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Terracotta 
Height 46.3cm (18”) 
Circa 1679 

Filippo Parodi

Provenance 

■ Probably Filippo Parodi until 1702, then by descent to 
■ His wife Francesca Maria and his sons Domenico & Giovanni Battista 
■ Heim Gallery, London by 1968 
■ Daniel Katz Limited, London by 1992 when sold to 
■ John L. Bryant and Patricia Bauman, Washington D.C., 1994 to 2021

Exhibited 

■ London, Baroque Paintings, Sketches and Sculptures for the Collector, Heim Gallery, Autumn 1968, n. 72 
■ Frankfurt, Kunst in der Republik Genoa 1528-1815, Schirn Kunsthalle, September-November 1992, n.136 
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Filippo Parodi, Between Genoa, Rome and Veneto 

Filippo Parodi is widely regarded as Genoa’s foremost native baroque sculptor. His compositions defined 
the visual culture of the city and decorated the altars of prominent churches across late seventeenth-
century Europe.  1

Born into a family of sculptors in 1630, Parodi set up his own wood-carving workshop by 1657, often 
including ‘in his arabesques, a small mask, sphinx or bizarre animal, always to great effect’.  Such designs 2

likely originated from a lifelong collaboration with the painter Domenico Piola, who, according to his early 
biographers, having noted his talent, recommended the artist to study marble carving in Rome. 

Parodi sojourned twice in the papal city, first between 1660 and 1667 and again in 1672, coming into close 
contact with Gian Lorenzo Bernini and the works of François Duquesnoy and Alessandro Algardi. Upon his 
return to Genoa, he became the most sought-after sculptor in the city, inheriting the place previously 
occupied by the French sculptor Pierre Puget, who had resided in Liguria between 1660 and 1666. The 
stylistic proximity and concurrent practices of Parodi and Puget’s workshops, which specialised in both 
wood and marble carving, may suggest a close collaboration between the two, if not a joint artistic venture.  3

Although lacking documentary proof, it is indeed striking to note that at least two commissions initially 
assigned to Puget, namely the series of The Twelve Ceasars in Vincenzo Spinola’s collection and the 
sculptures in the church of Santa Maria di Carignano for Francesco Maria Sauli, were eventually completed 
by Parodi.  4

Aside from Puget, the first phase of the artist’s monumental production in marble is widely indebted to the 
models of Duquesnoy and Algardi. For example, the Madonna del Rosario (Fig. 1) showcases a drapery 
similar to the former’s Santa Susanna (Fig. 2) in the church of Santa Maria di Loreto in Rome, and a pose 
that echoes Algardi’s own Madonna del Rosario. Around the same time, the artist produced the famous 
specchiera frame for Gio Agostino Durazzo (Fig. 3) near Savona, which counts amongst his greatest 
achievements as an intagliatore. 

Information on Parodi’s life mostly derives from Bruno/Sanguineti, 2015. An extensive, albeit slightly dated, discussion of the artist’s 1

stylistic evolution can be found in Magnani, 1988.

 ‘A poco poco passò più oltre, e cominciò a intagliare ne’ suoi arabeschi qualche mascherina, qualche piccola Sfinge, o testa di capriccioso 2

animale, e sempre con felice riuscita. Domenico Piola, che molte amicizie avea in città, l’introdusse per somiglianti lavori n alcune case 
nobili. Aiutavalo in oltre con suoi disegni; e vedendo con quanta esattezza li trasportava in legno, s’avvisò, che questo Giovane era 
capace di cose maggiori’ (emphasis added), Soprani/Ratti, Vol. 2, 1768, p. 53.

 Bruno/Sanguineti, 2015; Magnani, 1995, pp. 56-61; Margnani, 1988, pp. 100-101.3

 Magnani, 1988, pp. 100-101 and p. 143.4
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Fig.1, F. Parodi, Madonna del Rosario, 1672-1674, 
marble, Genoa, Parrocchiale di Santa Caterina

Fig. 2, F. Duquesnoy, Santa Susanna, 1629-1633, 
marble, Rome, Church of Santa Maria di Loreto
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Fig.3, F. Parodi, Specchiera (Mirror Frame) with the Myth of Narcissus, ca. 1671, 
gilt wood, Albissola Marina, Villa Faraggiana



Parodi’s fame in Liguria led to the commission of twelve sculptures of Apostles for the church of Santa 
Maria di Loreto in Lisbon, which were produced between 1679-1684 but were sadly lost during an 
earthquake in 1755. Likewise, his engagement in the Republic of Venice testifies to the sculptor’s 
international acclaim throughout the 1680s and 1690s. Among such works, the marbles for the Reliquary 
Chapel in the Sanctuary of Sant’Antonio (Fig. 4) in Padua and the Tomb of Doge Francesco Morosini in 
Venice, are indicative of the artist’s mature style, which references openly Roman baroque prototypes by 
Bernini and his pupils, paying particular attention to the softer and smoother effects of the composition. 
Indeed, the present, fine terracotta of Christ at the Column displays a similar stylistic approach to modelling 
in clay. 
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Fig.4, F. Parodi, Sculptures for the Cappella delle Reliquie, ca 1694, 
marble, Padua, Sanctuary of Sant’ Antonio



Echoes of Bernini in Terracotta: Parodi’s Christ at the Column 

The sculpture represents the flagellation of Christ recounted in the Gospels. Condensing the narrative into 
one highly dramatic scene, Parodi depicts Jesus bound to a pillar by a rope, two scourges lay at His feet, His 
naked body scarcely covered by a cloth. Christ’s languid expression echoes the stance of His body, stricken 
by the Roman soldiers and thus almost unable to support His own weight. Jesus’s handsome, almost 
ecstatic countenance seemingly reflects His divine nature, while the masterful modelling of the soft folds of 
His skin brings into sharp focus the mystery of God’s incarnation on earth. 

The high quality of the modelling can be noted throughout the sculpture, and particularly in the essential 
yet highly dramatised treatment of Christ’s face – a detail which has been used as a benchmark for the 
attribution of two terracotta roundels now in Padua’s civic collections.  As Rudolf Preimesberger aptly 5

noticed in 1992, the piece represents the ‘modello’, or final study, for a larger marble of the same subject in 
the private chapel of Palazzo Durazzo in Genoa (now known as Palazzo Reale, Figs. 5).  Parodi sculpted the 6

present version in terracotta – roughly half the size of the marble – both as guidance for his patrons and to 
direct his studio assistants, who would then help carve the final piece.  

 

 The roundels were likely produced at the time of the artist’s stay in the Veneto; cf. Guerriero, 2000, p. 147.5

 Cf. Preimesberger’s catalogue entry in Kunst in der Republik Genoa, 1992, p. 250; for an updated bibliography and discussion on the 6

marble in Genoa, cf. Leoncini, 2007, pp. 66-68.
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Fig.5, F. Parodi, Christ at the Column, ca 1679, 
marble, Genoa, Palazzo Reale



The practice is widely documented in Parodi’s lifetime. In 1698, the contract for the sculpture of a Madonna 
for the church of San Luca openly references a  'modello di creta già fatto' (‘a clay model, already made’), 
which the artist was meant to follow in order to complete the commission.  Likewise, a clay model for the 7

Pietà group (Fig. 6) crowning the eponymous altar in the church of Santa Giustina in Padua (Fig. 7) is in the 
collection of the Art Institute of Chicago. 

 

 The document is published in Alfonso, 1985, p. 161.7
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Fig.6, F. Parodi, Pietá, ca 1686, terracotta,  
Art Institute of Chicago

Fig.7, F. Parodi, Pietá Altarpiece, ca 1686, 
marble, Padua, Church of Santa Giustina



Despite the prominent placement of the marble in the Palazzo Durazzo, no documents on the commission 
survive. The piece may have been produced for Paola Francesca Balbi, who inhabited the palace in the 
1670s and was a patron of the artist in the nearby Church of San Carlo (Fig. 8) between 1677 and 1680, or 
by Eugenio Durazzo, who bought the Palazzo in 1679 and acquired Parodi‘s sculptures of Venus, Adonis, 
Clytie and Hyacinth, generally known as the Metamorphoses (Fig. 9) before 1690. The sculptures are now 
located in the scenic Hall of Mirrors of the Palazzo and together with the marble Christ in the nearby 
chapel, constitute one of the most iconic ensembles of late-baroque Genoa. Finally, both the 
Metamorphoses and Christ may have reached their final location on the second floor of the Palazzo in the 
early eighteenth century, when the then-owner Gerolamo Ignazio Durazzo set out to renovate the 
residence with new works on the building, hiring the artist’s son, Domenico, to decorate the chapel with 
frescoes. 
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Fig.8, F. Parodi, Madonna del Carmine, ca 1678, 
marble, Genoa, Church of San Carlo
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Fig.9, F. Parodi, Metamorphoses, ca 1680?, marble, 
Genoa Palazzo Reale



Facing such a lack of documentation, scholars have turned to visual analysis in order to date the sculpture, 
noting precise references to some of Bernini’s most famous compositions in Rome. The position of Christ’s 
head recalls the Saint Teresa (Fig. 10), produced by the master for the Roman church of Santa Maria della 
Vittoria, as well as his model of Truth, now in the Galleria Borghese, and the early Saint Sebastian (Fig. 11) in 
the Thyssen-Bornemisza Museum in Madrid. Parodi likely owned copies of the former two compositions, 
together with the models of the Rape of Proserpina and Apollo and Daphne, which he may have produced 
himself during his stays in Rome and could have represented an important artistic reference throughout his 
career.  More strikingly, still, the soft, beautiful traits of Christ’s countenance, as well as His languid 8

expression and slender figure can be directly compared to one of Bernini’s Angels (Fig. 12) in the church of 
Sant’ Andrea delle Fratte in Rome – Parodi‘s parish church during his stay in the city in 1672.  9

 

 The presence of such berninesque models in Parodi’s inventory is often discussed in the literature on the artist; in particular, cf. 8

Magnani, 2006, p. 74, and Magnani, 1988, pp. 150-152.

 Bruno/Sanguineti, 2014.9
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Fig.10, G.L. Bernini, Ecstasy of Saint Teresa, 1645-1652, 
marble, Rome, Santa Maria della Vittoria
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Fig.11, G.L. Bernini, Saint Sebastian, ca 1617, 
marble, Madrid, THyssen-Bornemisza Museum

Fig.12, G.L. Bernini, Angelo con Cartiglio, 1667-1669, 
Rome, Sant’ Andrea delle Frate



The small column on which Christ rests follows the design of the relic held in the Basilica of Santa Prassede, 
strengthening the iconographic ties between the sculpture and the papal city. At the same time, the 
luminous softness of Christ’s body bespeaks the influence of the painter Domenico Piola, marking a 
substantial distance from the work of the master in Rome, or perhaps testifying to a close exchange with his 
pupils, such as Ercole Ferrata. Such considerations allow us to date the piece to the late 1670s. During this 
period of dense artistic research, Parodi in fact abandoned direct references to Algardi and Duquesnoy, 
turning to the softer, smoother and more textural elements of Bernini’s carving, and imbuing them with 
contemporary pictorial inventions in Genoa.  The newly discovered dating of another Christ at the Column, 10

produced in Genoa in 1680 by the French artist Honoré Pellé, has also been taken as an ideal terminus ante 
quem for the present piece, since the French artist likely derived its design from Parodi’s invention.  As 11

such, the present Christ at the Column testifies to the stylistic experimentations carried out by the artist in 
the late 1670s, anticipating his later monumental oeuvre on a more personal scale. 
 

 Leoncini, 2007, pp. 66-68; Magnani, 1988, pp. 159-161.10

 Leoncini, 2007, p. 68. On the dating of Pellé‘s sculpture, Fabbri, 2004.11
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Provenance: A Modello in the Artist’s Studio? 

As Preimesberger suggested in 1992, it is possible that the present terracotta model featured in the 
inventory of the objects left to his family after his death.  Parodi died in Genoa in 1702, leaving behind his 12

wife, Francesca Maria, and two sons, the painters Domenico and Giovanni Battista. The posthumous 
inventory of his possessions dates to 1703 and includes a large number of modellos, as well as reductions 
of larger sculptural groups, including the aforementioned ones by Bernini.  Among the listed items, the 13

notary lists a sculpture representing ‘Our Lord at the Column’ in the salotto (‘living room’) of the sculptor, 
which is described as ‘the work of the deceased’.  14

Although the document does not specify the medium in which the piece was produced, Preimesberger’s 
suggestion is indeed compelling. In fact, artists in baroque Italy usually passed their inventions on to 
younger colleagues, both within and without close family circles, as study tools. To make but two illustrious 
examples, Ercole Ferrata received from Algardi a large gift of bozzettos (‘sketches’) and modellos – a collection 
whose splendour was noted already in the seventeenth century by Giovanni Bellori. Likewise, the Sienese 
sculptor Giuseppe Maria Mazzuoli left to his family a collection of over 300 works of art, including original 
models in clay, wax and plaster.  These objects were highly revered in the eighteenth century, when they 15

were particularly appreciated by artists – most famously, Bartolomeo Cavaceppi, whose studio was 
populated by modellos of recent masterpieces as well as ancient sculptures.  16

Parodi may have thus entrusted the present terracotta model to his sons, wishing to support the family 
workshop. As such, not only does the sculpture testify to a particularly rich moment in the development of 
Parodi’s own figurative language, but it also represents a powerful token of the sculptor’s more intimate, 
familial legacy. 

 Cf. Preimesberger’s catalogue entry in Kunst in der Republik Genoa, 1992, p. 25012

 The inventory is published in Rotondi Briasco, 1962, pp. 87-91.13

 The sculptures are described as a ‘Nostro Signore alla colonna opera del defonto’, cf. Rotondi Briasco, 1962, p. 90 (which an error in 14

the transcription of the entry, corrected in Magnani, 2007, p. 74). A second sculpture listed as an ‘Ecce Homo, or Flagellation at the 
Column’ is also mentioned in the inventory. The attribution of the second work is not specified, however, and, as such, this mention 
has been generally disregarded by scholars; Rotondi Briasco, 1962, p. 91.

 For Algardi‘s bequest to Ferrata, cf. Montagu, 1985, I, pp. 231, 234; for Mazzuoli, cf. Butzek, 1988.15

 REF: https://www.fondazionetorlonia.org/acquisizione-di-parte-delle-sculture-antiche-di-bartolomeo-c16
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