME IN YOUR MIND; below this is 
an image of manacles. Lent by the Powerhouse Museum, Sydney. 
Purchased 1987.

Convict love token c. 1810-1820 made from a 1797 cartwheel penny 
George III with an engraved figure of a convict wearing the garb and 
shackles associated with the notorious ‘iron gangs’. Lent by the 
Powerhouse Museum, Sydney.

Convict love token made by John Howe, Britain or Australia, 1833 
from a 1799 issue halfpenny of George III with inscribed lettering: 
When this you see remember me & bear me in your mind let all 
the world say what it will speak of me as you find / John Howe / 
Aged 21. 14 Year / January 1: 1833 / William Howe.  Lent by the 
Powerhouse Museum, Sydney. Gift of Richard Doty, 2003.

Convict love token made by H. Heald c. 1825 – 1835 with inscribed 
lettering: Keep this dear Mary for my sake till the departure of thy 
life / The gift of a friend whose love for you will never end H Heald.  
Lent by the Powerhouse Museum, Sydney. Purchased with funds 
donated by the Metropolitan Coin Club of Sydney, 2003.



Kenzee Patterson

Patterson’s interdisciplinary practice uses black humor to 
investigate personal historical narratives, place and identity. His 
sculptural practice reworks familiar objects such as tools and 
other household items tracing out irony and imbuing them with 
personality.

First exhibited in o.n.o. (a sales acronym for ‘or nearest offer’), 1USD 
(2009) formed part of a portrait-like installation, where the objects 
suggested a kind of physical and psychological representation of the 
artist.  In the first presentation of the work, 1USD protruded from 
the wall like a long Pinocchio’s nose. In Creative Accounting, the 
taught rod of pennies is placed at phallus height — bringing to mind 
the links between male ego, power and money. The way 1USD defies 
gravity has particular poignancy in this volatile time, especially 
given that the material costs to produce and distribute 100 pennies 
exceeds the face value of the coins themselves.

Kenzee Patterson 1USD, 2009, 
a stack of one hundred US 
pennies protruding from the 
wall at a 90 degree angle.  
1.9 × 14.5 cm. Courtesy the 
artist and Darren Knight 
Gallery. Photo:  Silversalt



 

Patterson’s Gold Sticker (2010) is made from 9-carat yellow gold 
with an enamel (champlevé) smiley face. School children yearn 
for the reward of a smiley face sticker from their teachers and the 
acknowledgement it entails. Through the use of precious material, 
Gold Sticker elevates this mass-produced symbol of worth, bringing 
to the fore ideas of aspiration, reward and value.

Recent solo exhibitions include The Camden Valley Way at Darren 
Knight Gallery in 2011 and Prospect Hill at Blacktown Arts Centre in 
2010, o.n.o. at Firstdraft in 2009. He has shown in group exhibitions 
internationally including the Design Festa Tokyo, 700IS Reindeerland 
Experimental film & video festival in Iceland, Antipodes, Point 
Éphémère, Paris and Underscore at Juno Gallery, Berlin. He 
co-founded the artist-run initiative Locksmith Project Space in  
2007 and the publication Locksmith Project the following year.

b. 1984 (and lives) Sydney

Represented by Darren Knight 
Gallery, Sydney
 
www.kenzeepatterson.com

Kenzee Patterson Gold Sticker 
2010, enamel on gold, 3 cm 
diameter. Courtesy the artist 
and Darren Knight Gallery, 
Sydney. Photo: Sivlersalt



David Shapiro 

David Shapiro is an artist and filmmaker whose work mixes the 
formal ambiguities of minimalism with humor and personal 
meaning to examine the failures of modernism.
His year-long project Money is No Object (2010) consists of 12 
vellum scrolls, each with one month’s worth of hand-drawn bills, 
stubs and receipts. For October, Shapiro painstakingly rendered 
over 60 bills, all in blue.  Both a highly personal narrative and an 
eerie interchangeable blueprint for the commonplace monotony of 
modern life, the work becomes a reflective surface for viewers to 
consider their own fine print. 

Shapiro has had solo exhibitions in New York at Sue Scott Gallery, 
Pierogi Gallery, LiebmanMagnan and MoMA PS1. His work has 
been included in numerous group exhibitions including shows at 
the Brooklyn Museum, the Norton Museum, MoMA and Art Basel. 
He directed and produced Keep the River on Your Right, (IFC, 
2001) which went on to win the Independent Spirit Award. He was 
nominated for an Emmy for his most recent film, Finishing Heaven 
(HBO, 2010).

David Shapiro October: 60 
bills 2010, from the Money 
is No Object series, ink, 
gouache, colour pencil on 
vellum scroll, 18 in x 28 ft 3 
in. Courtesy the artist and 
Sue Scott Gallery, NY

b. 1963 (and lives) New York 
 
Represented by Sue Scott 
Gallery, New York



János Sugár 

János Sugár uses provocative statements to generate discussion 
and raise social awareness. He has stated that the fundamental 
component of art is attention and his recent works interject 
artworks in high visibility settings. 

Wash your dirty money with my art (2008) is the provocative 
statement Sugár stencilled on the exterior of galleries in Budapest, 
firstly in a legal setting (at the invitation of a public institution) and 
concurrently at two private institutions without permission. He 
has subsequently been embroiled in a court case after being sued 
for damages for the latter act. There is ambiguity surrounding 
the semantic play in the phrase. By labeling money as ‘dirty’ it is 
suggestive of the role contemporary art plays in money laundering; 
the court case also raises debate on boundaries between art, crime 
and social activism. 

Sugár’s recent solo exhibitions include Power Is Invisible Until 
You Provoke It at B5, Targu Mures, Romania in 2009 and Fire in 
the Museum, Platan Gallery, Budapest. Sugár has participated in 
international exhibitions since the mid 1980s including documenta 
IX, Kassel in 1992, What’s up at Műcsarnok/Kunsthalle, Budapest 
where Wash your dirty money was first shown and 10x10: See you 
there in Art for a Social Change, European Cultural Congress, 
Poland in 2011.

b. 1958  
Lives Budapest

János Sugár Wash your dirty 
money with my art 2008. The 
stencil on the wall of the VAM 
Design building, Budapest. Photo 
courtesy of János Sugár.



Time/Bank

E-flux co-founders, Julieta Aranda and Anton Vidokle have worked 
collaboratively to produce several innovative international projects 
that challenge art’s dominant models of production and distribution. 
In 2010 they initiated the e-flux project Time/Bank as an alternative 
economic model where a group of people exchange their time and 
skills, rather than acquire goods and services through the use of 
state-backed currency. 

Using an online platform, Time/Bank participants can request, offer, 
and pay for services in “Hour Notes.” When a task is performed, 
the credit hours earned may be saved and used at a later date, 
given to another person, or contributed towards developing larger 
communal projects. During Creative Accounting, a physical Time/
Bank -branch was established in the gallery where visitors could 
open their own accounts and conduct other banking activities.

Time/Bank 2011 Creative 
Accounting Sydney branch 
installation view. Photo: 
Silversalt

Julieta Aranda (b. 1975,
Mexico. Lives New York)

Anton Vidokle (b. 1965, 
Moscow. Lives New York)  

www.e-flux.com/timebank



Mark Wagner 

Mark Wagner is an artist, writer and publisher best known for his 
meticulous collages. Produced from numerous dollar bills, these 
collages use currency as a raw material to explore the symbolism 
and narratives that surround money and exchange. Using the most 
recognised piece of paper in America as a starting point, Mark 
Wagner builds elaborate narratives and succeeds in creating “the 
foreign in the familiar.”

In The Path Before You (2010), George Washington’s questioning 
stance recalls the old adages such as ‘money doesn’t grow on trees’ 
and being trapped in the ‘financial maze’. Powerlines Converge, 
Statistics Show (2010) conjures up a pie chart from cash — evoking 
the hypotheses and statistical literacy relied upon in financial 
dealings.

Wagner’s work is collected by numerous institutions including the 
Museum of Modern Art, The Walker Art Centre and the Smithsonian. 
His work has been shown at the Metropolitan Museum, The Getty 
Research Institute and The Brooklyn Museum.  His solo exhibition 
Give me Liberty or Give me Death was recently held at Pavel Zoubok 
Gallery in New York.

(b. 1976. Lives America)

Represented by Pavel Zoubok 
Gallery, New York. 

www.smokeinmydreams.com 

Mark Wagner Powerlines 
Converge, Statistics Show 2010, 
collage on museum board panel, 
42 x 46 cm. Courtesy the artist and 
Pavel Zoubok Gallery, NY



Financial Aesthetics

A designer, an archaeologist and an 
artist discuss the design of money. 
Wed 2 Nov 6pm

From Global Financial Crisis to 
Cosmic Accounting
Classical economics versus a cosmic 
solar exchange system.  
Wed 9 Nov 6pm

Curator’s floortalk  
Wed 16 Nov, 1pm

Missing Money & Sleight of Hand 
Watch a magician disappear money and 
a forensic accountant find it. Wed 16 Nov, 
6pm

Dollars & Cents: Show & Tell
Creative types, share your idiosyncratic 
money collections.  
Wed 23 Nov, 6pm
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