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The Incinerator Art Award is the annual art award for the Incinerator Gallery and 
the City of Moonee Valley. Each year the finalist exhibition marks a highpoint in 
an exciting calendar of programs at the gallery that aims to affect positive social 
change for the local community and communities across Melbourne.

The Incinerator Art Award pays homage to Walter Burley Griffin and Marion 
Mahony, the architects of the Incinerator building. They believed passionately in 
creating a respectful relationship between the built environment that they were 
designing and the natural world that they venerated and hoped to conserve. They 
were committed to their philosophies of environmentalism and social justice and 
they directed their collaborative practice to make a difference in these fields. They 
saw their architecture and community planning as a force for realising their ideals. 
Works in the Incinerator Art Award have been chosen because they display these 
same ideals, they help us contemplate the role that contemporary art can play in 
addressing pressing social concerns.

In 2018 the Boathouse Café has again sponsored the $10,000 prize money for the 
Boathouse Award, the Incinerator Art Award’s first prize. We are tremendously 
grateful to the café for their ongoing support. Together we are creating an enticing 
cultural destination that boasts some of the very best food, wine and visual arts that 
Melbourne’s West has to offer, only a few hundred meters from the banks of the 
Maribyrnong River. 

We would like to extend sincerest thanks to Max Delany (Director of the Australian 
Centre for Contemporary Art), Melissa Keys (Curator at Buxton Contemporary) and 
Mark Feary (Artistic Director of Gertrude Contemporary), who judged the Boathouse 
Award of $10,000 and the Incinerator Gallery Award of $3,000, as well as Martin 
Paten (Director and CEO at Footscray Community Arts Centre) who was our advisory 
panel member for the selection of the 33 finalist works.

Finally we congratulate and thank each and every artist who has submitted an entry 
for the Incinerator Art Award in 2018. Without your work and commitment, the 
Incinerator Art Award would not be possible.
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Helen Amanatiadis

The Golden Scroll, 2018 
builder’s line, hand spun wool, laser etched plywood, brass, 150 x 120 x 
600cm

Duha Ali & Justine Youssef

Body/Cartography, 2018 
2 channel video, 4:18min

In Body/Cartography, Ali and Youssef feature documentation of their 
collaborative performance as a means to interrogate post-colonial rhetoric, 
feminist lenses and diasporic exchanges. Through this, they integrate 
evolving narratives of orientalism and cultural coexistence in Australia. 
Interpretations of cartography and the colonial ‘carving up’ of land are 
explored through a series of rituals. This allows for the artists’ individual 
experiences to be negotiated within a larger context of their community’s 
collective knowledge. As they document their journey, demonstrating 
varying cultural orientations, they provide conceptual maps for social 
transformation and the healing of trans-generational wounds. This is 
attained through the recovery of identity, by drawing attention to each 
artist’s respective origins and their experiences in the Kurdish, Arab and 
Muslim diaspora.

Amanatiadis’ practice contemplates how human evolution and 
consciousness is attained through the complex process of shaping the 
natural world into technological inventions. She is interested in the 
technology of string and its connection to our current technological 
evolution. The Golden Scroll refers to the idea of a sacred text that holds 
all knowledge and tells the story of human triumph and tragedy. Spinning 
string and weaving are skills fundamental for human survival and 
resilience, however they have been largely lost due to industrialisation. This 
work revives the forgotten sense of how things work, how to make things 
and to make the world. By weaving synthetic pink industrial string together 
with hand spun fluoro dyed wool, this work explores the tensions and 
contradictions of the material technology of string and its role in the human 
story from primitive/ancient to modern/industrial. These are the tensions 
and contradictions that now confront us in the Anthropocene crisis.  
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Hayley Arjona

A-Bomb Stigmata, 2016 
oil on canvas, 235 x 165cm

Taking aim at the state of contemporary culture, A-Bomb Stigmata is 
irreverent, absurd, grotesque and exuberant. The artist uses humour to 
engage and facilitate social critique whilst revelling in the joyful act of 
painting. Employing overwhelming imagery that is at once hysterical and 
psychedelic, she satirises our times to reflect upon the fertility of human 
stupidity. For Arjona, each referential brushstroke helps to maintain the 
belief that authenticity and positive growth are still possible in decadent 
times. 

Bartolo has used collage to construct the composition of his painting, 
Temporary Refuge. The subject matter examines a stranger’s journey, 
inviting the viewer to question; who is this man?; where is his family?; 
who do the children’s life jackets belong to? The figure is resting after 
dangerous travels, exhausted and contemplating the past and present. The 
use of rich colours dramatises the effect of the scene and communicates 
a sense of compassion for those who need to flee their land in search of 
safety. This work is a reminder that we should not take our beloved country 
for granted. Instead we should welcome those who flee their land in search 
of safe and new beginnings.

Rob Bartolo

Temporary Refuge, 2017 
oil on canvas, 130 x 100cm
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Inverto is Latin for transform/transfer/transpose, and curiously, ‘invert’ is 
an old term for homosexual that carries transgender implications. Inverto 
is a series of photographs, taken monthly over two years, that bear witness 
to an individual undertaking the process of physically aligning gender 
identity with embodied presence. The images demonstrate the impact of 
hormone therapy and gender reassignment surgery following pregnancy. 
The project was driven by a desire to offer an insight into an experience that 
very few are able to observe. AJ’s medical team were not aware of another 
case in which a transman had chosen to delay transition in order to have a 
baby. By documenting and sharing the transition process in a public forum, 
the work aims to diminish the challenges facing others by contributing 
to the visibility of transgender bodies. These images have had significant 
impact through international coverage on ABC’s Australian Story From 
Daddy’s Tummy. 

Alison Bennett

Inverto, 2014 
24 photographic prints, 20 x 8cm 

Izzy Brown

Kulta The Lizard Car, 2016 
sculpture, photographs, video projections, 160 x 150 x 250cm

‘Beneath the Roxby Downs Uranium mine, there is an old Sleepy Lizard 
named Kulta. BHP’s Olympic Dam mine is digging right into its guts to 
extract the world’s most poisonous ore. Uranium! That Lizard ain’t so 
sleepy no more...’ 

Mad Max meets dreamtime in a post-apocalyptic reincarnation of Kulta 
The Lizard Car. The Lizard Car is a living work of art. Currently in its third 
incarnation, it was originally created to protest uranium mining in Roxby 
Downs and to raise awareness of First Nations sovereignty. It has travelled 
the country, been impounded by the police, and is currently being used in 
the revolutionary hip-hop musical The Change. It exemplifies the idea of 
using art as a tool to create social change. 
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This artist book reconfigures illustrations of flags and coats of arms from 
Soviet-era Estonian encyclopaedias. Each flag has been modified through 
the introduction of collaged elements from other national symbols. 
Likewise, the coats of arms have been deconstructed and reconfigured into 
new allegiances. This alludes to ongoing trans-national migrations that 
continually adjust a country’s cultural make-up. The book challenges the 
idea of the flag or coat of arms as an inviolable symbol of one’s national or 
cultural identity. It presents these national symbols in a state of flux and 
open to re-negotiation. Indeed, following the folding of the Soviet Union, a 
number of the national emblems themselves are already redundant.

Jazmina Cininas

The New World navigates between the flags of the Old World, 2018 
artist book with belly band from Zerkall Wove, Arches 88 and collage from 
Soviet era Estonian encyclopaedia, 19 x 81.5 x 3.7cm

Shan Crosbie

Redaction I, 2018 
sound (with headphones and media device) and A4 photocopied paper, 
4:37min

Redaction I is a voice recording based on the stories and experiences of 
ex-workers, undercover investigators and activists involved with the animal 
agriculture industry. The work aims to combat the collective apathy towards 
the suffering of farmed animals. By editing out all context of the animal, 
the artist constructed a space that was temporarily removed from societal 
conditioning. She hoped this space could allow the audience to experience 
feelings of empathy for the animals. In the process of making this work, 
Crosbie was inspired by the redacted government document and the way 
the active concealment of information can reveal more than it hides. Her 
practice as an activist artist is committed to effecting genuine social change 
and is driven by a faith in humanity’s capacity for empathy. 
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Megan Evans

Bone Orchard, 2018 
Victorian antique mahogany tilt top wine table, antique silver soup spoons 
and ladle, 113 x 70 x 20cm

Adam Douglass

 Communicating in Third Space, 2017 
HD Video, 22:07min

This artwork takes form as a documentary video. It relates to a 
collaborative painting developed in Tonga, with the painting methodology 
used to inform the filmmaking process. This aesthetic system of 
participatory painting challenges the promotion of individualism and 
consequential commodification of painting. By expanding modernist, 
individualised aesthetic systems to accommodate a social application, 
the participatory model can provide opportunities for local communities 
to critique social structures and self-represent. This can assist in 
destabilising pre-established cultural hierarchies that hold power and often 
determine cultural standards. By reframing communication and painting 
within an aesthetic system that is dependent upon diverse perspectives, 
projects like V taulua: Communicating in Third Space support empathy 
through aesthetic experience.   

Bone Orchard aims to articulate complexities associated with colonisation, 
investigating how to take responsibility for the actions of past generations 
of colonisers. This investigation is informed by the artist’s family through 
marriage to Les Griggs, one of the stolen generation who passed away 
in 1993, and the intergenerational trauma that lives on in his family. 
Bone Orchard references an image from a photo album belonging to an 
old colonial family showing a landscape in which the skeletal remains 
of fifteen people were scattered. The silver spoons were a wedding gift 
to the artist’s great grandmother in 1880, and reference the age-old 
metaphor for privilege.  Much of the artist’s imagery combines original 
19th century heritage objects. These objects and processes, symbolic of 
both personal and universal histories, are combined to unsettle traditional 
understandings of ownership, memory and identity. 
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Joseph Griffiths

Fountains for Moonee Ponds Creek, 2017-18 
Real-time sculptural intervention. Moonee Ponds Creek (Malfunction 
Junction) -37.736757, 144.928756. HD video installation, colour, sound. 
Foil-stamped PVC ring binder, 443 pp + printed colour inserts (edition of 5). 

Sarah Firth

Making Sense of Complexity, 2017 
18 digital prints of ink and watercolour on paper, 29.7 x 42cm each

This graphic essay explores the urge that has dominated Western societies 
since the Enlightenment: to reduce complex systems to simple principles. 
This urge is understandable, but creates problems. There is real value in 
thinking more critically about the limitations of the mental models we use, 
and exploring different approaches to working with the uncertainty that 
comes with complex systems.

Fountains for Moonee Ponds Creek traces an attempt to transform a 
concrete-lined drainage channel into a public fountain. This sculptural 
gesture is articulated in three forms; real-time intervention, video 
installation and publication, which can circulate on-site, in the gallery and 
in the archive. The creek’s engineered form is re-imagined as an austere 
monument: a public site for reflection and community discourse. Framed 
by the camera, the ‘fountain’ image unsettles the dominant narrative of 
environmental degradation and civic neglect. Instead, the work asks how 
a closer understanding of the creek’s history and local experience can 
untangle the complex mesh of natural and cultural forces it embodies. 
This history is detailed in Development of the Moonee Ponds Creek 
Drainage System – an imagined facsimile of an unpublished Melbourne and 
Metropolitan Board of Works document. The publication is a living history 
interlaced with interviews, the artist’s own images, and texts.
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Amala Groom

Does she know the Revolution is coming?, 2017 
2 channel digital video, 9:56min

Does she know the Revolution is coming? is a multi-channel digital video 
work where Groom performs an extended conversation between herself 
and the wife of a former Prime Minister in a stately Manhattan home.  
Based upon an actual conversation, the installation seeks to expand upon 
the language of ownership and authority surrounding western perceptions 
of Aboriginal art and culture. The work unveils the indistinct nuances of 
interpretation and the potentially shocking hidden truths that language can 
possess. Reimagining the conversation and the behaviours of both parties, 
Groom unpacks what was said, what was imagined to be said, and what it 
could have really meant. 

Nigel Hewitt

Ghosts on the Tarn Shelf, 2017 
ash and polymer on canvas, 183 x 225cm

This work depicts a tarn shelf in Mount Field National Park, in the south 
of Tasmania. This subject was chosen because of the way it addresses 
the fragility of survival. The surface of the work, constructed out of the 
charred remnants of the destructive 2016 Tarkine fires, speaks about the 
landscape’s innate vulnerability and its uneasy future. In our contemporary 
relationship with landscape we face a dilemma, a choice between 
preservation and production. Despite the existing systems in place for 
protecting the natural environment, such as National Parks, these remote 
and ancient landscapes are not protected from changes in our climate. At 
a distance we can admire the environment’s picturesque beauty, but it is 
not until we are up close that we can truly appreciate its vulnerability and 
accept the part we all have to play in its protection.  
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Kathy Holowko

Wild City, 2018 
wood, plants, soil, recycled materials, mixed media, 70 x 120 x 120cm

Paul Hodges

The Wave, 2017 
acrylic on canvas, 168 x 153cm

Hodges uses ink and gouache to experiment with colour and form, creating 
works that are fluid and gentle in their composition. The Wave explores 
the link between the warming climate and geological events, depicting a 
peaceful village in painful harmony under the looming tsunami.  

Wild City is a participatory sculptural project that considers wild animals 
as citizens in urban landscapes. The model city plays upon anthropocentric 
urban planning and development tropes, while proposing a playful re-
wilded alternative where humans and wild animals co-exist. This project 
stimulates creative expression on possible new futures, which address 
current issues of urban spread and animal habitat loss. The sculpture is a 
collaborative work informed by urban ecologists, rangers and researchers, 
with around 90 children participating in the project so far, including local 
children whose contribution is on exhibition. Wild City demonstrates how 
artistic expression and collaboration with scientists and children can 
communicate real conservation issues, an exchange of important ideas and 
the development of shared values to affect social change. This project was 
seeded by City of Melbourne through ArtPlay’s New Ideas Lab.
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Sally Mannall

Fruity Words: Windfall, Yield, Spoils, 2015 
digital inkjet print, 40 x 60cm; 60 x 40cm; 60 x 40cm (triptych)

Sonia Leber & David Chesworth

Silently Anticipating Words, 2018 
HD video (single screen), 5:30min

Silently Anticipating Words is built up around the expressive possibilities of 
tactile signing, as practised by people who are both deaf and blind, from a 
place of darkness and silence. These communication techniques are drawn 
from an expansive vocabulary of tactile gestures; hand on hand, hand on 
body, and body on body. For sighted people, these tactile exchanges offer 
many clues to intention and meaning, stimulating observers to decode 
and imagine conversations. Silently Anticipating Words reveals how these 
performative interlocutors literally catch hold of each other, imaginatively 
expressing their near-silent utterances, as they give witness to our 
common urge to communicate.  

Performers: Alice Hui-Sheng Chang, Heather Lawson, Joe Monteleone and 
Dennis Witcombe. The artists gratefully acknowledge the encouragement 
and support of Dennis Witcombe and Able Australia. This project has been 
supported by Creative Victoria. 

Mannall considers the domestic suburban garden as a site that enacts 
personal and broader cultural ideas about the use and purpose of the ¼ 
acre block ideal. Created directly in gardens and often with materials at 
hand, her works respond to the site histories and their current uses, to 
critique past and contemporary domestic garden practices. For the triptych 
Fruity Words, she created words out of fruit grown in her two concurrent 
gardens; a rental property (Yield and Spoils) and later, a privately owned 
residence (Windfall). These works use anamorphic illusion and semantic 
slippages, to probe social change evidenced by personal economics, 
sustainability and status as typified in the relationships between, for 
example, landlord/tenant/homeowner. Through provisional staging and 
a ‘one-liner’ vernacular humour, she explores contemporary and often 
conflicting cultural attitudes to the sustainability of home, house and 
garden. 
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Margaret McIntosh

Haven, 2017 
oil on board, 136 x 88cm

Jordan Marani

White Horse Trailer Policy, 2017 
acrylic paint on horse trailer, 250 x 350 x 180cm

Marani’s work uses unsubtle humour, puns and plays on the Australian 
vernacular. White Horse Trailer Policy features a repurposed horse trailer 
dressed up as police horse trailer. It puns on ‘White Australia Policy’, 
referring to the racist policies that have marked immigration throughout 
Australia’s history. With a simple alteration of the Victoria Police logo to 
read ‘POLICY’, the work makes the point that the policing of our citizens 
continues to be marked by racism. 

For McIntosh, the tent is an emotive symbol that represents a temporary 
safe space. It conveniently separates the inhabitant from experiencing 
exposure to the external elements. It represents boundary; the space that 
we become entitled to occupy through sheer necessity. In Haven, the artist 
created a grid of tents as a form of portraiture. Each one appears different 
from the other, but still serves the same purpose. The tents are separated 
from their surroundings and depicted on plain board to highlight a sense of 
discomfort and isolation. 
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Asher Milgate & Jeffery Amatto

A Point in Time, 2018 
digital portrait, video, 13:51min

A Point in Time is the story of Jeffery Amatto, a proud Wiradjuri man 
whose hardships from childhood led him down the path of substance 
abuse, addiction and the revolving door of jail. The combination of Amatto’s 
undeniable heart and spirit in storytelling and Milgate’s timing and imagery 
creates a moving portrait. Collectively they take the viewer deep into a 
world that is uncomfortable, confronting and filled with anguish. The viewer 
lays witness to Amatto’s rebirth, walking away with a sense of hope and 
greater understanding of issues facing Aboriginal men in 2018. 

Hayley Millar-Baker

Untitled (Go out and collect the grass so I can weave), 2018 
inkjet on cotton rag, 55 x 55cm (diptych)

Untitled (Go out and collect the grass so I can weave) explores the merging 
of traditional Aboriginal cultural practices with Westernised 21st century 
knowledge and tools. Aboriginal people have passed down stories to the 
next generation for hundreds of centuries in order to preserve knowledge 
and a way of life. Today, cultural practices including hunting, cooking, 
crafts, building and language, have extended to incorporate Western 
technologies and tools. Untitled (Go out and collect the grass so I can 
weave) considers how Western implements have become part of Indigenous 
day-to-day activities, emphasising how timeless Aboriginal practices have 
evolved to ensure cultural continuity in the 21st Century. 
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Ilona Nelson 

Indigo O’Rourke, 2017 
photographic print on Ilford Galerie paper, 61 x 89cm

This piece is from Nelson’s long term project This Wild Song, created to 
support Australia based female artists and address gender inequality in the 
arts. By celebrating these artists through portraiture, interviews, events 
and exhibitions, Nelson promotes their work and provides a platform for 
their voices. Indigo O’Rourke’s practice addresses social, political and 
cultural issues; most recently suicide and homelessness. This portrait 
refers to her preferred medium of Biro pens and her frequent depiction of 
water. By showcasing a wide synopsis of Australian contemporary art by 
women, Nelson highlights the need for social change in the arts.

  

Shane Nicholas

Scanned Figure with Arms Outstretched, 2017 
polylactide and pigmented polyurethane, 230 x 180 x 130cm

Nicholas produced this figure by 3D scanning his own body and making no 
effort to clean up or correct the mesh. Errors in capturing and processing 
the data caused the aberrations and deviations in its form. Scanned Figure 
with Arms Outstretched is a response to the use of online data collection 
and how that data shapes real world politics. Since the collection and 
filtration of data is limited by a lack of context, the outcomes can be 
distorted, like an alternate universe that barely reflects its origins. This 
new world is often more descriptive of the desires and motivations of its 
algorithmic overlords than the needs of the populace whose data has been 
captured.
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TextaQueen

Immaculate Conception, 2016 
pigmented Indian ink, watercolour, coloured pencil and synthetic polymer 
paint on Stonehenge cotton paper, 97 x 127cm

Claudia Phares

Lean, 2018 
silver gelatin print, 100 x 120cm

Autobiographical events play a major role in Phares’ art practice, 
particularly those that have challenged the artist’s self-concept and sense 
of control. Having become a mother is such an event. Phares reacted 
to the paternalistic-type of ‘good motherhood’ that is projected in our 
Western society. Good motherhood is seen as an essentialist experience, 
defining women as successfully fulfilling their role regardless of their 
needs, passions, interests, and choice. Consequently, her art practice 
is framed around matricentric (mother-centred) feminism, which 
understands motherhood to be socially and historically constructed, and 
positions mothering more as a practice than an identity. Lean (after Lee 
Lozano’s Titles of Paintings 1964-1967) is a work capturing an improvised 
performance the artist enacted with her children.

Immaculate Conception depicts the artist swelling her belly with 
sustenance from the teat of the cow, described in the Indian scriptures, 
the Vedas, as the mother of the universe. Both mothers are from diasporas 
urged by colonialism and spread across the world. Here, their fluid 
embrace lovingly reunites their embodied legacies. This work exists outside 
of the world as we know it, a celestial and safe cosmos where one is 
allowed to belong, to receive care, and to give life - no questions asked or 
conditions needed.
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Mia Salsjö

Modes of Translation, 2017 
digital video, 14min

Robbie Rowlands

Downturned Cuts, 2018 
steel lockers, 300 x 200 x 180cm

These upright steel lockers are a familiar utilitarian form. They are 
symbolic of the many industries and institutions they may have served, such 
as schools, TAFES, universities and workplaces. The intervention applied in 
Downturned Cuts severs the form in two, reducing a practical object to an 
eviscerated sculptural composition. The work reflects on changes that have 
occurred in our industrial landscape over time. Its title, Downturned Cuts, 
alludes to the loss suffered by many of these aforementioned environments 
and the constant struggle for society to find a balance between fiscal policy 
and survival. 

In 2015, Salsjö was granted permission to make a film in the now 
dilapidated National School of Art in Havana, Cuba and to record a 
1,500-bar score for eight violins. Significantly, the art schools had been 
neglected, especially so when ideological hardliners took exception to the 
graceful architectural forms that spoke so eloquently of a utopian socialist 
future. The multi-media project, Modes of Translation pays homage to 
the magnificent structures created by architect Ricardo Porro, which are 
now recognised as the finest example of Cuban Revolutionary Modernism. 
Modes of Translation emerged from a time of social change in Cuba and to 
a certain extent, the work, which honours a utopian structure, has become 
a part of its future. In 2017, the entire project was presented at the Ian 
Potter Museum of Art, and in 2019 it will be presented in Cuba for the first 
time. 



32 33

Tama Sharman-La hole

Oh my…how things change rua / ll - (phalloplasty for poor c#*ts), 2017 
tattoo and surgery on oranges, photographs, prints on paper, dimensions 
variable 

Nina Sanadze

The Divide, 2018 
polystyrene, glue, sand, cement, oxides, aluminium, dimensions variable

The Divide is a collection of replicas based on the anti-terrorist bollards 
from all the around the world. Viewers are invited to reflect on the meaning 
of these ubiquitous objects.

Do they suggest order or disorder, safety or danger, freedom or control, us 
or them, fake or real, true or false?

Oranges are used as a practice medium for tattooing, Tama uses skin from 
tattooed oranges to practice phalloplasty, particularly the radial forearm 
flap method where a penis is constructed using a flap harvested from a 
person’s forearm or in this case from an orange. Tattoo/s from the flap 
used, then take up a new position on the penis.  

During this practice he has also explored, observed and exploited the 
orange through photography and printmaking, finding parallels, despair 
and euphoria...

The artist would like to retrain as an urologist and reconstructive surgeon 
to become proficient enough to perform the surgical procedure on himself. 

Plan B is the fountain wishing well.
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Bethany Wheeler

What slips through the net, 2015 
fused glass, assembled glass beads, metal, fishing line, bamboo and 
Cephalopod ink, 150 x 56 x 55cm

Amy Spiers

Miranda Must Go, 2017 
video and mixed media, 10min, 15min, dimensions variable

A propositional campaign and conceptual counter-memorial action, 
Miranda Must Go is a call to settler Australians to take responsibility for 
entrenched habits of forgetting and silence. The work explores public 
knowledge of, and sympathy towards the fictional white schoolgirls who 
vanished in Joan Lindsay’s Picnic at Hanging Rock, highlighting a lack of 
similar feeling for the actual Aboriginal losses that occurred in the region. 
Miranda Must Go is positioned at the intersection of art and activism. It has 
attracted media attention and had a significant impact on public perception 
of Hanging Rock since its launch in January 2017. It draws on the history of 
the artistic counter-memorial and anti-racist protest action. 

For more information go to: http://www.mirandamustgo.info/

Cephalopods release ink when they feel fear; they use it to create a smoke 
screen to escape from predators.  Nonetheless, smoke screens are useless 
against the hundreds of thousands of kilometres of fishing nets and lines 
in the sea at any one time. Glass beads like the ones used in the body of 
the net have a dark heritage having been used as currency to trade for 
services, goods and slaves often at the exploitation of indigenous peoples. 
The development of trade routes throughout history can be traced by where 
beads are found. The slick of black glass on the floor represents a flawed 
upside-down order and is a metaphor for an opaque way of seeing, where 
‘me-now’ materialism blindsides compassion for economics.  
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Paul White

Fools gold (Like life on Mars), 2018 
pencil on paper, 100 x 138 x 4cm

Fools gold (Like life on Mars) is a drawing made from a photograph 
captured in Broken Hill.  Broken Hill was formed and is sustained through 
the availability of its mined resources. As a result, it is surrounded by 
large voids in the ground, created from this still active process of mining.  
Human intervention has disfigured the landscape making it appear alien 
and highlights the effect our material needs have. White’s work is informed 
by the role the landscape plays in popular culture; films from Australian 
history including Mad Max and Wake in Fright have used Broken Hill as 
a backdrop presenting the landscape like a character in itself, a desert 
wasteland that is represented as vulnerable to and defenceless against 
human intervention, as well as hostile and uninhabitable.        

Winner of 2017 Incinerator Art Award

Alana Hunt

Cups of nun chai, 2017, participatory memorial and media intervention 
involving tea, conversation, photography and text, dimensions variable
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Incinerator Art Award – Art for Social Change 2019

The Gallery’s annual contemporary art prize is open to artworks exploring 
the themes of environment, society and sustainability.
Applications open Monday 15 April and close Friday 31 May 2019.

The Atrium 2020

Best suited to experienced artists who work in sculptural and spatial 
practices.  It is free to exhibit in the Atrium and selected artists are provided 
with a $1000 artist fee.  
Applications open Saturday 1 June and close Sunday 30 June 2019.

Boadle Hall Community Gallery 2020

The space is suited to developing artists and community groups who would 
like to exhibit two or three dimensional works, and is free to exhibit.
Applications open Thursday 1 August and close Saturday 31 August 2019.

Fireworks 2020

Fireworks is our annual art and design exhibition and prize for VCE 
students who live, work or go to school in Moonee Valley.
Applications open Tuesday 1 October and close Friday 1 November 2019.

For more information contact us:

 / incineratorgallery     03 8325 1750    incineratorgallery.com  

Interested in exhibiting  
at the Incinerator  
Gallery?
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 /incineratorgallery  

 03 8325 1750 

 incineratorgallery.com   

180 Holmes Road,  
Moonee Ponds   


