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INTRODUCTION

Following his debut exhibition with us in 2011, we welcome Calum 
McClure back to The Scottish Gallery for his �rst major solo show of new 
paintings and drawings with us this May. He is one of the most exciting 
talents to emerge from Scotland in recent years.

Calum graduated in Drawing and Painting from Edinburgh College 
of Art in 2010. He won the prestigious Jolomo Painting Award in June 
2011 and shortly a�erwards, in September that year, had a successful �rst 
solo exhibition at The Scottish Gallery. Since then, he has shown work in 
several group exhibitions in Edinburgh and London, including being an 
invited artist at the Royal Academy’s Summer Exhibition.

The exhibition explores themes of re£ection, birdhouses and 
woodland trees, in particular the Sequoia. Country estates, formal 
gardens, national parks and cemeteries – places created for man’s pleasure 
and solace – are rendered in pencil or in oil, compelling us to consider 
why we seek them out and how we interact with them. Calum’s ceaseless 
curiosity is abundantly evident in the approach he takes to �nding his 
subject matter: he avoids the grand vista in favour of delving deeper into 
the site, seeking out more intimate, atmospheric aspects of the landscape 
at quiet moments. His show in 2011 was inspired by the Cammo Estate in 
west Edinburgh and many of the original themes of re£ection, profusion, 
decay and growth are expanded as he looks at new landscapes in the UK, 
Germany and America. 

Right: Calum McClure teaching workshop at Abertay University, February 2013
Photograph: Alan Richardson
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Many of the paintings in this exhibition were executed in Hamburg 
where Calum worked for most of 2013. There he continued to source 
material from parks, gardens and cemeteries, but rather than presenting 
us with the celebrated grand memorials and monuments of the world’s 
largest rural burial ground near Hamburg in Bird Box, Ohlsdorf Cemetery 
(Cat. no. 15) he takes us away from the crowds, deep into the woods 
on the fringes of the cemetery. Similarly we are shown the more urban 
gardens of Planten un Blomen – known for its water-light shows and 
musical performances – at a deserted moment, where architecture from 
various centuries is seen spilling into the refection.

Central to the exhibition is the artist’s concern for the relationship 
between man and nature which is explored in this body of work, in the 
man-made gardens and litter-strewn ponds of Inverleith Park, Kew 
Gardens and in the green spaces of several German cities. However it 
is particularly keenly felt in his series of paintings depicting the felling 
of Giant Redwood trees. Calum’s interest in the Sequoia was sparked at 
Cammo Estate where he �rst saw the non-native Sequoia in the estate’s 
arboretum. More commonly found in California, the tree led Calum to 
research its history and ultimately the cra� of the lumberjack. These men 
appear and disappear in the drawings and paintings; dwarfed by the trees 
they are felling, they are presented as men working hard and with pride in 
an historic trade despite the fact that their work is, in essence, destruction 
for man’s gain.

Not only has McClure’s subject matter evolved since his last exhibition, 
but his explorations around the picture-making process itself, have 
resulted in a stylistic development as well. A recent series of monotypes 
takes the subject and pares it down to simple form and bold colour. 
Furthermore, painting on canvas as opposed to board, a shi� that took 
place working in Germany, produces more gestural paintings such as The 
Alster in High Summer, Hamburg, 2013 (Cat. no. 1). All the while, these works 
are underpinned by the artist’s technical ability, so evident in his pencil 
drawings. His range of technical approaches allows him to engage with 
his subject in diªerent ways. As Calum states: “While the subject of the 
paintings may be similar throughout this body of work, the medium and 
mode of expression change and with this the �nal outcome.”

ELIZABETH WEMYSS
THE SCOTTISH GALLERY
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Photographs from the artist’s year in Germany, 2013 
Clockwise from top le�: Millerntor, Hamburg; Goldbekkanal, Hamburg; Stadtpark, Hamburg; 
Ohlsdorf U-Bahn, Hamburg; Rödingsmarkt U-Bahn, Hamburg
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GERMANY
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1 The Alster in High Summer, Hamburg, 2013 
oil on board, 40 x 50 cms
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2 Bern Pool, 2013
oil on board, 70 x 100 cms
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3 Study, Hobby House and Ripples, Goldbekkanal, Hamburg, 2013
pencil on paper, 46 x 66.5 cms 
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4 Bern Pool Study, 2013
pencil on paper, 44.5 x 61 cms
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5 Jüdischer Friedhof, Ohlsdorf, 2013
oil on board, 24 x 30 cms
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6 Bird Box Study II, 2014
oil on board, 24 x 30 cms
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7 Pool, Ohlsdorf, 2013
oil on canvas, 60 x 90 cms
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8 Still, Cabaret, 2013
oil on board, 24 x 30 cms
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9 A Still, Greater Splash, Berlin, 2013
oil on board, 43 x 33 cms
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10 Re
ection, Architecture, Planten un Blomen, 2013
oil on board, 150 x 120 cms
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11 Hobby House and Ripples, Goldbekkanal, Hamburg, 2013
oil on canvas, 110 x 120 cms

In the course of a walk along Hamburg’s 
Goldbekkanal, I came across a group of 
summerhouses and allotments. The canal 
isn’t far from the city centre, no more than 20 
minutes via the U-Bahn, yet people invest in 
these places, just far enough away from the 
inner city. They kayak, plant vegetables, �sh or 
perhaps just sunbathe, then take a dip in the 
outdoor pool at Stadtpark, a stone’s throw from 
the little village of summerhouses. 

In painting the house and ripples I wanted 
to capture these simple summer pleasures and 
the lazy £ow and ripple of the water. Simply put, 
I wanted to oªer a painting �lled with Social 
Utopianism.
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12 American Football Dream, Stadtpark, Hamburg, 2013
oil on canvas, 90 x 100 cms

In this painting of an American Football playing �eld in Hamburg’s 
Stadtpark I was exploring ideas of aspiration and dreams. The Super Bowl, 
is perhaps one of the world’s most ostentatious displays of national pride, 
due perhaps to the sport being played almost solely in America. The sport 
and the Super Bowl encapsulate the ideas of dreaming, achievement, and 
winning against the odds. It is a microcosm and out pouring of a national 
mindset, discussed in such literature as Arthur Miller’s Death of a Salesman. 

On painting American Football Dream, I decided to change my palette 
and use Day-Glo yellow for much of the �eld, bleaching areas out with 
turpentine and applied pigment sparsely. This could suggest a dream-like 
state, evoking the nature of dreaming and remembering, when areas of 
the dream-image waver in and out of focus.
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13 Bird Box in the Trees, Ohlsdorf, 2013
oil on canvas, 60 x 70 cms
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14 Austria, 1914, 2013
oil on board, 50 x 60 cms
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15 Bird Box, Ohlsdorf Cemetery, 2013
oil on board, 24 x 30 cms

In the United States the tradition of hanging gourds and nest boxes for the Purple Martin can be 
dated back to some of the continents �rst inhabitants. Choctaw and Chickasaw Native Americans 
would leave hollowed gourds around their camps for the birds’ return in the Spring. This 
tradition was carried on by colonists and now by over a million Americans, to the point that many 
ornithologists agree that if man did not provide nesting the bird would vanish due to losing its 
knowledge of how to nest in naturally occurring nest sites. 

My �rst use of the birdhouse motif was in 2010, in which, I painted a house £oating amongst 
a group of trees on Cammo Estate, which is situated on the outskirts of Edinburgh. An estate that 
had slowly crumbled away during the 20th century and eventually became the site of vandalism in 
the 70s. It seemed apt, in such a place, to re£ect on permanence. What do these sites mean to us 
now? Why is so much money devoted to their upkeep? Why had this estate been le� to ruin? What 
did my depiction mean? 

The new set of work I have undertaken here re-examines the birdhouse motif. I like the 
symbolism of the birdhouse as a site of refuge within the natural environment, and also as an 
illustration of Man and Nature’s fragility.
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16 Planten un Blomen, Harmburg, 2013
oil on board, 40 x 50 cms
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THE REDWOOD
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17 Tree Felling, 2013
oil on board, 95 x 145 cms

The ideas for this series of works stemmed from those of my last 
exhibition about the Cammo Estate. There I found a rich variety of 
botanical specimens in the garden’s overgrown pinetum, including a 
large sequoia. I knew a little of the tree’s story and undertook research 
into its wider history and particularly into the lumberjacks in California 
who felled them in the 1940s. Guy D. Haselton’s Redwood Saga from the 
time, providing a thrilling overview. 

A�er this I found some images of lumberjacks, in these the same 
kind of trees that had been uprooted and moved to Scotland by wealthy 
families as symbols of status took on a diªerent role. Here it was being 
utilised for its building properties, resistance to �re and size. Although 
one tree could be enough for over 20 houses to be built from its lumber 
there is an air of apology in Haselton’s documentary. I myself asking: 
Were these qualities in the lumber so great that they occluded the wider 
idea of preserving unique habitats and wildernesses? 

Through these works I seek to explore the con£icting relationship 
between ideas of preservation and respect for the lumberjack’s cra�. 
The act of felling and processing trees over 2000 years old perhaps 
encapsulates Man at his most remarkable and least prudent. These works 
are predominantly monochrome and deal with ideas of time, causality 
and deforestation, more broadly speaking, Man’s eªect on the natural. 
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18 Two Lumberjacks I, 2013 
pencil on paper, 45 x 27 cms
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19 Evidence of Felling, 2014
pencil on paper, 47 x 50 cms

20 Three Lumberjacks, 2013
pencil on paper, 44 x 62 cms
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21 Upper Michigan
oil on board, 120 x 180 cms
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22 Giant Redwood, 2013
pencil on paper, 54 x 65 cms
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23 Two Lumberjacks III, 2013
pencil on paper, 45 x 27 cms
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24 Falling Tree I, 2012
oil on board, 170 x 122 cms

The source material for Falling Tree I came from images of tree felling 
in North America. I was interested in the dichotomy between modern 
ethical values of preservation, and respect for the lumberjack’s cra�. 
Another idea, which surfaced when working with these images of falling 
trees, was time and the point of no return. The smallest imperceptible 
pressure on the tree could cause it to fall in an unexpected way, perhaps 
Edward Lorenz’s butter£y in Brazil. I started to think about the falling 
tree as a motif or symbol for time passing, more speci�cally the point of 
no return and events being set in motion. 

In terms of composition, I think, the isolated �gure on the right is very 
important. He is dwarfed by the tree and represents Man as being fragile 
in the face of Nature’s force while at the same time being a potential cause 
for various irreversible destructions in Nature. This �gure also creates a 
conversation between the viewer and the viewed. The viewer sees both 
the �gure whose back is turned, and the falling tree. The �gure, in turn, 
is also party to the main focus, the falling tree. In eªect, what the �gure 
sees becomes an extra viewpoint within the painting.
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25 Acer Tree, Mellerstain
oil on board, 60 x 41 cms

The garden, whether it be that of an estate or private, is to me always 
incomplete without its own pond, lake, fountain or pool. Indeed water 
seems to be a bigger preoccupation of garden designers than plants, 
£owers, trees and neat hedgerows. It always takes centre stage, but why 
is this? Walking around St James’s Park in London we notice that the lake 
attracts the most attention. People position themselves around it, prop 
against railings and trees, staring, but what are they staring at? 

With all my work I seek to explore our relationship with the natural. 
In painting water and therefore re£ection, the painting and perceiving 
process becomes �vefold: one: the water, two: what is being re£ected, 
three: the re£ection, four: what is visible through the water and �ve: the 
paint. This relationship between elements in the painting allows for an 
interesting dialectic to develop.

In paintings such as House Re
ection, Inverleith (Cat. no. 27) the black 
form of a human-built structure looms over the paint spattered debris-
strewn water, the pond is however constructed in a perfect circle, which is 
planted and dredged regularly in Edinburgh’s Botanic Gardens. Nature is 
made to serve Man’s will in such places. Here I use the pond and re£ection 
like a crucible into which I drop various elements, play around with them 
in diªerent combinations and see what comes out. Who has the upper 
hand, the paint, human forms, nature, me?
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26 Branches and Yellow Leaves, Kew Gardens, 2013
oil on board, 24 x 30 cms
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27 House Re
ection, Inverleith, 2012
oil on board, 80 x 122 cms
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28 Dark Trees, Mellerstain, Study, 2014
oil on board, 17.5 x 29 cms
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29 Bright Pond, 2013
monotype, 34.5 x 44.5 cms

30 Large Lilies, 2013
monotype, 34.5 x 44.5 cms
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31 White Trees, 2013
monotype, 34.5 x 44.5 cms

32 Red, Yellow and Blue, 2012
monotype, 34.5 x 44.5 cms
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33 Gunnera, Kew Gardens, 2013
pencil on paper, 54.5 x 59.5 cms
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34 House Re
ection, Inverleith, Study, 2014
oil on board, 17.5 x 29 cms
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35 Still Attenborough, 2013
oil on board, 50 x 60 cms
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36 Study in Green, Kew Gardens, 2013
oil on board, 24 x 30 cms
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37 Walkway, Kew Gardens, 2013
oil on canvas, 60 x 90 cms
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BIOGRAPHY

1987 Born in Edinburgh

2010 Graduated in Drawing and Painting from Edinburgh College of Art

Solo Exhibitions
2011 New Paintings & Drawings, The Scottish Gallery, Edinburgh

2013 Monotypes, The Scottish Gallery, Edinburgh

2014 Re
ection, The Scottish Gallery, Edinburgh

Selected Group Exhibitions
2010 Graduates 2010: A Selection of Work by Six UK Art College Graduates,  

Albemarle Gallery, London
 RSA Open Exhibition, Royal Scottish Academy, London
 Christmas Exhibition, The Scottish Gallery, Edinburgh

2011 New Contemporaries, Royal Scottish Academy, Edinburgh
 Art Toronto: 11th International Art Fair, Toronto, Canada (with The Scottish Gallery)
 RSA Open Exhibition, Royal Scottish Academy, Edinburgh
 Christmas Exhibition, The Scottish Gallery, Edinburgh

2012 Summer Exhibition (invited artist section – curated by Barbara Rae, RA),  
Royal Academy of Arts, London

 Summer Exhibition, Mellerstain House Gallery

2014 Continental Shi�, Saatchi Gallery, London

Awards
2011 Winner of The Jolomo Bank of Scotland Award for landscape painting

Right: The artist in his studio, 2011
Photograph: Nic Rue
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Right: Two Lumberjacks I, 2013, pencil on paper, 45 x 27 cms (Cat. no. 18)
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