









































































































































Fig. 2, Detail of Hercules and Two Boys.

Fig. 4, Urn with relief of Hercules leading a man and a
woman, stucco. Palazzo Magnani, Corile.

Fig. 3, Gabriele Fiorini (attr.), Bust alantica, stucco,
1583-1593. Palazzo Magnani, Bologna, Cortile.
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Fig. 7, Gabriele Fiorini (attr.), Bust of Lorenzo
Magnani, stucco, 1583-1593. Palazzo Magnani,
Bologna, Piano Nobile.

Fig. 6, Gabriele Fiorini (attr.), Bust al antica, stucco, 1583-1593.
Palazzo Magnani, Bologna, Cortile.
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Fig. 5, Entrance to Cortile: typical configuration of busts and urns. Palazzo
Magnani, Bologna.
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Fig. 8, Coin of Commaodus 180-192, Obv.: head of Com-
modus with lion. Rev.: Hercules plowing with two oxen.
{Henry Cohen, Déscription Historique des Monnaies
Frappés sous L Empire Romaine. Graz: Sanstalt, 1965.)

Fig. Y. Entrance to Palazzo Ducale, Modena. Prospero
Spani. 1560, Hercules (L) and Lepidus (r.), marble,

Fig. 10, Andrea and Giacomo da Formigine (attr.), Profile
of Julius Caesar, 15322-1548, Palazzo Malvezzi-Campeggi,
Bologna, Atrium.
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“Freedom” and “Liberty”

Monika E. Cooley

The Franciscan church of Santa Croce in Florence
contains the tomb of the poet Giovanni Battista Niccolini
which is crowned by a monumental figure closely resem-
bling Bartholdi’s “Statue of Liberty” in New York Harbor
(Fig. 1). Both are neoclassical works. Academic perfec-
tion in the New York Liberty is even manifested in superb
construction plans which were designed by Eiffel, and
resulted in outstanding workmanship. A similar clarity,
precision, and faithful adherence to ancient Greek and
Roman features, as well as intricate undercutting and
organization of the garment, characterize Fedi's approach
in the Florentine sculpture (Figs. 2, 3).

The “Statue of Liberty™ was dedicated in New York in
1886, 1o commemorate the birth of the United States and
the continuing friendship between the people of the
French and American democracies. The commemaorative
tombsculpture for the tragic poet and historian Giovanni
Battista Niccolini was erected at Santa Croce in 1883,

Niccolini was born in 1772 and died in 1861. In his early
career he translated Sophocles and Euripides. He studied
lyric poetry, wrote in imitation of Greek literary tradition
and produced works in history, grammar and literary
criticism. Four of his books are sculpted in marble be-
neath the figure's left arm: “Arnoldo da Brescia, Storia
Della Casa Di Suevia, Canzoniere Nazionale, Giovanni
Da Provida.” Freedom stands on a bare square marble
block which is 2.69m high. She leans against a funerary
stele on the left side which reaches to her waist (1.60m}.
The three visible corners of the stele bear tragic masks;
the front shows the profile of Niccolini in a tondo. With
her left hand she grasps a laurel wreath encircling one
horn of a lyre which consists of cow-like horns and a
poat-like beard. To the tip of her uplifted right hand she
measures 5.69m in total. The right hand holds part of a
broken chain as does an earlier model for the New York
Liberty of Bartholdi. Her index finger is pointing and the
lingers are curled into the palm. 1t is not a clenched fist:
she holds and directs. The attitude is analogous to the
manner in which New York's Liberiy holds, and directs
her torch heavenward. Both gestures indicate idealistic
beckoning. The other part of the broken chain is under
her contrappostally placed foot. Her garments are intri-
cately draped and are reminiscent of those seen in the
“Pallas™ of Velletri. Her facial features are bland and
stylized in imitation of Pallas Athena statues. Liberty s
hair is cut in thick elongated waves under the oval eight-
spiked crown of Helios. The crown resembles that of the
Colossus of Rhodes envisioned and illustrated by Barogue
Germany's J.B. Fischer von Erlach in “Historische Arch-
itektur,” 1721. Von Erlach’s figure has a crown with seven
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rays radiating to the seven planets; Bartholdi used this
work for his New York Liberty.

Pio Fedi was born at Viterbo on 31 May 1816 and died
in Florence on 1 June 1892, He was apprenticed to a gold-
smith at the Ponte Vecchio and then became a pupil of a
copper engraver. He continued to study graphics at the
Kaiserlichen Akademie in Vienna until. after two years, he
returned to ltaly to study sculpture under P. Tenerami at

he Academy of Florence, 1842-1846, Works exhibited in
Florence brought Fedi little acclaim.

In 1846 Leopold commissioned him to execute two
realistic busts for niches in the Uffizi courtvard; one was
to represent Pisano, the other psychologist Andrea Ces-
alpino. In 1849 Fedi's work “Pio de Tolomeie Nello della
Pietra,” fashioned after Dante’s “Purgatorio,” was com-
pleted for the park of the Poggio Imperiale.

During this period a number of national and interna-
tional commissions were completed. In 1852 he sculpted a
guardian-angel group for the tomb of the daughter of the
Count Luwoffin 5t. Petersburg. In 1856 he completed the
colossal group “Marchese Pietra Torrigniani col suo Fig-
lio,” for the Marchese. The sculpted figures were clothed
in classical Roman robes. Between 1859 and 1860 he pro-
duced the allegorical colossal group “La Civilta Toscana.”
for the Principe di Carignano of Turin, “Poetry.,” his best
{although uninspiring) allegorical work, can be seen at the
Museo Civico in Verona, Various other works are housed
at his studio in Via Seraglie at the Church of Santa Chiara,
One of the finer pieces is “Le Furie de Adamante.”

Pio Fedi’s fame as the last Italian classicist rests on his
production of “The Sacrificial Abduction of Hecuba,
Daughter of Polyxena and of Achilles, Son of Pyrrus,”
displayed at the Loggia della Signoria. It is based on
Lorenzo Bartolini’s Milan sculpture of Pyrrus Astyanax
which was itself transferred from a painting by David's
pupil Pietro Benvenuti. The same year one of his sculp-
tures was placed on Piazza San Marco in Florence, and
in the same decade his bust of Agronome P. Cuppari was
erected at the Camposante in Pisa,

In 1870 Fedi submitted the first series of drawings
proposing the tombsculpture for G. B. Niccolini. The
proposed measurements seen by that Santa Croce com-
mittee were smaller than those of the completed work;
the second drawing was of similar scale and showed realis-
tic details of facial features which were not realized in the
execution!

A document, dated 28 November 1877, contains the
measurements for the tombsculpture. The document is a
report by the Commission for Conservation of Monu-
ments in Art and of Antiquity and is signed by its presi-



dent. The projected and final measurements follow:

Misure scritte Misure
nello schizzo dedotte dal
disegno
Altezza della statua dal posare della pianta
o zuceolo alla sommita testa
2.50m. 312m

ed alla sommita della mano

elevato in atlo J.3m
Altezza totale del monumento da terra
alla sommita della testa
4.18m. . 5.46m
ed alla sommita della
manc 5.69m
Largessa massima in fronte
25m. .. C3.00m
ed allo scalina di
base 3.58m
Profondita o sporgenza massima de retti-
filio del muro
0.58m 1.76m
¢ dallo scalino 2.06m

The church file also includes many letters (1870 1o 1882)
to and from various committees, to the sculptor, to the
architect: La Deputazione per l'opera di Santa Croce,
(January, 1870); Municipo di Firenze Gabinetto Particu-
lare dal Sindaco. (October, 1876); Regno d'Ttalia Minis-
tero della Istruzione Publica Firenze, (January, 1870);
Architetto conservatore del tempio di Santa Croce (April,
1880, Fedi letter to Giovanni Pini regarding the geomet-
ric base). A letter dated 29 October 1879 to Prof. Fedi by
the Opera di Santa Croce seems to be the final contract.
In 1442 Fedi was to work under the direction of De Fabris
the ‘Architetto del Opera affine di andare d’accordo del-
le misure e sul rimanente da farsi. The Gazetia del Popolo
of 30 September 1861 describes the cenotaph Fedi had
prepared to give to the temple of Santa Croce: "L'urna
sulla quale sono scolpite le sembianze del sommo citta-
dino, sta in mezzo a due grandiose figure. ..~ A small
booklet, the epigraph of G. B. Niccolini contains the
following information: “Poeta prosare, —decora dell aca-
demia delle arti del disegno in Firenze.”—(Dove profes-
sore Bibliotecario Segretario dal 1807 al 1859 Erede del
pensiere Civile Dell” Allighieri e de Machiavelli. N 1772-
M 1861).

In 1855 Frédéric Auguste Bartholdi exhibited a Liberty-
like statue, which appeared among other works at the
Paris exposition and generated his first Salon success.
During this period Pio Fedi traveled extensively and com-
pleted various national and international commissions.
Most likely he visited Paris and the exposition; there he
might have seen Bartholdi’s model which provided him
with the inspiration for his similar tombsculpture of Nic-
colini 15 years later. Similarly romantic neoclassical works
could be found in academic workshops all over Europe,
beginning with Canova in the late 18th century.

Bartholdi was born August 2, 1834 in Colmar, Alsace.
His apprenticeship was in architecture. He learned to
paint in Paris under Ari Scheffer and he studied with Etex
though Soiteux was his master in sculpture. Directly after
the exposition in Paris, Bartholdi traveled to Egypt and
Greece with the artists Léon Gérdme, Bally and Ber-
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chére; his notes and photographs of great monuments
were remarkably good. On this journey he conceived the
idea for the Suez lighthouse project. A drawing dated
1867-1869 shows a Colossus on a pedestal with uplifted
arm, light streaming in rays from its head, illuminating the
entrance to the Suez Canal; this project was never real-
ized. On the return trip to Paris he sought out various
sculptures of particular interest to him. Among them was
the San Carlo Borromeo Colossus in copper by G. B.
Crespi (1610-1696) which has stood over Lago Maggiore
since 1697, His interests in colossal dimensions, the arch-
itectural effects of monumental sculpture and the expres-
sion of their symbolical significance for the needs of the
masses grew. He also studied Greek and Roman sculp-
ture. In his “Statue of Liberty™ he may have referred to
the massive message of strength in the “Urania” and “Juno™
of the Farnese collection. Most likely he was familiar with
the 18th century "Hercules” in Kassel, J. Flaxman’s "Brit-
tania” of 1799, Schwannthaler’s "Bavaria,” 1837-48, Can-
ova’s “Religion.” 1814, and other colossal works.

Among Bartholdi’s major sculptures are the standing
figure of General Rapp in Colmar, 1855, and a fountain
group “La Lyre Barbere, Souvenir du Nil.,” in Bordeaux,
1857, He, 100, completed many tombsculptures. In 1870-
71 Bartholdi took part in the German-French War and
acted as Aide-de-Camp to Garibaldi. Following this he
produced the equestrian statue “Vercingetorix™ in Cler-
mont Ferrand. In 1873 he authored a sculpture of Lafay-
ette landing in America at New York. The most note-
worthy work after Liberty is the "Lion of Belfort,” 22m
long and Ilm high, which was completed in IB84 and
perhaps inspired by the lion monument by Canova in
Lucerne which is a memorial for the Swiss guards who fell
defending Louis XVI and Marie Antoinette, His bronze
statue of Diderdt was displayed in Langres. He made the
tomb for Paul Bertolini in Auxerre in 1888 and his Gam-
betta monument was erected in Ville d’Array. Many more
works were completed, statues and busts for important
personages in France and surrounding countries.

Much political thought preceded the execution of
plans for the “Statue of Liberty.” After the death of de
Toqueville in 1859, Edouard René Lefeburé de Laboulaye
emerged as the leading French authority on American
constitutional history. When Laboulaye had his bust done
by Bartholdi their friendship began. An official discussion
took place in 1865 regarding a “Statue of Liberty™ as
‘Leitmotiv’ for the commemoration of the alliance of
France with the American colonies during the American
Revolution. (Claes Oldenburg’s proposition of replacing
the “Statue of Liberty” with a colossal fan suggests that
this friendship might be blown whence it came.)

In 1880 the Franco-American union had raised $250.000
for the construction of Liberty and Bartholdi was able o
continue his enthusiastic pursuit. By August 11, 1885, a
few days after the “Isere” had delivered Liberty in New
York, the missing $100,000 owed by America for the
pedestal had been raised. Joseph Pulitzer was the major
figure willing to raise this sum: in his publication The
World, he requested support from all Americans. The
name of each donor and each contribution were pub-
lished, no matter how small.

Bartholdi had recommended the twelve acre Bedloe's
Island site. His book, The Statue of Liberiy Enlightening
the World, was published in New York in 1885, In 1886 the



incredible 151 foot 1 inch statue, with pedestal of 305 feet,
was dedicated. The superbly accomplished wrought-iron
skeleton was designed by Gustave Eiffel; the covering was
made of more than 300 copper sheets 3/32 inches thick.

Both Fedi’s and Bartholdi's sculptures are monuments
making a symbolic statement. They are sophisticated
works of sculptural craftsmanship and do not serve purely
Lo display a specific aesthetic or the artistic idea and force
of the artists.

By the year 1870 when Pio Fedi submitted his first
drawings for the Niceolini monument in the style of a

Liberty figure, Bartholdi’s name had been established in
the European art world; his Liberty project had been
discussed five years earlier. Pio Fedi traveled to undertake
many commissions; his interests were mostly directed
toward mythological, lyrical and idealistic themes and it
seems almost certain that he must have visited the inter-
national exposition in Paris. Bartholdi’'s model was of
course exhibited there and it seems probable that the
great publicity and popularity of Liberty symbols through-
out Europe could easily have convinced a secondary sculp-
tor to establish the vogue in Florence.

I In the archives of the church one can follow the various exploratory
proposals and the correspondences from data filed under the heading:
1883 #11 Opera di Santa Croce Inaugurazione del Monumento all'll-
tustre Giovanni Battista Niccolini seguita il 20 Settembre 1883,
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Fig. 2, Freedom, Pio Fedi, tombsculpture at the Church of
Santa Croce, Florence.

Fig. 3, Freedom.
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