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Specific gravity is a scientific term that refers to a way of 
measuring the density of one substance in relation to another. 
In this exhibition, this idea is applied to art. The art deals 
with problems of materialistic comparison: of scale, equivalence, 
interdependence, transmission, and absence. The subjects of these 
works tend towards the inexpressible: virtual landscapes and 
microscopic, entropic, and cosmological phenomena. 

Oliver Hull’s Sand Codes (Wolfe Creek) (2015) investigates the 
legacy of the ancient Wolfe Creek crater. It was formed when a 
meteor struck Earth three hundred thousand years ago. Impacting at 
hyper-velocity, it vaporised a section of North Western Australia 
in a fraction of a second. In his work, Hull traced the fragments 
of this impact through the intervening hundreds of thousands of 
years, showing the materialistic reverberation of an ancient event 
in time, and the way its substance scatters and transforms.

In Hull’s video work, he searches for these mineral remainders in 
a handful of sand. The result is an overture to the violence of 
time shown at the microscopic, mineral level: a creation story from 
the eye of a grain of sand. More recently, the ancient meteorite 
impact was improbably transformed into the contemporary horror 
fiction film Wolf Creek (2005), Hull’s plinth sculpture replays this 
transformation, recasting the DVD in sand. 

At the geological scale, humanity has had comparatively little 
impact on Earth. The single lasting material evidence of our 
collective existence might originate in another remote Australian 
crater - the subject of Andrew and David Wood’s artwork - at 
Maralinga nuclear testing sites. In times to come, the trace effects 
of the atomic weapons detonations here may be the only measurable 
remainder of our existence. In a matter of specific gravity, 
humanity might weigh only as much as split-second of explosive 
light in the crack between eternities of dark geology. Down at the 
relatively minor scale of human history, the displacement of one 
of our oldest living cultures might weigh as much as the stroke of 
a colonial surveyor’s pen - as it did when surveyor Len Beadell 
suggested the suitability of the area.

In the Woods’ Map of the night sky from Maralinga Ground Zero, one 
second before impact (2015), an immense welded steel frame holds 
custom lights to recreate the arrangement of the star constellations 
from the point of view of the 1953 detonation. A sort of reverse 
cenotaph, it  spectrally figures and memorialises a landscape that 
is now inaccessible, because of its literal obliteration and 
radiation and subsequent governmental restriction. As something  
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designed to be strapped to the shoulders and carried around, it 
recalls the ‘walking dead’ of radiation poisoning, and registers 
the toll the weapons testing has had on the indigenous people of 
Maralinga as well as on soldiers used as radiation guinea pigs. 
The Woods’ work weighs the split-second flash of disintegration 
against the substance of an ancient landscape and culture. 

In Saskia Doherty’s Surface World (2015) the material density and 
scale of the subject is deliberately indeterminate. A looped slide 
projection throws a series of images of ambiguous chalky atomistic 
figures in a black void. They appear alternatively miniscule or 
immense, biological or synthetic, internal or cosmic. They could 
be magnified grains of sand, as in Hull’s work, or giant asteroids. 
To the contemporary viewer they suggest 3D models, but the space-
age materiality of their presentation, on film stock and slide 
projector, suggest a physical origin. 
     
In Simon Finn’s Amplify level two (2013) and Amplify level three 
(2013) this question of virtual and physical materiality is 
stressed. Here the artist draws in charcoal - a brittle, workable, 
earthy material - an image which has been captured robotically from 
the surface of Mars and digitally transmitted. Finn reconstitutes 
the virtual and extraterrestrial as a somehow uncannily graspable 
landscape. 
           
A similar material reconstitution takes place in Emma Hamilton’s 
Salt Suspension (Photogram) (2013), where a microscopic water 
sample collected from a dry outback lake becomes an enormous 
reorientated landscape. Resembling a cosmological body, the 
piece suggests a repetition and universality across seemingly 
incomparable substances and scales. 

Such interdependency is confirmed by Lisa Sammut’s Glory II (2015), 
in which an overhead projector transforms an archival photograph 
of the constellations into a dynamic demonstration of cosmological 
phenomena. 

Guy Louden

Guy louden is a co-director of Moana Project Space and 
the curator of Specific Gravity.
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Like a pure sound or a melodic system of pure sounds in 
the midst of noises, so a crystal, a flower, a sea shell 
stand out from the common disorder of perceptible things. 
For us they are privileged objects, more intelligible 
to the view, although more mysterious upon reflection, 
than all those which we see indiscriminately... We can 
conceive of the structure of these objects, and this 
is what interests us and holds our attention; but we 
do not understand their gradual formation, and that is 
what intrigues us. Although we ourselves were formed 
by imperceptible growth, we do not know how to create 
anything in that way.1 

In north western Victoria there are pockets of saline earth, 
where salt gathers in shallow lakes. I first went in search of a 
dry salt lake to find a comparable landscape to one I had glimpsed 
from an aeroplane window. It was an endless snow desert somewhere 
between Russia and China, a flat white space pierced by roads and 
lakes. Integral to this experience was the method of observing 
this landscape: a small aeroplane porthole through which to view 
a vast landscape. 

A few years later when I travelled to the dry salt lakes, an equally 
hostile flat environment, I became aware of how my perception was 
able to shift the appearance of a lake. From the edge, the hard 
crust of the salt appeared to be a line, in contrast with the 
seemingly endless view one would have from above. The lake could 
be perceived as infinitely thin, or infinitely vast. In place of the 
aeroplane window, I viewed the dry salt lakes through the camera 
viewfinder. A rectangle with rounded corners has become a motif in 
my work, echoing the plane window and the viewfinder. 

I began to research the material of the salt itself, its structure 
and formation. Salt grows exponentially in the same uniform 
structure on a microscopic level and as well as the huge scale 
of the dry salt lake. I began to see this seemingly blank, empty 
space as being full: a repository of water trapped within salt 
crystals. These salt deposits will be recast after each rainfall 
and subsequent dry spell, creating an almost identical but ever 
changing form.

EmmA hAmIlTon:
obSERVInG A dRY SAlT lAkE

1. Paul Valéry, Man and the Sea Shell, 1937. Translated by Ralph 
Manheim, 1977.
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Interview with Michael Welland via Skype and Email from the 25th 
of May 2015 - 29th of May 2015, extract of an email chain

Michael Welland is a british geologist and expert on sand, who 
visited the Wolfe Creek Meteorite Crater in 2014 researching 
his recent book The Desert: Lands of Lost Borders published by 
Reaktion Books in February 15, 2015.
     
Hi again Michael,
     
Do you think it is possible that with a handful of sand you could 
hold a material history of the site of Wolfe Creek, ranging from 
the Meteorite Impact through the various human and non-human uses 
of the site to the present day?
     
Hi Oliver I much enjoyed our conversation and I’m looking forward 
to how your work evolves.
     
Well, scientifically I would say you couldn’t prove it, it is 
really difficult to prove what a single sand grain is, especially 
meteorite fragments. You would need many samples from around the 
crater and surrounding the crater to cross reference with, and you 
would need a segment of the actual meteorite from which to measure 
the age against. Because there is so much sand the likelihood of 
you holding fragments from the history we know, is incredibly 
unlikely... it is more likely it is a fragment which has been 
carried for hundreds of miles on the wind from elsewhere, so the 
sand you hold may not even be originally from Wolfe Creek.
     
As an example if an Alien grabbed a handful of the sand at 
Wolfe Creek and they could perfectly decode it, it might have a 
completely different history to the one we have written down. 

Despite this, I would say it is possible. There is no real reason 
why you couldn’t by some slim chance, hold the complete known 
history of Wolfe Creek in your hand. 
  

olIVER hull:
VISITInG wolFE CREEk

This is an extract of an interview with Arnaud Bonmariage via 
Skype on the 6th of April 2015.

Arnaud Bonmariage is a French backpacker who traveled around 
Australia in 2013 and went to the Wolfe Creek Meteorite Crater 
because he had seen the movies Wolf Creek and Wolf Creek 2.
     
Oliver Hull : What was the landscape like compared to the movie?
     
Arnaud Bonmariage: Compared to the movie ahhh… We decided to 
go to the crater basically... Ahhh after the second Wolf Creek 
ahhh... We watched the first one and because ahhh... We have seen 
the movies recently we could like ahhh... Try to think about all 
the details in the movie and try to see if it’s really true and 
the place is totally different. Like, just by watching the movie 
we had one conception, one idea of how it is annnd like how big 
it is. Ahhh there is many rocks, how long it would take to walk 
around annnnnnd part of the imagination and then you arrive it is 
totally another place it’s completely changed you see even the 
name is changed in the movie ahhhh in the real place the tracks 
are not similar at all.
     
The crater you imagine is high, but then you just walk one minute 
and you are at the top of the border, ahhh… So it’s kind of like a 
look out. And then don’t push, you walk inside or around... ahhh 
because it can be danger, because all the rocks are slippery and 
there is nothing done for people walking around. Ahhh, but just 
want to do it, because it was the plan and you are there and it’s 
really hot and walking around the crater was something to do, but 
at the end ahhhh... You just realise like it was a movie, like 
a kooky movie. Nothing happened to us and we’re in a place where 
something bad can happen to us. Nothing like ahhh... how is the 
crater, the image and the visual about it with the movie, ahhh 
nothing is real nothing, is the same.
     
That time is just where did they produce and make the movie? 
Because it looks like a crater in the movie, but it wasn’t the 
same that one, so where did they film the movie? And why didn’t 
they use the real crater? Ahhhhh you can do that, Ahhhh ,but yeah 
after that you just realise that it is just 2 different things and 
it is just a story ,but it is nice to like, kind of try and see 
a relation and ahhh be there to experience the fact that nothing 
really happened to you nobody is going to kill you. Like we always 
thought a bad guy was going to be behind a bush or something, but 
he wasn’t there. 



Lisa Sammut   Glory II (detail)   2015
overhead projector, oak, thread, cardboard,  archival photograph

Saskia Doherty   Surface World (detail)   2015
35 digital images transferred to 35mm slide, slide projector, looped


