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It is mid-September 2021. I am standing on the site of a 
former pigsty at the 58th parallel, counting my blessings. 

The mossy stones of the crumbling byre walls radiate a 
quiet hope. We will come through. The pandemic is not over. 
The turmoil inherent in climate change seems only to be 
worsening. The world is dangerously polarized. But we are 
learning to live in this unknown. Having struggled to arrive, 
I am comforted to find occasional answers in this seemingly 
empty place.
 
Henry David Thoreau in 
his May 1862 essay for 
The Atlantic magazine 
“Walking” suggests that the 
roots of the verb “saunter” 
draw from the search for 
“la saint terre”, (the Holy 
Land), or possibly from the 
traveler’s state of being “sans 
terre” (without land). The 
Byre has come to embody both for me: a holy place, and an 
unearthly one. Above all, it is a place of transcendence.
 
It is most importantly a place that teaches me daily where 
to find hope: in a community of problem solvers, practical 
dreamers who, despite all impediments, find their individual 
and group ways forward. Into a personal and communal 
interior that is amplified by the journey to reach it.
 
I owe these pilgrims – as I have for the last many years – 
boundless thanks for sauntering with us, physically and 

spiritually, into this distant place at a time when even the 
most mundane travel has been so often insurmountable.
 
Thank you: to Stine Bidstrup, Æsa Björk, Matt Durran, 
Jeffrey Sarmiento, Petr Stanický and to the eight Byre 
installation artists who made the often-challenging journey 
in previous years.
 
Thanks also to my team at Bullseye Projects, Nicole Leaper 

and Sarah Douglass. To our 
indefatigable consulting 
curator Michael Endo. To 
Bullseye’s indispensable 
local hero, Michael Bullen. 
To my partner-in-crime, 
Dan Schwoerer, and to the 
army of intrepid Bullseye 
folk in our US operations.
 
Finally, with this latest 
Byre project, I wish to 

thank the National Museums Scotland and its intrepid 
curator of Modern & Contemporary Design, Sarah Rothwell, 
for recognizing our work at The Byre and for seeing in it, as 
we do, a document of Scotland’s and the world’s enlightening 
journeys.

LANI MCGREGOR is the Director of Bullseye Projects and co-
owner of Bullseye Glass Co. in Portland, Oregon.

RIGHT photo by A. Mackay

A HOLY SPACE FOR UNHOLY TIMES by Lani McGregor  SEPTEMBER 2021

The Byre has come to embody 
both for me: a holy place, and an 
unearthly one. Above all it is a place 
of transcendence.
LANI MCGREGOR
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ÆSA BJÖRK and STINE BIDSTRUP
installed view of Passage at The Byre

PHOTO ÆSA BJÖRK
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The exhibition Passage is comprised of a series of five site-
based installations that capture literal and metaphorical 
paths to remote destinations. Passage started to take shape 
in March of 2020 when Petr Stanický arrived at The Byre for 
what was supposed to be the first of several visits. Each of 
the artists were to journey to Northern Scotland throughout 
the summer, individually or collectively, to draw inspiration 
from the unique landscape and culture of Caithness. The 
lockdowns, quarantines, and tragedies that continue in the 
midst of the COVID-19 pandemic altered this course and 
became as much a part of the exhibition as the character 
of Latheronwheel, the small village in which The Byre 
is located. Aside from Stanický’s initial visit and a brief 
sojourn by Stine Bidstrup and Jeffrey Sarmiento (just before 
the lockdowns made travel impossible), the artists relied 
on photography, drone footage, memory, and computer-
generated models derived from site plans and measurements, 
to project themselves into the spaces. Through this form 
of remote viewing the artists occupied five distinct spaces 
in and around The Byre, resulting in an exhibition that 
emphasizes the personal and collective journeys we 
undertake, whether in response to global events, a geological 
investigation, a spiritual understanding, or a longing for 
connection.

STINE BIDSTRUP
Dotted throughout the landscape of Caithness are 
architectural anomalies that tell overlapping histories of 
habitation and commerce. Remnants of the once vibrant 
herring industry are found in nearly every bay and inlet. 
Ruins rest next to, and in some cases are integrated into, the 
jutting angular coastline. From her studio in Copenhagen, 
artist Stine Bidstrup drew upon this library of architectural 
and geological forms to create a series of works entitled 
Archetypical Architectures as Found and Imagined Around 
Latheronwheel that are installed in the Storeroom of The 
Byre. These three sculptures: Corner, Gable, and Bridge, 
embody a particular location or form from the region. Corner 
is at once ordered and chaotic, adhering to a rigid ninety-
degree angle while being composed of a jumble of jutting 
crystalline forms that are cast in a swirl of transparent and 
opaque glass colors inspired by the orange and yellow of 
lichen, the rich green hillsides, the grey stone, and white 
foam of the North Sea. The eponymous corner references 

PASSAGE by Michael Endo DECEMBER 2021

STINE BIDSTRUP

ÆSA BJÖRK
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Clyth Harbour, where a ruined building seems to recede 
seamlessly into the stones of the plunging cliff. Bidstrup’s 
Gable and Bridge reference the iconic gable end of croft 
houses and a bridge found in Latheronwheel Harbour, 
respectively.

Bidstrup’s fantastical monuments are neither impressions 
nor re-creations, but rather dynamic amalgamations that 
combine sacred and civic architectural vernacular with 
crystalline forms pulled from the history of glass. In Bridge, 
Bidstrup replaces the arching underside and stoney courses 
with patterns modeled after 19th century cut glass, which 
itself was modeled after naturally occurring crystals and 
semi-precious stones. In this series, polygonal volumes 
and encased colors shift in unexpected ways that in some 
instances recall the impossible chthonic architecture 
of H. P. Lovecraft, and in others the pristine utopias of 
science fiction. The works are intentionally disorienting, 
disrupting our view of architecture and geology as fixed 
and allowing us to see, all at once, a subjective embodiment 
of time: construction, obsolescence, historical reification, 
memorialization, and eventual dissolution; its unending act 
of becoming and unbecoming.

ÆSA BJÖRK
The central element of Æsa Björk’s installation, entitled 
Embers, presents overlapping glass panels in various states of 
deterioration. Each component was made by melting crushed 
glass frit into lace-like sheets that are then gently reheated 
over a mold, a process called slumping, to create a subtle 
curve in each panel. Sections were then chemically mirrored, 
reflecting back on the viewer as the perforations allow one 
to see through. Each piece is hung in a radiating pattern, 
emerging and rising from the second and central of the three 
stalls in the Cow Barn.

The installation, in its title, references the radio play of the 
same name by Samuel Beckett. The play begins with the 
sound of the ocean. Henry, the central character, compels 
himself to sit upon the strand to engage in disjointed 
dialogues with his dead father and his estranged, possibly 
dead, wife. Beckett shows us the interior life of one who has 
nothing left, but to endlessly drown out the sound of the sea 
with his own pleading, guilt, and recrimination. Björk doesn’t 
dwell on the fate of Henry, but rather on the noted difficulty 
of the play itself, highlighting the impossibility of knowing 
another’s experience. In particular, Björk draws on personal 

relationships with people suffering from dementia. The 
glass acts as a barrier, emphasizing inaccessibility while the 
increasing fragility mimics the way memory is lost, in small, 
almost imperceptible pieces.

Extending from Embers is a related work, Ár-minni, that 
uses the same subtle curve, mirroring, and layering, but 
acts as a surface for a looping, barely visible video depicting 
the flowing Berriedale water. The title is a play on words in 
Icelandic relating simultaneously to the mouth of a river, 
where it meets the sea, and memory. Pushing to the forefront, 
again, the dissolution of the mind.

MATT DURRAN
At the far end of the Horse Barn, partially obscured by a 
wooden stall, is Matt Durran’s Cathedral for One. Assembled, 
primarily, from glass tubing, Durran’s “cathedral” speaks 
to the solitary spiritual journeys some people experienced 
during the lockdowns. In particular, Durran recounts the 
experiences of organ players who had to continue to maintain 
and play their instruments for empty churches. This is 
reflected in the organ-pipe-like construction of the exterior 
and the solitary figure silhouetted in paint on the floor of the 

MATT DURRAN; PHOTO J. MCMASTER



JEFFREY SARMIENTO 
installed view of (above) Sunderland Pelton Loop (Scotch Egg Run) and (right) Cappio
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structure. Evocative of the small chapels and the mysterious 
neolithic cairns that fill the countryside, Durran uses the 
symbolic language of these sites to transport the viewer.

Cathedrals enact a symbolic death and rebirth as one passes 
from the outside into the darkened nave only to be reborn 
in the apse where it opens into the light. The burial cairns 
found near The Byre in Camster surprisingly echo this 
structure. A small portal extends into the dark and opens 
into a wide chamber that may have been illuminated by 
lanterns or torches. Both symbolize the passage from one 
place to another. Durran’s “cathedral” is accessed, primarily, 
through the dimly lit Horse Barn. The viewer then peers 
behind a wall to reveal the brightly glinting structure, which 
has its own portal, a second passage, that allows for the only 
unobstructed view of the figure.

There is a heavy reliance on theatricality and suspension of 
disbelief as the zip ties and glue that hold the piece together 
aren’t hidden, nor is the colored glass disc that casts a light 
on to the figure. Even the stacked stones along the base 
just barely cover the painted wooden foundation. There is a 
haphazard search for meaning in the work that speaks to the 
hastily constructed adaptations that were necessitated by 
the pandemic. 

JEFFREY SARMIENTO
Jeffrey Sarmiento is known for glass sculptures that 
question the construction of cultural identity through 
the way objects and images are coded by their producers, 
categorization, geographical location, and place in history. 
In this exhibition, he renders the serpentine rivers, walking 
paths, highways, and historic routes that lead to and away 
from The Byre in colorful fused glass suspended into a web 
of current and historic routes. Like the museological objects 
or encyclopedia imagery he has used in the past, these routes 
of travel have influenced and been influenced by culture.

The highways that lead one from Sunderland, where 
Sarmiento is currently living, to The Byre are re-created 
as snakes. Sarmiento likens the installation to the ancient 
game of Snakes and Ladders. Today it is a children’s game, 
but its origin is metaphysical, symbolizing Hindu concepts 
of Karma and Kama. In England, it was transformed to 
reflect Victorian values of vice and virtue. Sunderland to 
Latheronwheel, however, is comprised solely of snakes, 
which in the game represent setbacks. The inherent 

Implicit in the game is the 
unchanging twoness of things, the 
duality of up against down, good 
against evil; the solid rationality 
of ladders balances the occult 
sinuosities of the serpent...but I 
found, very early in my life, that the 
game lacked one crucial dimension, 
that of ambiguity, because...it is also 
possible to slither down a ladder 
and climb to triumph on the venom 
of a snake.
SALMAN RUSHDIE

JEFFREY SARMIENTO
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dichotomy of the game is avoided and a passage from Salman 
Rushdie’s Midnight’s Children comes to bear: “Implicit in 
the game is the unchanging twoness of things, the duality of 
up against down, good against evil; the solid rationality of 
ladders balances the occult sinuosities of the serpent...but I 
found, very early in my life, that the game lacked one crucial 
dimension, that of ambiguity, because...it is also possible to 
slither down a ladder and climb to triumph on the venom of 
a snake.” In each opportunity there is a setback and in each 
setback there is an opportunity. The snake and ladder are the 
same, one thing.

The shape of a road is defined by culture. Does it bend with 
the topology like a medieval path or does it push straight 
through the landscape, adhering to Roman ideals? These 
paths inform the character of a place, and define the contours 
of a culture; however, Sarmiento’s mapping of his journey 
north with additional works that map biking routes around 
Sunderland, outline an individual story. 
   
PETR STANICKÝ
Petr Stanický, after that initial visit at the beginning of this 
journey, selected a particularly dilapidated exterior animal 
pen as the site for his installation. Sign: What is from Where 
is comprised of sheets of grey glass, cut and assembled into 
a circle. From the center, a stepped metal and glass arc 
links the vertical stone wall to the earth. Embedded in the 
dirt at the foot arc, is a pool of glass that reflects the sky, 
emphasizing, again, a connection. 

For Passage, Stanický primarily used unfired hand-cast 
sheet glass, drawing attention to aspects of fusible glass 
that are often avoided. The rolled edges, which are similar 
to the deckled edge of fine paper, mimic the rough edges of 
Caithness roofing slates. The variegated color, a result of how 
the glass is cooled, mirror the striations found in the stone, 
and the soft ripples (indentations caused by the annealer), 
become the sea.

Stanický’s work often explores the ways in which 
architectural spaces are opportunities for existential 
questioning. Sign: What is from Where does this by 
establishing a nexus for all of the aspects of The Byre, 
including ourselves. Stanický describes his installation as a 
parable; it draws attention to what is already present. The 
past, present, the land, sky, sea, and all the things we bring 
with us that tint our experiences, create a place to consider 

the spaces we inhabit and what Stanický says is “...the fragile 
and fleeting nature of life.”

Passage is the third exhibition in The Byre and is a departure 
from the previous exhibitions. While the previous two began 
with a residency during which the artists worked alongside 
one another, this exhibition was developed in isolation. I 
am not sure whether it is a direct result of this distance or 
the nature of these artists, but Bidstrup, Björk, Durran, 
Sarmiento, and Stanický asserted themselves and their 
personal stories more directly in their responses to place. The 
title of the exhibition arose from this fact. Passage is as much 
about The Byre and Caithness as it is about what each artist 
brought with them and how that interacted with the land, the 
history, the architecture, the people. The exhibition begins 
to pull away, revealing how our disparate paths intersect and 
eventually merge as we seek out loci of meaning.

MICHAEL ENDO is an artist and curator based in the Mojave 
Desert, USA.

PETR STANICKÝ
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The cast glass artwork that I created for Passage, “Archetypical Architectures as Found and 
Imagined Around Latheronwheel,” draws on the cultural history of glass, specifically the 
history of glass in both vernacular and sacred architecture. This work is a continuation of my 
Imaginary Crystallisations Series and merges the architectural ruins and stone structures found 
in the Caithness region with the idea of glass as linked to a simulacrum of naturally occurring 
crystals and semi-precious stones.

The German Expressionists in the early 20th century sought to reinterpret, in an eclectic 
fashion, the glass-crystal symbolism as a metaphor for transformation of a post-war society 
in both aesthetic and social terms. They embraced a mode of expression that was streaked with 
Romantic sensibility, curiosity in the irrational, and heightened sensory awareness.

The basic orthogonal system that underlies most of Western architecture is mainly ignored in 
my work to such a degree that the intentionally disorienting, colorful, and translucent glass 
forms emerge as a transfigured extension of nature, an artificial crystal that amalgamates with 
mountainous crystal formations.

The sculptural forms are not intended or perceived as fixed and measurable, nor as an ideal 
conjunction of forms. On the contrary, if there is an ideal, it is in the shifting kaleidoscopic forms 
that are continuously moving out of chaos toward a potential perfection, which is, however, 
never fully attained and always in the process of becoming. 

STINE BIDSTRUP



STINE BIDSTRUP
Archetypical Architectures as Found and Imagined Around Latheronwheel (Corner), 2021, cast glass, 11.875 x 12.25 x 8.75 inches



PHOTO A. MACKAY
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Stine Bidstrup is a Danish glass artist, educator, and art historian whose work and research 
explores optical phenomena, and interprets and brings ideas about utopian, architectural visions 
to life through glass sculptures, installation, and video. 
 
Bidstrup holds art degrees from Rhode Island School of Design, Providence; the Royal 
Danish Academy of Fine Art, Copenhagen; and a degree in art history from The University 
of Copenhagen. She has taught nationally and internationally since 2007 at the Royal Danish 
Academy of Fine Art, School of Design; University of Wisconsin-Madison; and at several 
summer programs including Pilchuck Glass School, Stanwood, Washington, and Haystack 
Mountain School of Crafts, Deer Isle, Maine. She maintains a studio in Copenhagen, and is 
represented by Heller Gallery in New York, Gallery FUMI in London, and Hostler Burrows in 
Los Angeles. In 2018, Bidstrup joined the exhibition council at Glasmuseet Ebeltoft, and in 2019, 
she was awarded a three-year work grant from The Danish Arts Foundation.

STINE BIDSTRUP
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PHOTO J. MCMASTER



STINE BIDSTRUP
Archetypical Architectures as Found and Imagined Around Latheronwheel (Corner), 2021, cast glass, 11.875 x 12.25 x 8.75 inches
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STINE BIDSTRUP
Archetypical Architectures as Found and Imagined Around Latheronwheel (Bridge), 2021, cast glass, 7.5 x 17.75 x 5.25 inches
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STINE BIDSTRUP
Archetypical Architectures as Found and Imagined Around Latheronwheel (Gable), 2021, cast glass, 8.75 x 7.875 x 7.125 inches



22 

This new body of work references what Samuel Beckett scholars would call “skullscapes” 
and draws inspiration from his work, Embers, especially written for broadcasting and first 
performed by Jack MacGowran in 1959.

My work often deals with inner and outer boundaries and in the Cow Barn space at The Byre, I 
invite the viewer inside a perceived mental state, referencing the passage of time by contrasting 
the ephemeral with the surrounding structures of stone.

I approached the installation as though through the mind of a person whose memories have 
begun to deteriorate. Memories come and go, and the focus drifts between the imaginary 
and the real with no clear boundaries. The two standing slate stones serve as symbols of the 
unattainable, and the middle section is inaccessible, blocked off with fragile membranes of glass 
serving as a canvas for projections. I aim to provoke a sense of loss and fragility in the room, 
referencing the past at The Byre and the people who have lived there but also our own fragility 
and sense of self, by using distorted mirrored surfaces that reflect back at the viewer. 

ÆSA BJÖRK



ÆSA BJÖRK
installed view of (left) Embers III and (right) Embers



PHOTO P. SICHMANOVA
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Æsa Björk graduated from the Glass Department of Edinburgh College of Art with a 1st class 
BA (Hons) degree in 1995, and an MA in 1997. In 1994, she was an exchange student at the 
Academy of Arts, Architecture and Design in Prague and studied with Vladimír Kopecký. This 
both influenced her work and encouraged her in the pursuit of working with glass as a sculptural 
material. Björk has frequented Pilchuck Glass School as a student and instructor since 1998. 
In 2006, she was an Artist in Residence at the Corning Museum of Glass. Her work has been 
shown internationally and she has received numerous grants, among them a ten-year working 
grant for established artists from the Norwegian government (2020-2030). Björk cofounded the 
open access gallery and workshop, S12, in Bergen, Norway, in 2005 and is currently the artistic 
advisor. From 2011 to 2014, she held a three-year visiting artist and faculty position at the School 
of Art and Design, Sculpture/Dimensional Studies, Alfred University, New York. Her work is 
part of the collections of KODE Art Museums in Bergen and the National Museum in Oslo, 
Norway. She currently works and lives in Bergen, Norway.

ÆSA BJÖRK



ÆSA BJÖRK
installed view of (left) Embers IV, 
(center) Embers, (right) Ár-minni
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ÆSA BJÖRK
installed views of Passage at The Byre
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ÆSA BJÖRK
Embers I, 2021, fused glass with mirrorized backing, 27.5 x 21.25 x 0.25 inches



ÆSA BJÖRK
detail views of Embers IV, 2021, fused glass with mirrorized backing





ÆSA BJÖRK
detail views of Embers, 2021, fused and slumped glass, partly mirrorized
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My research and investigation for this body of work is twofold: one is my response to the 
landscape at Caithness, with its coastline of sea trade and the search for sanctuary; the other 
is about those places of contemplation and meditation that currently cannot be accessed, 
forcing the need for us to create our own spiritual spaces. The installation, Cathedral for One, 
is a physical presence built for one body and one mind. It is a metaphor for solitariness and 
isolation, darkness to light.

MATT DURRAN



MATT DURRAN
Cathedral for One, 2021, kilnformed glass, glass lead crystal tube, wood, 80 x 82.75 x 98.5 inches
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Matt Durran has worked with glass in diverse capacities for many years. He studied at the 
University of Sunderland, UK, and Copenhagen School of Design and Technology, Denmark, 
where he was tutored by some of the leading European glass artists. After finishing his studies 
in 1991, Matt ran a successful gallery space in London. He has since worked in multiple areas of 
design, innovation, and material technology. His wide-ranging projects include the influential 
artist curating group New London Glass; instigating a documentary film project on the decline 
of glass production in Russia; collaborating on the design of a portable, bio fueled, up-cycling 
glass furnace; developing glass mouldings for a hospital reconstruction department; and a 
variety of curatorial projects.

Durran’s work has been exhibited internationally and can be found in the collections of 
institutions including Corning Museum of Glass, New York; Yelagin Palace Museum, St. 
Petersburg, Russia; and National Glass Centre, Sunderland, UK. Based in London, he is the 
current curator for the British Glass Biennale, a trustee of the Crafts Council, UK, and a Glass 
Art Society board member.

MATT DURRAN
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MATT DURRAN
detail views of Cathedral for One



MATT DURRAN
detail views of Cathedral for One, 2021, kilnformed glass, glass lead crystal tube, wood PHOTO J. MCMASTER
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This body of work was influenced by the frustrations, and sometimes pleasures, of journeys 
which are as unique as they are universal. For me, the most significant (and longest) trip of the 
past 18 months was to visit The Byre. My arrival was punctuated by the switchback roads along 
coastal cliffs of the Northern Scottish Highlands. It is an environment of grey stone and often 
sky, against which I’ve pitched a colorful response.

Inspired by the childhood game Snakes and Ladders, this body of work is an arrangement of 
vibrant snakes whose contours have been modeled after journeys taken during the pandemic. 
My drive to Latheronwheel, Scotland, is recorded in 16 sections that, when placed nose to tail, 
could navigate a viewer north from my starting point in Sunderland, England. Arrangements 
of snake-shaped loops in glass commemorate idle time spent on hikes and cycle rides as recorded 
on the fitness app Strava. Ancient versions of the game Snakes and Ladders refer to reaching 
spiritual paradise, and Victorian iterations pit virtues against vices in the race up and down 
the board. Returning to the site reminds me of life’s triumphs and failures, booms, busts, 
isolation, and displacement. With this work I’ve added hopes and dreams of transformation and 
transcendence.

JEFFREY SARMIENTO



JEFFREY SARMIENTO
Sunderland to Latheronwheel, 2021, kilnformed glass, dimensions variable



PHOTO E. DICKSON
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Jeffrey Sarmiento, a Chicago native, was recently appointed Senior Lecturer at Australian 
National University’s School of Art & Design. Previously, he held the position of Reader in Glass 
at the University of Sunderland, UK, where he was awarded a PhD in 2011. Educated at the 
Rhode Island School of Design, Providence, he has worked internationally as a Fulbright Fellow 
in Denmark, a Visiting Artist at UrbanGlass, New York, and an instructor at Pilchuck Glass 
School, Washington. Known for his artwork exploring cultural identity and the graphic image in 
glass, he won the International Glass Prize 2012 at GlazenHuis, Belgium. His collaborative work 
was also included in Glasstress Gotika at the 56th Venice Biennale.

JEFFREY SARMIENTO



JEFFREY SARMIENTO
Sunderland to Latheronwheel, 2021, kilnformed glass, dimensions variable



PHOTO J. MCMASTER
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PHOTO J. MCMASTER



JEFFREY SARMIENTO
Sunderland Pelton Loop (Scotch Egg Run), 2021, kilnformed glass, 48 x 27.5 inches PHOTO J. MCMASTER



JEFFREY SARMIENTO 
(above) Cappio, 2021, kilnformed glass, 53.25 x 35.875 inches
(right) Berriedale Braes, 2021, kilnformed glass, 69 x 26.5 inches PHOTO J. MCMASTER
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My site-specific installation is a response to the architectural site of The Byre, where thick-walled 
stone barns and visible ruins of former structures reside. The work consists of a glass and metal 
form acting as a dynamic architectural construction by linking the horizontal plane of the earth 
to the vertical plane of the edifice.

The installation explores our relationship with the spaces we inhabit, and our varied responses 
to the incongruities they possess. It serves as a parable of sorts, in considering both our own 
domestic spaces, and the fragile and fleeting nature of life.

PETR STANICKÝ



PETR STANICKÝ
Sign: What is from Where, 2021, hand-rolled sheet glass, mirror, stainless steel, 98.5 x 98.5 x 118 inches PHOTO J. MCMASTER
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Czech artist Petr Stanický received an MFA in sculpture from the Prague-based Academy of 
Arts, Architecture and Design. During his postgraduate studies at the New York Academy of 
Art, he worked as an assistant on the sculptural projects of Jeff Koons. Stanický’s often site-
specific work is architectural in nature and concerned with space, light, and reflection. He 
has exhibited extensively at institutions including Glasmuseet Ebeltoft, Denmark; National 
Glass Centre, Sunderland, UK; National Glass Museum, Leerdam, Netherlands; and at the 
Victoria and Albert Museum, UK, as part of the 2017 London Design Festival. Stanický’s work 
is in the collections of museums around the world, including the Museum of Decorative Arts, 
Prague, Czech Republic; The Design Museum, Munich, Germany; and National Glass Centre, 
Sunderland, UK. He is the current Head of Glass at Tomas Bata University in Zlín, Czech 
Republic.

PETR STANICKÝ



PETR STANICKÝ
Sign: What is from Where, 2021, hand-rolled sheet glass, mirror, stainless steel, 98.5 x 98.5 x 118 inches
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PETR STANICKÝ
Sign: What is from Where, 2021, hand-rolled sheet glass, mirror, stainless steel, 98.5 x 98.5 x 118 inches
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In July 2013, I was blessed to view the Dan Klein and Alan 
J. Poole Private Collection of Modern Glass at the National 
Museum of Scotland in Edinburgh. More than an exhibition, 
A Passion for Glass was a testament to the energy of art 
glass in the United Kingdom and to a remarkable man’s 
investment in its future. Over the space of almost 40 years, 
Dan Klein worked tirelessly to support and promote the 
artists in this medium. Klein had, moreover, encouraged my 

husband’s and my own involvement with the field by luring 
us to Caithness, Scotland and coaxing me onto the board of 
North Lands Creative Glass and into the purchase of an old 
stone manse in which to percolate our own passion for this 
medium.
 
On Dan’s death in 2009, the Klein & Poole collection was 
donated to the National Museum of Scotland where it resides 
to this day, individual objects rotating through the display 
cases in the Making and Creating gallery and reminding me 
on each subsequent visit how vital our field remains.

 In advance of our third biennial of glass installations in and 
around The Byre at Latheron House, I approached Sarah 
Rothwell, NMS Senior Curator of Modern & Contemporary 
Design, and suggested that we donate a work from each 
exhibition to the Museum’s collection. To our delight, she 
agreed. 
 
This year’s donation, Rothwell’s selection, is a set of four 
kilnformed panels by Æsa Björk that aptly reference memory, 
its ephemeral but permanent nature. The set will join objects 
selected from the prior two exhibitions and will, we trust, add 
to the magnificent legacy begun by the wise and generous 
Dan Klein. 

LANI MCGREGOR is the Director of Bullseye Projects and co-
owner of Bullseye Glass Co. in Portland, Oregon.

ÆSA BJÖRK (left to right, from top) Embers I, II, III, IV, 2021, 
fused glass with mirrorized backing

A LEGACY, A MUSEUM, A BYRE by Lani McGregor  NOVEMBER 2021

I found the narrative of [Björk’s] 
work about the passage of time and 
the deterioration of body and mind 
wonderfully interwoven with the 
architecture of the building and the 
history of lost communities and 
industry in the area particularly 
moving and is a subject we look 
to explore further within our own 
collecting activities.
SARAH ROTHWELL, SENIOR CURATOR, MODERN & 
CONTEMPORARY DESIGN, NATIONAL MUSEUMS 
SCOTLAND



63



64 

Published in conjunction with the exhibition

PASSAGE 

Stine Bidstrup
Æsa Björk
Matt Durran
Jeffrey Sarmiento
Petr Stanický

The Byre at Latheron House, Latheronwheel, Scotland

September 4, 2021 - March 31, 2023

For artwork and artist information, contact

Bullseye Projects
3630 SE 20th Avenue
Portland, Oregon 97202 USA

+1 503-227-0222
projects@bullseyeglass.com
bullseyeprojects.com

@bullseyeprojects

FRONT COVER 
Aerial view, Caithness, Scotland; photo by A. Mackay

INSIDE FRONT + BACK COVERS
Petr Stanický, Sign: What is from Where, 2021
hand-rolled sheet glass, mirror, stainless steel

BACK COVER 
Æsa Björk, Embers (detail view), 2021
fused and slumped glass, partly mirrorized

PHOTOGRAPHY Michael Endo (except where noted)
DESIGN Nicole Leaper

© 2022 BULLSEYE GLASS CO.
ISBN 978-1-935299-26-4

Æsa Björk’s work is funded in part by a 
STIKK grant from Norwegian Crafts, and is 
supported by S12, an open access studio 

and gallery.

Stine Bidstrup’s work is supported by the 
Danish Arts Foundation.






