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A River Landscape with Shepherds and Boating Seeareidyllic representation of

country life. The influence of Northern artists daseen in the use of cool, silvery tones



and the low placement of the horizon which emplessike large expanse of sky. The
attribution for this painting has been given to Atjoo Tassi (1578-1644) and indeed, it
contains many motifs which have found a basis swuork. For example the Shepherd
herding sheep over a hill (Fig. 1), boating partrea river landscape (Fig. 3), the bare
branch and hanging ivy motifs, and the prominerfdards and architecture. A thorough
examination of details, however, will reveal thdtilst the inspiration for these motifs
may have derived from Tassi’'s work, their methodoomation, stylistically and
technically, is not conducive with an attributianTassi but rather with an attribution to
Filippo Napoletano.

Marco Chiarini has noted that the work of Tassiften confused with that of
Napoletano. He attributes this to the fact thatd®egano worked in Florence soon after

Tassi and adopted many of his themes and notifs.

A comprehensive picture of Agostino Tassdaevrehas been difficult to define. To
confuse matters, Tassi was known to rely upon ithefaassistants and collaborators to
an “unusual extent” in fulfilling his commissioh$ie also freely lent his drawings and
designs for use by artists outside his stidWoreover, Tassi was an artist who displayed
an amazing versatility of style within works whoty his own hand. Patrizia Cavazzini

in her research has noted “changes in style ahdnuling of the brush as well as
obvious differences in quality, even in paintinigattwere apparently executed at more or
less the same daté Thereforen attributing new works to Tassitseuvre,Cavazzini
suggests that “substantial modifications” in sl handling within Tassi’s work

should be expected.




Unfortunately the expectation of diversity may letsetlf to erroneous attributions. As a
result,the breadth of Tassi@euvrehas seen a great deal of fluctuation over recearisye
There has been the introduction of new works butensgnificantly the removal of fifty
one works out of which thirty eight were re-attitisd to Filippo Napoletano.

In examining the composition &f River Landscape with Shepherds and Boating Scene,
half the pictorial plane is occupied by the foregrd trees and land mass. Their bulk
forms acoulisse framing the left side of the composition amdending across the lower
foreground to connect the figures of the shephandisboaters. Th€oulisse’ssombre

depth of tone serves to unify the narrative elesieat more importantly it sets them
apart from the landscape by providing juxtapositiotih the cool tones of the far

distance.

The most notable aspect of this work is the sefhspace which is conveyed in part
through linear perspective via the placement &fstiroughout the composition. The
tree closest to us in the foreground is monumentdlextends beyond the boundaries of
the pictorial plane. It arches out towards the r@dgound where the curvature of its
branches and the formation of its foliage find té&mms in those of the central tree. This
hierarchical progression of downward arches, l¢he®ye from foreground to middle
ground and on towards the darkened curve of thardigills and the mass of foliage at
its base. Despite the successful use of lineappetive, however, the recession of space
is wholly reliant upon the tonal gradations of asiploeric perspective without which the

artist would not have achieved such convincingiseal

Cavazzini believes that Tassi was not interestedpresenting depth or gradual
recession into the far distant&rescoes such &arina (Fig. 2)in the Palazzo
Odescalchi andandscape with Boatef§ig. 3) in the Sala di Storia Romana at Palazzo
Lancelloti show otherwise. The linear perspectivi¥larina is masterfully achieved,




right down to the complicated details of rigginglanasts. Furthermore, Tassi attempts
to simulate the effects of atmospheric perspediivavhitening’ the ships as they
become more distant. Again we see the use ofitiepeih Landscape with Boaters
albeit in a simplified form. The subtle pastel seednd tonal gradations in this work
further evidence Tassi’s interest in rendering apheric effects. In the end, however, it
must be conceded that his skill in linear perspeatiominates the composition with the
effect of recession being conveyed more throughdiimenishing sizes of the boats than
through a convincing display of atmospheric perspecThus, it can be argued that
although Tasswasinterested in representing depth and gradual semese was less
successful in its achievement than artists likedletano. Tassi lacks the skill in
rendering atmospheric perspective that mak&ver Landscape with Shepherds and
Boating Scenso effective.

If we look at the representation of depth in otNapoletano works, we will note a
similar method of linear construction combined wathigh level of achievement in
rendering atmospheric effects. For exanRilenic on the GraséFig. 4) and_andscape
with Cascaddfig. 5). Therefore we must conclude thaRiver Landscape with
Shepherds and Boating Sceseloser is this respect to the work of Napoleteather

than that of Tassi.

If we have found repetition in the formation of Nidgtano’s trees, we may be certain to
find repetition in the formation of his foliaget dan be observed that the foliageAin
River Landscape with Boating Scasainiquely relayed in circular masses, forming
either a quatrefoil or trefoil, with each foil agatonsisting of circular masses. Another
notable feature is the darkened interior of the trank and foliage which reduces the
detail into a dark mass, highlighting the outereedfthe foliage where light perforates
the clusters outlining the individual leaves. Altigh a similar technique can be seen in
Tassi'sHilly Landscape with figures around a fi(gg. 1), the rendering is more
impressionistic than calligraphic. The calligrapformation of foliage and the darkening

of interior masses can notably be seen in otheoMtgmo works such @cnic on the



Grass(Fig. 7),Landscape with Figures and Anim##sSg. 8), The Cavalry(Fig. 9)and
Landscape with CascadEig. 10). Tassi on the other hand tends to reridiage in
long subtly arced strokes that extend almost parallthe picture plane. Tassi
emphasises each individual leaf rather than thesmgf®liage as a whole. (Fig. 12)

A motif that is common to both Tassi and Napoletenihe representation of bare
branches emerging from a mass of foliage; sometaapgted covered with hanging
Ivy. Tassi was the forerunner of this motif, whidn be seen iG@oastal Scen@-ig. 13).
The branches cascade down in repeating curvebdlrata formulaic quality reminiscent
of Anibale Carracci. Napoletano’s branches are @koyed in cascading arches but in
contrast to Tassi, they appear more natural asviid from life. There is no formula or
algorithm at work. (Figs.14 and 15)

The same can be said of the formation of Napolésdrg. The leaves are spaced in a
random pattern down the length of its stem andehees are depicted from various
angles. (Fig.12WWhereas Tassi’s Ivy leaves are again formulaicsdray little variation

in their formation or distribution appearing to depicted only from the front. In
returning toA River Landscape with Boating Sceiés clear that the bare branches and

Ivy represented here are closer in their formatiothat of Napoletano rather than Tassi.

What's more, Napoletano builds upon this motifingkit one step further by combining
it with another notable feature of fasuvrethe prominence of bird3 he inspiration for
which he may have also derived from Tassi whosetifaly articulated birds appear in
the frescoes at Sala dei Palafrenieri and the Villdovisi (Figs. 16 and 17). In both
frescoes, the birds display an arching of the wanys subtleS’ curve in their bodies

which is comparable to that foundAnRiver Landscape with Boating ScéRag.8).

In Tassi’'s smaller landscape frescoes, howeverrenbieds are depicted in flight en

masse as in this fresco in t8&anza delle Marinérig.18) the articulation of their form is



reduced toV’ like strokes of the brush and their placememh@e sporadic than
considered. Napoletano on the other hand, paypiart attention to the detailing of his
birds. They are more stylized with sharply curvadgs, which separate into individual
feathers, and elongated tails. Besides this, Négabefalls into a formulaic pairing and
placement of birds within his compositions. A pafibirds is often situated near the bare
branches with one bird resting upon the branchswttie other swoops down towards it.
This formation can be seen in a detaiLahdscape with Figures and Anim#f5g.14)

and inPicnic on the GrasgéFig. 8) with similar birds appearing lrandscape with
CascaddFig. 10).Thus this combination of motifs: the bare brancimbmed with the

pair of birds can be viewed as a unique identdieapoletano’s hand.

To further this argument, a pair of geese can laésobserved iPeasant Dancé€rig.
19), flying just above the distant hills, which aressmilar; not only in their formation
with oblong bodies and stick like necks but alsthieir placement to one another, to be

considered ‘exact’ to those foundAnRiver Landscape with Boating Scene

Another notable feature of this work, which alskays a connection to Northern artists
such as Adam Elsheimer, is the reflections in whineharchitectural details of both
buildings appear mirrored in the water. Napoletaas greatly interested in the
rendering of reflections. We can see thi®ianic on the GraséFig. 21) where the dark
enclosure of the hut's door is mirrored in the wated also in the reflected foliage of
Peasant Danc@-ig. 22). But his attention to detail is most ppanced inLandscape

with Figures and Animal@ig.20), where the hats, rucksacks and muleseofrtivelers
are rendered with great clarity down to the lasaidlencluding the accents of light. There
iS no attempt or interest in representing the disto that would naturally occur in a
moving body of water. In comparison, Tassi’s reilats tend to be restricted more to the
replication of a structures mass, if even, and theyot include the details, highlights or
clarity that we find with Napoletano. (Figs. 2, 13dal 3)



A further argument for an attribution AfRiver Landscape with Boating Sce¢oe
Napoletano is the lack of prominent architectued th typically found in Tassi's work.
The architecture in this instance, is subdued atefjyrated within the landscape and
shows an uncertainty with the rules of perspedtiat is inconsistent with Tassi.
Significantly, Cavazzini has shown that althougécfaated by the antique, Tassi was not
a painter of ruins and where classical monumentdediture he was careful to restore
them to their former glor§ Notably there is a strong connection between theah
building in Napoletano’séandscape with CascadEig. 5) and that on the distant shore in

our painting.

The period of Agostino Tassi’s work, which coin@gdaost withA River Landscape with
Shepherds and Boating Sceisethat of 1610- 1619. Many of these works canthe
motifs upon which our painting was built, such laes shepherd with his flock from
Coastal Landscapérig. 1)of 1610-1615 and the boating party friuandscape with
Boaters(Fig. 2) of 1619, which notably also contains arvegid the same undulations of
the land mass as it arises out of the water. A6h®-1619, Tassi’'s work was also
stylistically comparable in that it too relayed artthern Influence. Cavazzini describes
Tassi’'s work in this period as displaying a “creapd meticulous handling of paint”
whereas from the 1620’s onward Tassi’s work becdomser and more impressionistic
in style. Thus it can be determined that the infkeeof Tassi’'s work on our painting

must be derived from this period.

In examining the stylistic and technical renderrigletails such as the representation of
atmospheric perspective, the formulaic and caligraformation of foliage, the stylized
use of the bird motif and the interest in detaiefiiections, we find that all have a
correlation within the work of Filippo Napoletaria.fact, we find so few points of
comparison within the work of Agostino Tassi, begdhe use of motifs, that to make an
attribution to him would be untenable. Thereforemuest conclude tha River




Landscape with Boating SceardPeasant Landscaps a work by Filippo Napoletano
sitting chronologically within hiseuvrearoundPicnic on the Gras§l619) andPeasant

Dance(1617-1621) due to the numerous stylistic pointsarhparison.

Fig. 1Agostino Tassi,Hilly Landscape with Figures around a Fir#610-161556 x 74
cm, Collection of the Palazzo Lancellotti



Fig. 2Agostino Tassi,Marina, Fresco, Palazzo Odescalchi

Fig. 3Agostino TassiLandscape with Boater$619



Fig. 4.Filippo Napoletano, Picnic on the Gras®il on canvas, 99 x 180 cm, 1619, The
Uffizzi Gallery

Fig. 5Filippo Napoletano,Landscape with Cascade



Fig. 6.Filippo Napoletano, Peasant Dance;. 1617-1621, oil on canvas, 99x179 cm,
London, P & D. Colnaghi, Ltd.

Fig. 7 Detail of Picnic on the Grass



Fig. 8 Detail ofLandscape with Figures



Fig. 9 Detail ofThe Cavalrypil on canvas, 101.5 x 123 cm, Palazzo Pitti, Floee

Fig. 10 Detail ofLandscape with Cascade



Fig 11Filippo Napoletano,Landscape with Figures and Animatsl on canvas, 90 x
112, Regional Directorate of National Heritage anlural landscape of Tuscany,
Florence

Fig. 12Agostino TassiDetail of trees, Fresco, Palazzo Lancellotti



Fig. 13Agostino Tassi,Coastal Scend,610-1615, 50 z 66 cm, oil on canvas, Collection
of the Palazzo Lancellotti, Rome.

Fig. 14 Detail ofLandscape with Figures and Animals



Fig. 15Filippo Napoletano, detail ofThe Mill, oil on copper, 30.5 x 23 cm, Palazzo
Pitti, Florence.

Fig. 16 Agostino Tassi,Detail of Birds, The Palazzo Lancellotti



Fig. 17 Agostino TassiDetail of Birds, The Palazzo Lancellotti

Fig. 18Agostino Tassi,fresco from the Palazzo Lancellotti



Fig. 19Filippo Napoletano, Detail of Peasant Dance

Fig. 20 Detail ofLandscape with Figures and Animals



Fig. 21Filippo Napoletano, Detail ofPicnic on the Grass

Fig. 22Filippo Napoletano, Detail of Peasant Dance
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