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With frequent references to queer 
culture, music and monuments, your 
work is a layered exploration of identity, 
culture and Country. Do you consider 
your work to be an act of activism? 
I certainly don’t think others would 
see me as an activist and I think that is 
partly because I have a tendency not to 
respond to current issues through my 
work. I’m into making works that have 
longevity and I am cautious of making 
works for a moment or for a news cycle. 
And yet, I am an activist – I just feel some 
caution about the term.

I think about your work in reconciliation 
and your interest in exploring polarities, 
holding multiple truths at the same time. 
Tell me about the Nomenclature series, 
one of the bodies of work to come out 
of your time in Berlin during your 
Guildhouse Fellowship in 2019? 
My Nomenclature works are a series of 
Australian landscapes made from spliced 
and woven acrylic-on-canvas paintings 
and embellished with sewn synthetic yarn. 
Each episode is a monument in honour 
of the naming of Country, where multiple 

official identifications coexist to become 
reconciled within a singular image. 
I was interested in the synthetic act of 
naming, and the history of the South 
Australian Nomenclature Act 1917, 
which saw German-sounding place 
names in Australia changed due to 
anti-German sentiment. The warp 
and weft suspend these histories of 
place and meanings of place.

I feel like wherever I am, I am aware 
that there have been events, happenings, 
people and lives prior. I suppose I feel that 
strongly here in Australia for very obvious 
reasons, but I also feel it in Germany too. 
In Berlin there are physical markers to 
trigger these senses, more present than 
omni-present. The past is given space 
and room to coexist with the present.

I am interested to explore your 
nuanced approach to this complexity 
of reconciling the past with the present. 
I see reconciliation as a process, not 
specifically an outcome. Even though 
my works are settlements of sorts, 
reconciliation as a kind of methodology 
has undergone a significant shift for me 

in the last few years. My work seems to be 
transitioning from reconciling the internal/
personal (which is relatable externally) to 
reconciling more external/societal matters. 

Your Anita Bryant Monuments, 
featured in your exhibition Yes, I am 
musical as part of Tarnanthi Festival of 
Contemporary Aboriginal and Torres 
Strait Islander Art in late 2021, are both 
playful and confronting. In these works, 
you’ve unearthed and re-presented 
an archive of hate speech particularly 
directed at gay men during the 1980s. 
Why Anita Bryant? Why now?
I had recently found two Anita Bryant 
vinyl records from the 1970s in my local 
op-shop. I was aware of Anita Bryant 
and her work, so when I saw the album 
covers, I knew straight-up what I was 
going to do with them. I saw them as an 
opportunity to clapback against Anita 
Bryant’s published opinions, verbatim, 
as well as an opportunity to comment 
on a crucial problem with the practice 
of ‘cancel culture’. I could have quietly 
burned the records, but in doing that 
I would have lost the opportunity to 

highlight and bring forth debate about 
and criticism of her offensive views. 
Instead, I bought a further six records 
(including a duplicate out of which 
I created a ‘negative’ monument) and 
collaged all the sleeves with stickers.

Tell me about Kaboobie, and how 
performance intersects with your 
visual arts practice?
My artistic practice has been divided 
by and inclusive of a performing body 
triumvirate: Kaboobie (kylieminologist, 
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same sex attracted drag queen, camel 
and showgirl), Barbara Cartland (crusader 
in pink, progressive political activist and 
singer) and Ricky Mortis (dead). Ricky 
Mortis has been an avenue to explore goth, 
death, disaster and remembrance. Lately 
I’ve come to realise that even though these 
bodies offer aesthetic and performative 
possibilities for practice, they are all 
aspects of myself that increasingly blur; 
I have always been a performer, and all 
my work is performative.

Katrina Schlunke described your 
Postcard series (2010– ) as “mapping the 
past and present all at once.” Thinking 
about mapping and categorising, how 
do your extensive collections of music, 
music paraphernalia and other cultural 
materials inform your art making?
I see everything as culture and, in a 
sense, I see my art making as curatorial. 
Even when I am making works of art 
they are informed by curatorial decisions. 
I ask myself: What is the history of that 
material, a word, a shape, a design? What 
is its relationship to other things? What 
am I contributing that is new to the 
canon of language? 

This mining of the past is evident 
in the Tell Them Their Dreaming (2019) 

series, which makes reference to David 
McDiarmid’s iconic series Rainbow 
Aphorisms. I consider my own series 
a direct descendant of his 1994 work 
When I want your opinion, I’ll give it to you.  

I conceived Tell Them Their Dreaming in 
the German city of Bochum in a semi-
sleep state in anticipation of an early 
morning drive back to Berlin. I dreamt 
about The Dreaming and how it does 
not translate well outside of its own 
cultural experience. I was also thinking 
about how Aboriginal cultural knowledge 
and its expression is sometimes hidden, 
particularly if the work is expressing 
something secret, sacred or inherently 
privileged. Considering I often speak 
and write in music songlines, and also 
collect popular and non-popular music 
recordings, I thought that I could offer 
‘dreaming songlines’ in the form of a 
new series of work.

The works in your Postcard series are 
correspondence, writ large – bridging 
places and identities. Tell me more 
about this?
All of the names represent real Australian 
places, all Aboriginal Country. They also 
imply names of queer-Aboriginal sistagirls, 
or possibly spirits or other entities. 

These works de-gender the history of 
colonial breastplates, which were awarded 
to particular Aboriginal men in an effort 
to control and divide Aboriginal people 
– they’ve morphed from Kingplates to 
Queenplates. Where there is contested 
history, I think there is opportunity for 
play and creativity. 

Since the late 1990s I have been buying 
Glomesh and faux mesh covered objects, 
mostly from thrift stores, for their skins. 
The items are in themselves descendants 
of medieval chainmail, protective body 
armour. Kaboobie refers to the Postcard 
works as “armour amore,” imagining them 
as protective body adornments worn like 
superhero capes. 

The Postcard works are our mementos 
of ‘high ceremony’, documenting 
conversational exchange between us 
sistagirls who are dispersed throughout 
the colonised landscape (Kaboobie, 2015).  

Troy-Anthony Baylis: Nomenklatur Hahndorf shows at 
Hahndorf Academy, Hahndorf, South Australia from 
April 9 to May 31, 2022.
hahndorfacademy.org.au
Troy-Anthony Baylis was the inaugural recipient of 
the Guildhouse Fellowship in 2019, supported by the 
James & Diana Ramsay Foundation and delivered in 
partnership with the Art Gallery of South Australia.
@btroyanthony
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