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The flaw is having let us ourselves get carried away by 
a series of elements that are not what is considered to be 
good painting. 

Joan Cortés

This exhibition project presents a unique 
collection of works that were made between 
1850 and 1950 by very different artists, most of 
whom were Catalan. Some of them are well 
known, others less so, and others completely 
unknown. Are all the works good painting? Do 
the canons of taste that predominated when 
these works were painted still apply today? 
Carlos Pazos and Eloy Fernández Porta, who 
have selected the works on display  
–surreptitiously and not always in good faith–, 
invite us, in a humorous and witty way, to 
reconsider the ideas that we have acquired about 
pictorial value, effect and quality. 

Most of the exhibited works come from the 
storerooms at the Museu Nacional d’Art de 
Catalunya and up until now have rarely, or 
never, been publicly displayed. There are also 
works from the Fundación PazosCuchillo 
collection, based in Trasanquelos (A Coruña). 
Carlos Pazos has also contributed some of his 
own, more contemporary, works which are, in 
turn, ironic and dubious. Fundació Vila Casas 
becomes the scene of the inquisition into the 
History of Art, and perhaps even the setting for 
an aesthetic crime.

The term bad painting raises all sorts of 
questions. The curator Marcia Tucker coined 
the term in 1978 for an exhibition held at The 
New Museum in New York (USA), which 
featured works that challenged “virtuosity, 
the selection of the material, the execution 
and illusionism”. At a later date, in 2008, in an 
exhibition organized by Eva Badura-Triska and 
Susanne Neuburger at Museum moderner 

Kunst Stiftung Ludwig Wien (MUMOK) 
in Vienna, they argued that “good taste leads 
to impotence”. And in the midst of those 
two events, in 1993, the Museum of Bad Art 
(MOBA) opened in Boston (USA), which 
consolidated the trend.

The issue of bad painting is replete with 
paradoxical force. Paradoxes! The emotional 
truth that lies in the cliché. The authenticity of 
the inauthentic. The survival of the forgettable. 
The joy of disappointment. The anxiety of well-
being. The provincialism within modernity. The 
tension between the criteria of the specialists 
and that of the general public. And, last but 
not least: when we identify misinterpreted 
pictorial achievements, aren’t we also, conversely, 
rehabilitating a certain notion of good taste, at a 
time when this concept is marginalized by the 
predominant discourse on the arts? If this is 
possible, we should do it, as Cortés stated, in spades, 
and we will not be able to do it without revelry.

It is hard to know if we are facing a sabotaged imitation, 
a brutal parody or a subtle imagination that opens up a 
personal style in between a loyal copy and an ironic parody.

Lawrence Alloway

Carrinclònia (Tackyland)
The tendency of the kitschy to enjoy one and a half times. 

Ludwig Giesz

Twee, corny, quaint. Carrincloneria roughly 
translates as tackiness and refers to the 
aspirational and imitative sensibility that has 
been associated with the tensions of identity 
experienced by some in the lower-middle class 
who, beginning in the mid-nineteenth century, 
developed their own versions of bourgeois 
and aristocratic artistic styles. Their unease 
with their status and their yearning for social 
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climbing became expressed through a spatial 
imagination that connected the homely family 
locus (petit-bourgeois and presumptuous) with 
the idealized figurations of nature (pastoral and 
postcard imagery) conceived to decorate their 
homes. This results in a topography of places 
that are as pleasant as they are banal. 

The dainty places in Carrinclònia are displayed 
in three pictorial genres. Firstly, the interior 
paintings, which show a static image of domestic 
well-being. Secondly, still lifes, historically 
one of the most stable genres. And finally, 
landscapes, in which the remote and distant 
become close and stereotyped. Contemplated 
one and a half times, in the tranquillity of dusk, 
this topography is the pathetic fallacy of the 
unease and anxiety felt by a section of society 
who seek their place in a niche between 
vulgarity and luxury.

Sub lime!
It makes you want to fall in love, to digest, to pee. 

Alberto Arbasino 

Simple beauty can be silly; solemnity can 
be pompous. Mystical ecstasy, unleashed 
meteorology, cosmic and abysmal terrors. There 
are many varied objects that can immerse us in 
the experience of the sublime, while at the same 
time connecting us to absolute emotions. They 
are sufficiently varied and reiterative because, 
after Romanticism, the rapturous images, those 
that help us emerge, lost, from our own self, 
have become generalized and, alas, trivialized. 
Picnics by a sea of fog, midday snoozes, Sunday 
afternoon epiphanies: accidents and detours on 
the path towards the Absolute.

There is a fine line that separates the sublime 
from the ridiculous, and it reveals itself in 

the grandiloquent and melodramatic pathos, 
in the illuminative effects and whiteness: in 
the operatic intent transformed into a school 
operetta. Everyone cries oh: stunned and 
fools, visionaries and dazed, in full elevational 
movement stumble, we trip over and have fallen 
into the fake grandeur. It is more common 
in the serious genres, the biblical-themed 
works and Historic Painting, but the sub lime 
– religious or profane, military or civilian – is 
close to hand … and it shows that all creative 
ideals contain their own parody, intentional or 
unintentional.

The palate of childhood
Don’t you really prefer silly knickknacks to Poussins? 
Don’t you long for the paradise of childhood, before 
discrimination began?    

Robert Hughes 

Adult aesthetic sensibility is always infused with 
melancholy and disappointment. And, especially, 
with a deep unease with the hierarchical 
construction of distinction, that is codified on 
the basis of the consensus of public declarations 
of taste, which are not always sincere nor true. 
The longing for an age of undifferentiation and 
plurality explains the importance of the fetish 
in the constitution of personality, and gives rise 
to the ‘frivolous’ formalizations that are called 
gostoso in Italian and petit goût in French. 

Thus, childhood appears as if it were the anal 
phase of aesthetic education: a time when we 
have not yet internalized the guiding principles, 
and the preferences are expressed in a chaotic 
and natural way. In some cases, you can see a 
lack of lived experiences, that would prevent the 
child from distinguishing between the qualities 
of the representations. Regression is a form of 
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resistence. The figures of motherhood embody 
forms of preverbal and sensorial pleasure. In 
the representation of the immature ages of 
humankind there are gestures of a half-assed, 
uneducated style, that in the mid-twentieth 
century were systematized in the context of art 
brut and outsider art.

Disconfigurations of desire
We believe the artists in this section may have never 
actually seen a naked woman. 

Michael Frank  

Feminist contributions have taught us to 
reread the portrait of women as a device for 
restricted arousal and regulation of gender. 
This heteronormative visual trap becomes 
evident when the defects and blunders in the 
composition, perspective or resolution reveal 
the flaws and errors, the restriction of carnal 
possibilities and the conventionality of sensual 
gymnastics. The perceptual distortions question 
the difference between the elegant nude and the 
vulgar nude, which had been the moral alibi of 
‘transcendent’ eroticism. 

Anatomical drawing based on a nude model had 
played a key role in training in the Fine Arts – 
a practice that generated a sexual binarism by 
excluding aspiring female painters. When the 
painter struggles to create the composition, and 
does not succeed, it reveals a shortcoming in 
the competence and the production of gender, 
that are intimately related. When the donna 
is not angelicata (i.e. when the woman is not 
angelic), the Feminine is not Eternal and the 
nude becomes cold or rigid, the voyeur loses 
his cognitive privileges and the codified body is 
substituted by the tangible and imperfect body 
and personality: more real.

Camp and epicene
Pretend, mannered, misleading, affected and 
androgynous, frivolous, extravagant, artificial, insincere 
and theatrical. 

Xavier Rubert de Ventós   

The disposition of the camp spirit originates in 
dandyism, and proposes a search for singularity 
by means of irony that involves enjoying a 
certain symbolic and ornamental excess without 
losing composure. Imitations and masking 
of sexual roles in the performing arts are a 
paradigmatic case. The issue can be considered 
in two ways: on the one hand, the author’s 
decision to incorporate some charming excesses 
into their work, with the risk that this entails; 
and, on the other hand, the elaboration of a 
policy of the gaze and the subjectivity based on 
this enjoyment.

Queer perspectives have been decisive in the 
definition of this approach, which are more 
aware of the ritual and performative nature of 
the processes of configuration of identity. They 
value the mannerisms, frills and paraphernalia, 
and relate to it with a mix of feigned fascination 
and intrigued indifference. This all shows how 
heterosexual culture cannot be understood 
without the explicit or subtle presence of 
effeminacy, the affectation and other formal 
traits that, at one time, were considered 
symptoms of ‘deviant taste’ in affective matters. 

 
All texts: Eloy Fernández Porta.


