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This article seeks to establish two things about a Lawrence painting 
that have previously been unclear. The first and easier of the two is 
to trace how the painting, a watercolour entitled ‘Italian Scene with 
Boat’ (Figure 1), came to England and into the hands of a friend of 
Lawrence’s. The second is to establish the identity of the scene 
depicted in the painting, assuming that it was painted from life: it is 
a scene that has been tentatively but not authoritatively identified at 
least twice in the past.  

When Lawrence and Frieda moved from Riva del Garda to Villa 
di Gargnano in September 1912 they left behind some of their 
luggage, including Lawrence’s paints. More than two months later 
he wrote to Arthur McLeod, his ex-teaching colleague at Davidson 
Road School, saying he was going to Riva to collect them and 
would paint him a picture on his return.1 The following week he 
confirmed that he had completed two paintings and half of a third 
one.2 In a further letter to McLeod, Lawrence advised him that 
Harold Hobson, who had been staying with Lawrence and Frieda in 
Villa di Gargnano, would bring four pictures back to England with 
him, where he would post them to McLeod and on receipt of them 
McLeod could “pick”. He was then to post them on to Mrs Ada 
Krenkow, Lawrence’s maternal aunt, who lived in Leicester.3 
Before sending them on, though, McLeod “must choose”.4   

While this establishes that Lawrence sent McLeod a painting as 
promised at the beginning of 1913, it does not prove that the 
painting was ‘Italian Scene with Boat’. It could, for example, have 
been one of the many copies of other artists’ works that he admitted 
to executing and not all of which have been traced.5 
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The likelihood of the painting chosen by McLeod being ‘Italian 
Scene with Boat’ increases when we consider the notes that 
accompany its reproduction in the 1964 book Paintings of D. H. 
Lawrence, edited by Mervyn Levy. At that date the painting was in 
the possession of Mrs Mary Wood, to whom it had been given by 
Edie McLeod, Arthur McLeod’s sister. Miss McLeod is quoted as 
believing that the painting had reached her family in 1915 but she 
could not, she said, be positive about this. As Lawrence left Italy in 
1914, and the war was already in progress by 1915, the date 
permitted the speculation that the painting was likely either to have 
been dispatched to McLeod from Italy before the outbreak of war in 
1914, or brought back by Lawrence on his return from Italy that 
year and posted on to McLeod from England.6 As the last place in 
which Lawrence stayed in Italy before returning to England was 
Fiascherino, near Lerici, south of La Spezia, this permitted the 
further speculation, articulated in the conclusion of Levy’s note, 
that the scene was most likely to have been painted during 
Lawrence’s stay in Fiascherino.7  

Paul Eggert was unconvinced by Levy’s identification and 
thought the scene looked very like the port at Villa di Gargnano, 
located about 100 metres from where Lawrence and Frieda had 
lived during their first stay in Italy in 1912-13. Eggert offered the 
additional clue that the rigging in the boat resembled that revealed 
in photographs of boats on Lake Garda at the time Lawrence was 
there. Basing his judgement on Lawrence’s letters, he gave the 
likely date of the painting as between 29 November and 17 
December 1912.8 As these were the dates between Lawrence 
recovering his paints from Riva and informing McLeod that he had 
finished the four pictures, Eggert was certainly correct. He was also 
correct in identifying the rigging of the boat as being typical of the 
time Lawrence was in Villa di Gargnano.9 As I could find no 
contemporary picture of the original port of Villa di Gargnano, 
which became the marina of today, I was unable to form an opinion 
on Eggert’s view that it resembled the scene depicted in the 
painting.  
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I took a photocopy of Lawrence’s painting with me to Villa di 
Gargnano in 2008 and my initial observations, while sympathetic to 
Eggert’s opinion of its resemblance to the marina, were that the 
buildings behind the marina showed several differences from those 
in the painting and that the mountains in the background of the 
painting did not resemble the actual mountains that could be seen 
from the marina. Mountains rarely move, but buildings are 
demolished and replaced, so I asked several people in the area 
about any new buildings that might have been erected near the 
marina during the twentieth century and all were unanimous that 
none had. A man in his seventies in the bar alongside the marina, to 
whom I showed the picture, said he was certain the buildings in 
1912 would have been as they were now and that I was wasting my 
time trying to identify the scene in Villa or anywhere along the 
lakeside around Gargnano, which he knew like the back of his 
hand. “Try Limone”, he said before returning to his newspaper. 

This offered a prospect I was only too eager to pursue. A few 
years earlier I had been in Limone, a village north of Gargnano 
with a resident population of less than a thousand that caters for 
several hundreds of thousands of tourists annually. A welcoming 
sign by the bus station noted that D. H. Lawrence had once stayed 
in Limone. As I could find no evidence for this in Lawrence’s 
letters or in Twilight in Italy, I made enquiries at the local library 
and was told the person with whom I should discuss this was the 
local historian Domenico Fava. This was arranged by the librarian, 
but before seeing him I was able to read in one of his books that 
Lawrence had been to Limone, citing Antonio Fappani’s 
Enciclopedia bresciana as his evidence.10 At our meeting a couple 
of evenings later I asked Fava if there was any other evidence that 
Lawrence had been to Limone. He said he knew of none but was 
confident that some would eventually come to light. As Limone is 
located half-way between Campione and Riva, in both of which 
Lawrence’s presence is documented, and as Limone was a stopping 
point for the passenger boats around the lake at the time, his 
confidence that Lawrence might have stopped there, for however 
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short a time, was not unreasonable. If the watercolour could be 
shown to have depicted a scene at Limone, Lawrence’s presence 
there could be confirmed and Fava would have had the proof he 
was seeking. 

This was not to be. A visit to Limone and a walk along the short 
lakeside – the village is enclosed by mountains at both ends – 
revealed no site that could be construed as that in the watercolour, 
while the mountains in the background did not bear any resem-
blance to those in the painting.  

A further and final lead in identifying the scene of the painting 
was provided by Beppe Campetti, proprietor of the Albergo 
Gargnano. This was that I should try the other side of the lake. In 
1912, he told me, and even up to his own boyhood in the nineteen 
fifties, all sorts of craft went over and back across the lake 
throughout the day and there would be nothing unusual in 
Lawrence travelling across. I took his advice and as the ferry’s first 
stop was Malcesine, on the eastern shore of the lake, I found I had 
to go no further. For as soon as the small port and the buildings 
around it came into view, it was clear that it was here that the 
Lawrence picture had been painted. The only change over almost a 
century was that the main building in the painting, the hotel, was 
now a restaurant and that a small glass-fronted veranda had been 
added to give diners a clear view of the lake. Although less so than 
in the case of the two other sites, the position of the mountains in 
the background did not however appear quite correct, given the 
position from which it seemed the painting was executed. I was 
assured by Cristina Ryan, a guest at the Albergo Gargnano who 
accompanied me to Malcesine, that this was not enough to cast 
doubt on the obvious lines of the section of the small port included 
in the picture; the two buildings behind the harbour being almost 
identical with those in Lawrence’s watercolour. She pointed out 
further that Lawrence could have made sketches of the mountains 
and the buildings at different times and the error, if such a term may 
be used in the context of a work of art, could have come later in the 
course of the composition of the painting.11 In this connection it is 
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interesting that Levy considered Lawrence to be “versed in the 
basic principles of perspective and composition”. Not, it may be 
noted, the usual compliment of being “well versed in”, and the 
reference was to “the basic principles” rather than the advanced 
principles. Imperfect composition would therefore have been 
unsurprising. Or Lawrence may simply have decided that his 
arrangement was more natural. 

All doubts were banished shortly afterwards when I found a 
copy of a book in a second-hand bookshop in Brescia that 
contained reproductions of photographs of Lake Garda in the early 
years of the twentieth century, one of which (Figure 2) showed the 
port of Malcesine, together with the buildings to the north of the 
port.12 Both the hotel at the top left of the photograph and the 
adjoining building were identical with the two buildings in 
Lawrence’s painting, except that he had omitted the name of the 
hotel. It may be that he thought the lettering would spoil the 
composition, or, even more likely, felt that the name of the hotel 
suggested tourism and, given his loathing of tourists, omitted it. 

While identifying the scene of the painting has left the mystery 
of whether Lawrence ever visited Limone unresolved, this may be 
considered of moderate interest when compared to the significance 
of proving that he had been to Malcesine at least once. For 
Malcesine was a point of access to Monte Baldo immediately 
behind. While the lift that carries tourists (skiers in winter, walkers 
and bikers in the summer) from Malcesine to the summit today did 
not exist at that date, paths behind the town formed a winding trail 
through a rich variety of trees to a treasury of flowers on the higher 
reaches that had long been a source of wonder. Siro Pollini 
described many features of its unique natural history in his book 
about the lake, published in 1816, while in 1848 Giuseppe 
Bennassuti remarked that botanists referred to Monte Baldo as “the 
garden of flowers”, in acknowledgement of the richness and variety 
of the species found there.13 This diversity was the result of floral 
modifications which had evolved to contend with the cold and 
dryness of the mountain environment; this had led to differences in 
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the size, shape, colour and smell of the flowers when compared to 
members of the same species found elsewhere.14  

Lawrence’s interest in flowers from infancy, throughout his 
education and during his years as a pupil teacher and teacher, as 
well as in his first novel, The White Peacock, is well documented.  
Even on his way south to Lake Garda he had spent some time with 
David Garnett searching for species of rock plants, while Twilight 
in Italy abounds in examples of his enduring interest in flowers up 
to the time he painted ‘Italian Scene with Boat’.15 It is surprising, 
then, that as he could see Monte Baldo from his bedroom window 
during his six months at the Villa Igéa, there is no record of him 
ever actually making the short trip across the lake to observe its 
botanical richness. The identification of the painting as a view of 
Malcesine proves that he crossed the lake at least once and 
increases the possibility that he may have made his way to explore 
the mountain vegetation and its treasures which at that time began 
almost immediately behind the small town.16    

Of additional interest is the fact that Gustav Klimt’s 1913 
painting ‘Malcesine’ (Figure 3) depicts the same buildings as those 
shown in Lawrence’s picture and Negri’s photograph (and it also 
misses out the hotel name). Lawrence is thought to have met the 
German artist Jozef Moest in Gargnano in the spring of 1913, and it 
is tempting to wonder if the “Germans” whom Frieda went boating 
on the lake with, on 11 March 1913, included Moest and perhaps 
Klimt as well.17 Although Klimt’s painting is observed from a 
slightly different angle, the hotel and adjoining house (houses in the 
case of the photograph) are clearly identifiable, the only discernible 
difference being that the hotel balcony seems much deeper in 
Klimt’s than in Lawrence’s watercolour or Negri’s photograph. 
That Lawrence and Klimt painted the same buildings may be of 
more than antiquarian or academic interest. Reproductions of 
Klimt’s painting are in nearly every souvenir shop in Malcesine, a 
town that rivals Limone for the number of its visitors. Walking 
through Malcesine at the height of the tourist season, I realised that, 
next to Italian, English is the most common tongue heard, with 
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German a distant third. It may be wondered if the rights to 
reproduce and sell postcards or posters of ‘Italian Scene with Boat’ 
in the souvenir shops of the town might offer some sturdy 
competition to Klimt, especially among the English holidaymakers. 

 

 
 

Figure 3. Gustav Klimt, ‘Malcesine’ (1913). 
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