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Rome baroque represented in the art work not only taking over a tradition, including antiquity, but also the most recent fashionable trends in art that would be reflected in classicism and later neo-classicism. 

„Istoria“(narrative themes), pastoral and heroic landscape painting, including architectonical works since the 17th till the beginning of the 19th centuries, these all will be introduced in the Cabinet of Governor’s Palace at the examples of drawing, graphics and one particular painting, which origin was shaped by the art scene of an “eternal city”.  

Rome as a Centre of Classicism 

Under the papacy of a pope Urban VIII. from Barberini family (1623–1644), a generation of young artists were given the floor in the art events in Rome. The pope engaged them in his service. These artists came to Rome not only from the whole of Italy, but also from many countries over the Alps, to apply for favour and commissions of their art beloved pope, cardinals and other aristocrats who sought a contemporary art. The interest in antique art revived again at the art scene – its numerous examples were offered by the city on Tiber.  It was particularly a scholar – letterato Casiano Dal Pozzo, pope’s friend who concentrated a group of young talents around himself. They captured with their drawings Rome historic sights for his Museo Cartaceo. Similarly, many Italian, French and Dutch painters worked on their engravings documenting antiques in a collection of Vincenzo Giustiniani. The ancient art and painting education at the famous Academy of St. Luke (Accademia di San Luca) markedly influenced drifting of artists towards classicism in a following century. This feature happened to be one of the most characteristic for roman baroque. Classicism meant at the same time an art opinion, “based on a strong belief in the truth of human mind, an order in social harmony and revivable beauty of ancient art.”  In the period of increased interest in classical art after the first half of the 18th century, especially thanks to the German scholar J. J. Winckelmann, classicism overgrows the so-called neo-classicism which preserved in the Eternal city (but not only there) till the first half of the 19th century. Those art works, such as drawings, graphic papers and paintings, created in Rome, were often named after this place of their origin. By connecting the words invenit in Romae (invented in Rome) or fecit in Romae (made in Rome), the artist manifested by his signature how he values the fact that he could experience the art scene of an eternal city.  Anyway, it was in Rome that one could learn, besides the traditional art, the contemporary art as well. Artist liked to displace their knowledge of fashionable art trends and the ability to use it in a future practice abroad. Therefore, Rome training was for many of them a good basement for promising career and a great assurance for future. International character of Rome art scene of the given period is proved also by the art works shown at the exhibition. Raymond Lafage (1656–1690) came to study at the Academy of St.Luke. He presented, in recruitment in 1679, his painting Founding of Moses (based on a given theme). First, he caught the composition in drawing which we present in this exhibition. Artist who came to Rome, united into various unofficial groups, which is also confirmed in a drawing by Felice Giani (1758–1823) coming from Genoa. Giani caught a dinner of artists by quick strokes with a pen and by washing the ink on paper. This dinner was arranged in 1784, in one of the Rome pubs (ostaria) on the occasion of welcoming a new artist. In our case, it was an Austrian artist from Innsbruck named Michael Köck (1760–1825). Eight years sooner than Köck (in 1776), another German artist came for a scholarship; it was Friedrich Heinrich Füger (1751–1818), who gained his former artistic experience in Ludwigsburg, Leipzig, and in Vienna, where he studied at the local academy. In Rome, he created, among others, a painting called Apollo and Muses, which is nowadays deposited in Berlin. The Moravian Gallery painting in Brno is a later variant of this Rome work. Füger later used both these works in an altered form in the realization of curtain for Viennese Burgtheater.

Classicism in Architectural Production

The atmosphere of artistically boiling city appealed not only to future artists but also to the architects. One of them was Brno architect and engineer František Antonín Grimm (1710–1784), known mainly as an author of rococo–classicist buildings in Moravia (for example Vizovice castle, Bystřice nad Hostýnem, Napajedla). Young Grimm began to educate at his father Mořic, a very successful city bricklayer master. He then went to Vienna and entered the local Academy. There he, in the years 1730–1732, studied at the painting department, but he soon called himself k. k. Academicus militaris, i.e. military academician. He worked with this categorization under the leadership of engineer Donato Felice d′Allio, during the construction of cloister Klosterneuburg near Vienna. At the same time, it cannot be ruled out that Grimm worked with Allio, mainly as an extraordinary draftsman. However, his written study exercises, which were remarkably well preserved, also show his equally deep knowledge of mathematics, geometry and architectura militaris. In the years 1735–1741, this young military engineer František Antonín Grimm set out for a study journey to Rome and Paris. He entered the famous studio of architect Nicolo Salvi (1697–1751) in Rome. The way of teaching in Salvi’s atelier is partially recorded in the so-called Grimm’s collection of architectural plans, some of which are presented at this exhibition. That is to say, there are carefully documented the principles of Roman architectural practice and the way of academic study at the private architectural school as that Salvi’s atelier was in this collection. Educational basement lay in the crucial orientation at the character of a building role, and with it connected choice of style mode (antique style, Roman style, recent taste, etc.). The main norms for private academicians were the works of GianLorenzo Bernini, Carl Fontana and Philip Juvarra. In Grimm’s collection, we can find, besides the designs created in cooperation with Salvi, such as e.g. design of Di Trevi Fountain, many drawings based on architectonical models and projects that often originated in connection to the academic recruitments at the Accademia Clementina (Concorsi Clementini). After the return to Moravia, František Antonín Grimm made his drawings bound and he himself annotated them – these annotations can be noticed at the margins of the exposed drawings. With the help of these drawings Grimm could lead a sort of private academy. He just might feel bound to the academic way of education even in his home environment, which would indicate also one of his Parisian notes: „A project, which I have made in Paris – I made him according to the taste of Parisians and in many respects according to the taste of Rome,....to show that one can learn anything in Rome, and then it is only necessary to get training according to the taste of land...” 
Classicism in Landscape Painting

In the 17th century, the painting classicism was represented by the two French Romanized painters Nicolas Poussin (1594–1665) and Claude Lorrain (1600–1682) as a movement which was awakened by the antique past of Rome. Lorrain, the creator of heroic and elegiac landscape, particularly examined atmospheric phenomenon in nature in his works, mainly the effect of sun light. He transformed the Rome Campagna into an imaginary world of Greek Arcadia – a landscape full of idyllic life of shepherds and nymphs, in the presence of pagan deities. The exhibited drawing called Old Gate, which belongs to Lorrain’s early sketches,, at least partially evokes these Lorrain’s aesthetic ideals and art approaches thanks to the transparent layer of lightly washed ink. Lorrain’s style influenced the whole range of artists who came to Rome in order to acquaint with new fashionable landscape trends. In the first half of the 18th century, two Dutch artists, Abraham II. Genoels (1640–1723) and Isaac de Moucheron (1667–1744), developed this Lorrain inspiration in the field of drawing and graphic work. Genoels managed to catch both face of genius loci of Roman Campagna in his etchings. Landscapes moulded by an old volcanic and mysterious Etruscs, ancestors Romans. We can see, on the exhibited etchings, how both the “classical world” of Albanian mountains – of that famous Arcadia, which was a home of antique divinity, and the “chtonic” (underground; “underworld”) world of Etruria, characterized as the so-called forre – deep valleys and rocky ravines. The type of a landscape in the surroundings of Rome therefore influenced Poussin in prescribing the style mode, in which the landscape of classicism was to be depicted: pastoral and heroically. In both types of Geonels´s landscapes, a man is depicted as meditating upon life and death, or as preparing the sacrifice to the deity. Similarly, Isaak de Moucheron paid interest on his Rome experience in the Poussin style harmonized drawing, which is shown at this exhibition. We can observe its peaceful harmonious life, taking place in the idyllic landscape. A careful pen-and-ink drawing of trees, architecture and human staffage, is shaped by an ingenious play of lights and shades, which is accomplished by an excellent and elaborated washing of the ink. During his stay in Rome at the turn of the 18th and 19th centuries, German painters Wilhelm Friedrich Gmelin (1760–1820) and Jakob Wilhelm Mechau (1745–1808) created a range of landscapes inspired by both forms of Roman Campagna in drawing and graphics. Gmelin was drawn in especially by the world of pastoral Albanian mountains created in Lorrain style and also by the bizarre landscape with waterfalls, pagan temples and grottos in Tivoli. The exhibited Landscape with the Temple of Venus Gmelin copied after the Lorrain’s painting from 1671, as we can find out from the inscription at the stone frame of the bridge at the left bottom on the drawing. Mechau, on the other hand, was drifted by the heroic landscape with forre and by the wildly growing flora. The drawing exhibited, with rocky landscape niche, in which the mother unconcernedly plays with her child, as if evoked a biblical wasteland of Hagar seeking water for her little son. 
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