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Mildura Atrocity Exhibition 
Burchill/McCamley, Lauren Burrow, Alexandra Peters 
Curated by Helen Hughes 

This exhibition takes its cue from the history of the NAP Contemporary building, which used 
to be a Volkswagen salesroom established by NAP co-director Riley Davison's family. The 
exhibition includes a range of sculptural and wall-based works that reference the form of a 
car: Burchill/McCamley present two customised car seats with steel bases; Alexandra Peters 
KDV�LQFOXGHG�D�VXLWH�RI�VKDSHG�FDQYDVHV�EDVHG�RQ�WKH�FDU�GRRUV�RI�6XEDUX¶V�)RUHVWHU�OLQH��
DQG�/DXUHQ�%XUURZ¶V�ZRUNV²originally shown in Milani Galler\¶V�&DUSDUN�*DOOHU\�LQ�����²
are a plaster-cast of a three-metre-long scratch made by a car key (a 1978 Toyota Corolla) 
and a number of car windows sourced from wrecking yards, which Burrow has embellished 
with bioglitter and rhinestones. 

An exhibition of FDU�SDUWV�PD\�EULQJ�WR�PLQG�(QJOLVK�DXWKRU�-�*��%DOODUG¶V������Crashed 
Cars exhibition, where he presented three wrecked cars (a Pontiac, an Austin Cambridge 
$����DQG�D�0LQL�ERUURZHG�IURP�&KDUOHV�6\PPRQGV¶�0RWRU�&UDVK�5HSDLUV��DV�IRXQG�REMHFWV�
at New Arts Lab in Camden Town, London. Ballard conceived the exhibition while he was 
working on his famous 1973 novel Crash (adapted to film by David Cronenberg in 1996), 
which examines the car as an icon of twentieth-century culture: a symbol of individualism 
and atomisation, consumerism and mass-manufacture, speed and intensity, sexuality and 
death. Crash, WKH�QRYHO��ZDV�SUHFHGHG�E\�WKH�FKDSWHU�µ&UDVK�¶�LQ�%DOODUG¶V�H[SHULPHQWDO�ERRN�
RI�µVXUJLFDO�ILFWLRQ�¶�The Atrocity Exhibition (1970), from which this exhibition borrows its title. 

I hired a topless girl to interview people on closed-circuit TV. The violent and 
overexcited reaction of the guests at the opening party [of Crashed Cars] was a 
deliberate imaginative overload which I imposed upon them in order to test my own 
obsession. The subsequent damage inflicted on the cars during the month of the 
show²people splashed them with paint, tore off the wing mirrors²and at the opening 
party, where the topless girl was almost raped in the rear seat of the Pontiac (a scene 
straight from Crash itself), convinced me I should write Crash. The girl later wrote a 
damningly hostile review of the show in an underground paper.1 

Several of the works in Mildura Atrocity Exhibition channel the latent violence of the car, 
though in slightly different ways to Crash��%XUURZ¶V�VFUDWFK�Negative content (2023) speaks 
to the history of improvised weapons and prosthetics: of growing up being told to wedge 
keys between her fingers when walking home late at night. The scratch is an elemental 
H[SUHVVLRQ�RI�WKH�VXEMHFW��OLNH�WKH�KDQGSULQW�RU�SHWURJO\SK��EXW�LW¶V�DOVR�D�FODssic form of 

1 J.G. Ballard interviewed by Thomas Frick, The Paris Review 94 (Winter 1984), 
https://www.theparisreview.org/interviews/2929/the-art-of-fiction-no-85-j-g-ballard. 
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vandalism against private property. Negative content is installed low on the wall below waist-
height, to indicate surreptitious execution. 

Lauren Burrows, Negative Content, 2023 

The engineers waved to the crowd reassuringly and moved towards the motorcycle, 
which lay on its side fifty yards behind the car. They began to pick up the sections of 
WKH�F\FOLVW¶V�ERG\��WXFNLQJ�WKH�OHJV�DQG�KHDG�XQGHU�WKHLU�DUPV��6KDYLQJV�RI�ILEUHJODVV�
from its face and shoulders speckled the glass around the test car like silver snow, a 
GHDWK�FRQIHWWL�«�+HOHQ�5HPLQJWRQ�KHOG�P\�DUP��6KH�VPLOHG�DW�PH��QRGGLQJ�
HQFRXUDJLQJO\�DV�LI�XUJLQJ�D�FKLOG�DFURVV�VRPH�PHQWDO�KXUGOH��µ:H�FDQ�KDYH�D�ORRN�DW�
LW�DJDLQ�RQ�WKH�$PSH[��7KH\¶UH�VKRZLQJ�LW�LQ�VORZ-PRWLRQ�¶2 

7KH�IRUP�RI�%XUFKLOO�0F&DPOH\¶V�ZRUNV�Figure A (2016) and Autorecliner (2015)²free-
VWDQGLQJ�FDU�VHDWV�OLEHUDWHG�IURP�WKHLU�µPRELOH�FRFNSLWV¶²are reminiscent of crash-test 
dummies. Figure A also references 20th-FHQWXU\�'XWFK�GHVLJQHU�*HUULW�5LHWYLHOG¶V�IDPRus 
zig-]DJ�FKDLU��������WKURXJK�LWV�VWHHO�EDVH��DV�ZHOO�DV�0DUFHO�%URRGWKDHUV¶�MuséH�G¶$UWH�
Moderne Department des Aigles (1972) via its taxidermied pigeon perched on the black 
OHDWKHUHWWH�VHDW��7KH�SLJHRQ��KRZHYHU��LV�WKH�LQYHUVH�V\PERO�RI�%URRGWKDHUV¶�HDgle, the latter 
of which appears in so much heraldry²it being a hunting bird associated with leadership, 
vision, and thus powerful families and nations. The pigeon, by contrast, is decisively 
common²maligned by property owners who install pigeon spikes to deter their nesting. If 
the eagle connotes blue skies and mountain ranges, the pigeon connotes concrete and steel 
postindustrial areas (like carparks and warehouses) that are hostile to most other forms of 
life. 

Burchill/McCamley, Figure A, 2016 Burchill/McCamley, Autorecliner, 2015 

2 J.G. Ballard, Crash [1973] (New York: Vintage Books, 1985), 124–125. 

NAP Contemporary  
94 Deakin Avenue, Mildura 
info@napcontemporary.com.au 



3 

The enormous energy of the twentieth century, enough to drive the planet into a new 
orbit around a happier star, was being expended to maintain this immense motionless 
pause.3 

Against the instant death and violence associated with car crashes, Autorecliner invokes the 
slow death of climate crisis. Its red and yellow stripes (a colour combination often used to 
GHQRWH�KD]DUG��DUH�ERWK�D�QRG�WR�'DQLHO�%XUHQ¶V�RUDQJH�DQG�ZKLWH�VWULSes as well to an 
ascending graph that charts the annual global temperature increase since the beginning of 
the industrial revolution, projected up to the year 2100. This graph is reproduced in the 2021 
screenprint, Definition of Now. Like the annual global temperature as shown on the graph, 
the striped car seat is poised to catapult off the top of an ascending steel ramp. Together, 
WKH�FDU�VHDW�DQG�JUDSK�SRLQW�WR�D�GLIIHUHQW�NLQG�RI�GHDWK�WR�%DOODUG¶V�WZHQWLHWK-century car 
crash victims: the slow suicidal march of anthropogenic climate warming, intimately entwined 
with the burning of fossil fuels such as in petrol-fuelled cars. 

3HWUROHXP�FRQVXPSWLRQ�LV�DOVR�UHIHUHQFHG�LQ�%XUURZ¶V�FDU�ZLQGRZ�ZRUNV�Exiguous plains 
(2019), which are coated in a resin film with bioglitter made from cellulose extracted from 
eucalyptus leaves. The shimmering colours of the bioglitter reference nail varnish, drawing 
parallels between the car windows and fingernails²both prosthetics, an extension of the 
body. In bringing cellulose from eucalyptus and plastic car parts together, Burrow also 
invokes the long time scale of petroleum (extracts of which are used to make a range of 
plastics, including car paint and nail polish), the crude oil made from the compression of 
fossilised animal aQG�SODQW�PDWWHU�RYHU�PLOOLRQV�RI�\HDUV��$V�D�UHVXOW�RI�SHWUROHXP¶V�RULJLQ�LQ�
organic matter (like eucalyptus forests), it stores large amounts of carbon that are released 
back into the atmosphere when burned (i.e., in the engines of cars.) 

Lauren Burrow, Exiguous plains, 2019 

$V�ZLWK�%XUURZ¶V�FRQMRLQLQJ�RI�WKH�FDU�SDLQW�MRE�ZLWK�WKH�PDQLFXUH��D�FRQVFLRXVO\�IHPPH�
LGHQWLILFDWLRQ�FRXUVHV�WKURXJK�RWKHU�ZRUNV�LQ�WKLV�H[KLELWLRQ��$OH[DQGUD�3HWHUV¶�Subaru 
Forester series (2023) is based on the car door of her own Subaru Forester²a line of 4WD 
that has been historically associated with and marketed to women, single mothers, and 
lesbians. (In a famous ad campaign in the 1990s, Subaru gave the Foresters number plates 
OLNH�µ&$03�287¶�DQG�µ;(1$�/95�¶� 

3 Ibid., 151. 

NAP Contemporary  
94 Deakin Avenue, Mildura 
info@napcontemporary.com.au 



4 

Alexandra Peters, Subaru Forester II 
(2004) (Lake) (Sky Blue), 2023 

  Alexandra Peters, Beirut by the Bay (CCC), 2023 

The Subaru Forester series connotes the shaped canvases of Kelly or Stella, but departs 
from these investigations into colour and shape through the use of the nontraditional material 
of vinyl in lieu of canvas. Peters does not apply pigment to the surface of her paintings in a 
humanistic way, but rather uses the materials and means of mass industry. She screenprints 
imagery onto prefabricated imitation leather that she has selected from thick colour swatches 
that lie around her studio. The seriality of the doors, which morph subtly in each new 
generation of the Forester, similarly connote mass production. Against a logic of a unique 
subjectivity that is indivisible from the painting, what Isabelle Graw would describe as its 
µOLYHOLQHVV�¶�3HWHUV�LQVWHDG�VSHDNV�RI�KHU�ZRUNV¶�FDSDFLW\�WR�EH�ZLSHG�FOHDQ²to be 
fingerprint-OHVV��WR�FRPSOHWHO\�UHPRYH�WKH�DUWLVW¶V�KDQG��7KLV�ZLSH-downability explains the 
prevalence of materials like vinyl in hospitals and the taxis, which require constant 
sanitisation. 

The plastic laminates around me, the colour of washed anthracite, were the same 
tones as her pubic hairs parted at the vestibule of her vulva. The passenger 
compartment enclosed us like a machine generating from our sexual act an 
homunculus of blood, semen and engine coolant.4 

3HWHUV¶�Beirut by the Bay (CCC) (2023) is a large wrapped vinyl diptych. The top half is 
screenprinted with a drawing the artist made using bitumen along with distorted found 
images, and tilts away from the wall to impose on or even cocoon the viewer. This tilt is 
DFKLHYHG�WKURXJK�3HWHUV¶�QRYHO�KDQJLQJ�PHFKDQLVP�RI�DWWDFKLQJ�FURZEDUV�WR�WKH�EDFNV�RI�
her paintings, which then hang off screws in the wall²as if the painting is poised to remove 
the very hardware that supports it in a gesture of self-erasure. Here, the crowbar hanging 
mechanism also gives the large rectangular painting the impression of a popped bonnet or 
car boot. 

Mildura Atrocity Exhibition can be read as a dissected car with the constituent parts 
separated out for display: the windows, seats, doors, paint, bonnet, or boot. In this sense, 
the technology of the car is presented not as a prosthetic extension of the body with the 
illusion of unity that bodies entail, but rather, as Jean Baudrillard once wrote of Crash, as 
µWKH�GHDGO\�GHFRQVWUXFWLRQ�RI�WKH�ERG\�«�D�ERG\�ZLWK�QHLWKHU�RUJDQV�QRU�RUJDQ�SOHDVXUHV��
entirely dominated by gash marks, excisions, and technical scars²all under the gleaming 
VLJQ�RI�VH[XDOLW\�WKDW�LV�ZLWKRXW�UHIHUHQWLDOLW\�DQG�ZLWKRXW�OLPLWV�¶5  

² Helen Hughes 

Deputy Head of Fine Art, Monash University 

4 Ibid., 80–81.  
5 Jean Baudrillard, “Ballard’s ‘Crash,’” Science Fiction Studies 18, no. 3 (November 1991): 313. 
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