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THE ARCHIE BRAY FOUNDATION FOR THE CERAMIC ARTS
has always been an ongoing experiment, a place and experience with no
artistic boundaries. The extensive facilities, the freedom to explore and
the creative exchange that occurs within the community of resident artists
provide a profound opportunity for artistic growth, both for individual
artists and for the field of ceramics.

To further encourage the Bray “experiment,” Robert and Suzanne Taunt
established the Taunt Fellowship in 1998. Inspired by the Taunts’ vision
and generosity, others have since established additional awards,
including the Myhre Fellowship in 1999 and 2000, the Lilian Fellowship 
in 2001, the Joan Lincoln Fellowship in 2004 (fully endowed in 2014), 
the Matsutani Fellowship in 2006, the MJD Fellowship in 2007, the
Anonymous and Speyer Fellowships in 2011, the Windgate Fellowships
in 2012, the Lillstreet Art Center Fellowship in 2014, the Etchart-Satre and
Quigley-Hiltner Fellowships in 2016. Each fellowship provides $5,000 and
a one-year residency to a ceramic artist who demonstrates exceptional
merit and promise, allowing them to focus more completely on producing
and exhibiting a significant body of work during their fellowship year.

Individuals wishing to establish a fellowship at the Archie Bray Foundation
are encouraged to contact Resident Artist Director Steven Young Lee.



Sarah Archer is a contributing editor

for the American Craft Council’s

new journal, American Craft Inquiry,
and a regular contributor to

Hyperallergic and columnist for 

the Magazine Antiques online. 

Her first book, Midcentury
Christmas, which explores the

material culture of Christmas during

the Cold War in the United States,

was published by Countryman

Press/W.W. Norton in 2016. 

Archer’s articles and reviews 

have appeared in The Journal of
Modern Craft, Modern Magazine,
Studio Potter, The Huffington Post,
Slate, The New Yorker online and

The Washington Post. She has

contributed essays to exhibition

catalogs for the Portland Art

Museum, the Milwaukee Museum 

of Art, and the Museum of Arts 

and Design, as well as to the

anthologies Shows and Tales,
edited by Art Jewelry Forum, 

and The Ceramic Reader from

Bloomsbury Press. She has 

curated exhibitions at Urban Glass

and Pratt Manhattan Gallery. 

Prior to moving to Philadelphia 

to become senior curator at the

Philadelphia Art Alliance, Archer

was the director of Greenwich

House Pottery in New York City.

She has taught at the Westphal

College of Media Arts and Design,

Drexel University and the Tyler

School of Art, Temple University.

Archer received her BA from

Swarthmore College and an MA

from the Bard Graduate Center 

in New York City. 

INTRODUCTION

Annually, the Archie Bray Foundation invites a critic to 

spend time at the Bray—to meet with the artists, experience

the Bray’s unique environment and develop essays for the

fellowship exhibition catalogue. This year, the residency 

was awarded to Sarah Archer.



My first impression of Montana was

classic Bray. When I landed at the

cozy, wood-paneled airport in

Helena, I knew only that a first-year

resident artist named En would be

picking me up. In the crowd, I

spotted a fashion-forward young

Japanese man wearing neon-pink

headphones around his neck, who

turned out to be En Iwamura. He

smiled at me and waved. There is

somehow nothing so “ceramics” 

as the experience eating fried

chicken in a roadside bar in Helena

while getting an insider’s take on

contemporary Japanese politics 

from an artist who was born in 

Kyoto in the late 1980s.

My experience as the Jentel Critic 

at the Archie Bray Foundation was

like this from beginning to end: so

‘American’ in its surroundings at

times it felt foreign to me as a native

New Yorker, and so cosmopolitan in

its mix of artists from around the

world that it had the novelty of a

much more exotic trip. The Jentel

Critic’s primary role is to get to know

the first-year resident artists and 

write about their work for their group

exhibition. Because the Bray is as

much a place as it is an organization,

it’s impossible to separate this

experience from the unique cultural

context of Helena, or its awe-

inspiring landscape. Ordinary tasks

like walking to meet a resident for 

an interview, talking with them about

their works, or making coffee in 

the shared kitchen, all happen in a

physical environment that’s redolent

with 20th century ceramics history,

bursting with world-class equipment

and supplies, and shadowed by

dramatic green and mountainous

landscape populated by more 

cows and horses than people on 

a typical day.

The Bray was famously called 

“…a fine place to work” by Archie

Bray Sr. in 1951. But “fine” doesn’t

really cover it. It’s extraordinary and

life-changing for the residents who

spend two years there. Two weeks

can be life-changing, too.

–Sarah Archer
October 1, 2017



Tacked up on the tantalizing idea

board in Ling Chun’s studio, the

image of a spectacularly costumed

Cantonese opera performer hints, 

in ways that aren’t obvious at first,

at one of her fundamental artistic

questions. Captured motionless in

this photograph, the performer

looks as though she might had she

suddenly stood still following a

dramatic gesture. The long black

hair that descends from an

elaborate wig might sway from side

to side, and the tiny bejeweled

butterflies that stand suspended on

pieces of wire decorating her

headdress might vibrate slightly,

glinting under the lights. This

gestural shimmer, the sparkling

after-effect of a deft movement, is

the aspect of glaze that Chun most

wants to capture in her work. 

In its ordinary state, glaze is frozen.

It can appear as though it is about

to move or drip, but it stays put,

showing us exactly what it was

doing at the moment it cooled, like

food

that’s

been taken

off the stove

and settled in

place. Intrigued by

the idea that sculpture

can occupy the in-

between territory between

stillness and movement, Chun

began adding gesture to her

sculptures by giving them an

expressive physical trait: long hair.

Like her sculptures, Chun herself is

a creature of liminality, having grown

up in Hong Kong and come of age

in the United States. Her MFA 

work at the Rhode Island School 

of Design wittily explored Chinese

identity, often using the recognizable

silhouettes of food to signal a

certain mass-market “Chinese-

ness,” packaged for consumption. 

But towards the end of her time

there, she began to question the

direct, one-to-one comparison her

work drew between herself and

Hong Kong, her country of origin.

“Why am I making things that make

it so obvious where I’m from,” she

wondered? Noting wryly (and

accurately) that Americans love

“abstract” food—things like chicken

cutlets and nuggets, which are

approximate and not literal—she

began to translate some of the

cultural imagery that inspired her

through the prism of abstraction. 

Having

attended

art school

in America,

her artistic

vocabulary is largely

in English, which

leaves a gap between her

native language and her

current thinking. This sort of

cultural and linguistic gap makes

the notion of authenticity a slippery

one. To be rooted in two cultures

requires leaving behind the ability to

wholly identify with one or the other.

But one need not be inauthentic in

this case, merely true. For Chun,

authentic liminality means creating

both forms that are just this side of

recognizable and stationary objects

that look like they could move.

Recent wall-mounted pieces even

have their hair up, as though 

they’re ready for a party. Her large

sculptural works strike a balance

between figurative and more

abstract forms, with proportions

that could be read as broad

shoulders or as a bold, squared-

off vessel, providing a large canvas

for her painterly, polychrome

surface design. This complex and

challenging threshold space,

betwixt and between categories,

seems to be right where she

belongs.

LING CHUN
MATSUTANI FELLOW

Above: Mistakes, 2017 
ceramic, hair, 14" x 14" x 6" 

Piece of Cake, 2017 
ceramic, hair, 24" x 37" x 14" 







Three Musketeers #3 Something, 2017
ceramics, hair, resin, metal,
18" x 11" x 11"

Red-ish Blue, 2017
ceramics, hair, wood panel and metal,

38" x 30" x 12"



A skyline of sorts animates the
periphery of Nicholas Danielson’s
studio. Not the contemporary kind
you might expect of a large city
dotted with skyscrapers, but
something much more ancient-
seeming, with a zigzagging roofline,
an earthy color palette and surfaces
that appear to have weathered
millennia. They are hard to locate
precisely in time or place. And this is
by design: Danielson’s vessels are
the products of interweaving strands
of inspiration, explorations of historic
architecture and ceramics, and
experimentations in the studio 
with clay bodies, glazes and firing
techniques. It’s an archaeology-
of-one, with the object of the
excavation being a work of art 
that hasn’t been created yet. 
If Danielson’s vessels seem like tiny
towers or ziggurats, a perusal of the
inspiration and research materials
neatly stacked here and there in 
his studio reveals that they’re also
drastically scaled-up tiles, made
three-dimensional. They are precise
and geometric, but also hand-
touched and idiosyncratic. 

Danielson wasn’t a potter-at-first-
touch the way some Bray residents
are—he didn’t take a ceramics 
class until his senior year of college. 
He had studied studio art at a
community college in his native
Chicago, where instruction leaned
heavily towards the conceptual, and
offered relatively little in the way of
technique or hands-on practice. 

He was intrigued by
the work of William
Kentridge and
Keith Haring, and
his own projects
took the form 
of installations. 
He earned a BFA
at Montana State
University in
Bozeman, and during his last year,
he discovered that he was both
aesthetically and personally drawn
to the communal, outdoor practice
of wood firing, which made him
eager to become part of the studio
ceramics world. When he enrolled in
the MFA program at the University
of Utah, he dove headlong into
explorations of the vessel form, 
both literally and metaphorically,
making what some classmates
described as “pots about pots.”

Sitting on his worktable among
many reference volumes is the 
book Bruno Munari: Square Circle
Triangle, an anthology of the Italian
designer’s treatises on shapes 
from the early 1960s. Looking at
Danielson’s vessels, his path from

conceptual art to pottery to
sculptural ceramics makes perfect
sense. When Alfred University
professor John Gill visited
Danielson’s studio at the Bray, he
recommended a book by André
Paccard titled Traditional Islamic
Craft in Moroccan Architecture,
published in 1980. This hefty and
beautifully illustrated volume
contains page after page of tiles,
taken out of their architectural
context and shown against a white
background. To see them this way 
is startling; suddenly they have
identities all their own, quite apart
from their supporting roles in the
expanse of a vast tiled wall or
minaret. Danielson immediately
began to consider scale, and how
forms inspired by the tiles’ shapes
could relate to one another in three
dimensions. The ancient skyline
inside his studio began to take
shape from there. His objects don’t
look like artifacts that have escaped
from a museum. They spark
curiosity, because their eye-catching
silhouettes suggest that they’re the
product of a fascinating story, and
indeed, they are.

NICHOLAS DANIELSON
JOAN LINCOLN FELLOW

Ziggurat Vases, 2017 
high iron clay, slips, transparent glaze,

14" x 20" x 10" 

Above: Five Sided Mugs, 2017 
high iron clay, slips, transparent glaze,
3.5" x 4" x 5" each 







Five Tiered Tray, 2017
high iron clay, slips, transparent glaze
18.5" x 8.5" x 8.5"

Star Bowl, 2017 
high iron clay, slips, transparent glaze

7" x 10" x 6"



Traveling backward in time, there 
is a point at which ancient art
becomes so bold and striking that it
looks almost modern. A bit further
back, and it can start to look alien,
like a dispatch from an imagined,
sci-fi future. These two moments in
time touch, spark and take new
form inside En Iwamura’s studio,
where the haunting visages of
traditional Japanese Haniwa figures
and the dynamic, candy-colored
characters of anime are combined
into an entirely new sort of creature.
They’re at once decidedly odd and
uncannily familiar. We know their
brethren from comics and cartoons,
and we’ve met their ancestors in
the galleries of encyclopedic art
museums. How did he come to
create them, in the outskirts of
Helena, Montana, of all places? 

As an undergraduate in Kanazawa,
Japan, Iwamura was taught to
understand works in clay as
“objects”—ceramics are not
understood as “sculptures” in

Japan. Yet as the son of two
practicing artists, who, in his words,
gave him an “unlimited artistic
imagination,” he was receptive to
the broader artistic context for
sculptural ceramics that he found in
the United States. He prefers hand-
building to working on the wheel,
and moving to the United States 
to study ceramics at Clemson
University only strengthened his
preference for working on large,
even room-sized projects. There’s 
a word in Japanese, ma (間), which
is usually translated as “negative
space,” but which also implies a
pause, or an interval. In aesthetics,
ma is subjective. It doesn’t refer to
a literal space between two discrete
objects, but rather to the human
perception of a gap or in-between
space, and—crucially—it’s
changeable, just as relationships
are. Iwamura gives ma a great deal
of thought as he works, and over
the years, he has been inspired to
create installations that viewers 
can walk through and explore. 

It also has metaphorical meaning
for him: he has now studied in two
countries and his work has evolved
with his changing circumstances.
As a student in the United States,
he was asked in critiques about the
content of his work for the first 
time, which led him to consider a
narrative approach in his practice.
In Japan, he says, at least in the
craft disciplines, the materials and
techniques lead the way. This is 

a politically charged moment to be 
in the United States, and culturally,
many countries across Europe 
and the rest of the world are
experiencing convulsions of
resistance to globalism. For an artist
whose work has taken him far from
home, the implications of this are
both practical and profound.
Iwamura’s artistic exploration of
Haniwa, ancient ceramic tomb
figures, is a way of linking the
disparate influences of an education
on two continents. Ancient Haniwa
were made during Japan’s Kofun
period (3rd – 6th centuries AD), and
buried with the noble and royal
dead. His contemporary series of
Haniwa-inspired figures, which 
draw graphic inspiration from
contemporary Japanese illustrations
and comics, are like emissaries
from another realm. Originally
designed to accompany the dead
into the next world, his sculptures
accompany their viewers along a
journey to another point of view,
where ancient and modern, fine and
vernacular, Japanese and American
all converge. The concept of ma
doesn’t require belief in an afterlife,
or another world—just an
acknowledgement of our changing
position within this one.

Romantic Archeology: Alien Girl, 
2017, earthenware, 35" x 24" x 22" 

Romantic Archeology: Robot Boy, 
2017, earthenware, 33" x 24" x 23" 

EN IWAMURA
MJD FELLOW







Neo Jomon: Oni-Head, 2017
earthenware, 31" x 32" x 32"

Installation view,
2016–2017 MJD Fellowship Exhibition at the

Archie Bray Foundation Warehouse Gallery



MyungJin Kim isn’t especially fond of
animals, or of birds, particularly. But
in her studio, a porcelain menagerie
of sorts is taking shape: birds sit in
repose, inspecting fruit and flowers,
and observe their surroundings. In
her recent and older work, creatures
nibble at delicate strawberries, hide
in tree trunks, and step outside of
cages that—in a deft optical feat—
appear at first to wrap around three-
dimensional vessels, only to be
revealed as two-dimensional
illusions. A bird contemplating 
its own empty cage is a scene
potentially rich in metaphor. Could 
it represent culture, gender, or 
the burden of history? Or simply
carefully observed ornithology? 

Kim’s still-life sculptures, the 
most recent of which are unglazed,
and reward close inspection 
with intricate surface detail, are
somewhat like the European still-life
paintings of the 16th and 17th

centuries. They deliver loaded
messages to the unsuspecting
viewer who thinks they’re just in for

a visual treat. Still-life scenes offer
meditations on the brevity of life
itself—we’re reminded of our
fragility and transience when we
behold a piece of ripe fruit invaded
by a worm, or a tulip with a petal
that has clearly become the prey of
garden insects. Kim draws
inspiration from these sources, 
but also finds much to explore in
one of the folk painting traditions 
of her native Korea, specifically
Minhwa. Minhwa scenes usually
depict myths and legends, and 
the adventures of animals that
symbolize particular traits or ideas,
like power, luck, or success. 

If the groupings in her sculptures
evoke the compositions of still-life
paintings, their narratives are closer
in spirit to Minhwa allegories.
Symbolic objects like bell jars,
mirrors and ornate cages help tell
the stories of bird protagonists. A
pair of birds that behave differently
might suggest a human couple in
which one is playful and the other
serious. Or one might be looking at

its reflection while the other dutifully
watches a nest. Which is male and
which female? It’s not spelled out,
so the viewer is invited to interpret
the creatures’ gestures and draw
their own conclusions. In a European
still-life painting, the message is
typically a warning of some kind,
not to overindulge, to be selfish, 
or to feel oneself invincible in the
face of passing time, or death itself.
Minhwa scenes offer a more diverse
set of stories rather than one
overarching theme. Creatures may
triumph or fail. Rather than a nature
morte, in which the ending is
inevitably the same, Kim’s work
offers a more complex journey,
where the answers aren’t yet
written. Her animal characters will
die someday, but before that, they
will fall in love, argue, feel trapped,
then find freedom, get lost, then 
find their way. And their physical
surroundings, shaped by her artfully
sculpted books, mirrors, boxes,
cages, and vessels, give the
creatures’ narratives a richly
atmospheric setting in which to
unfold. In that, perhaps, they are
still-life scenes that don’t sit still.

Still Life – East West Axis, 2017 
porcelain, underglaze 
12" x 32" x 15"

Right: Still Life – East West Axis, detail

MYUNGJIN KIM
TAUNT FELLOW







Birdcage Jar, 2017
porcelain, underglaze, 

19" x 16" x 15"

Small Perfume Jar, 2017 
porcelain, underglaze, 
10" x 7.5" x 6.5"



Observers of the ceramics world
usually classify artists into two
camps: figurative and functional,
sculptors and potters. With their
many talents, some makers inhabit
both categories simultaneously.
Noah Riedel’s vessels, which evoke
the streamlined dynamism of 
Russel Wright’s “American Modern”
dinnerware, may hint at the
existence of an overlooked third
category: that of the designer-
potter, who’s more attuned to the
formal innovation of furniture and
architecture than of sculpture or
traditional wheel-thrown vessels
and tableware.

Riedel had early interests in
spaceflight and science, and as a
college student, he took a 3D
design class that piqued his
interest. After college, he was an
apprentice to the North Carolina
potter Mark Hewitt, and wasn’t
aware of the existence of the
National Council on Education 
for the Ceramic Arts (NCECA) 

or the larger ceramics community,
its ideals or aesthetics. So apart
from Hewitt’s own wood fired
pottery, Riedel was happily unaware
that ceramics had to look a certain
way, and as he established his own
studio, he found that his work
resonated with design retailers.
Working his way through the circuit
of craft shops and fairs as well as
design stores, it became clear to
him that there was a disciplinary
bias (on both sides) when it comes
to form and surface decoration.
Thanks in part to the Modernist
aversion to ornament and intricacy,
Riedel sensed that the practice of
design was being conflated with
mass production, leading to a
misperception that the “cleaner” 
a piece looks, the more “designed” 
it is, and thus the less “crafted” 
it must be. In response to this, he
deliberately designed things that
couldn’t be mass-produced, and
could only be made by someone
with ceramic skills—crafted, but
without any elaborate or fussy

surface
decoration.

Looking
closely at
Riedel’s work
now, in which
curves and
arcs rule the
day, it’s no

surprise that he’s an admirer of the
avant-garde French designer Pierre
Paulin (1927–2009), who created
iconic chairs out of upholstered
metallic frames. His “Orange Slice”
chair, designed for Artifort circa
1950, is comprised of just two
curved elements that cradle the
body. His “Ribbon” and “Tongue”
chairs, designed in 1966 and 1968,
respectively, are each made from
single frames. Riedel is turning the
“Orange Slice” concept on its head
by designing a fruit bowl that allows
air to pass through its surface,
which helps keep fruit fresh
longer—a solution that has little
precedent in ceramics, but would
make perfect sense to a furniture
designer. Having followed a
nontraditional path to studio
ceramics, Riedel has clearly
benefitted from the creative
freedom that an unbeaten path
affords. Rather than reiterating
forms he’s seen before, or those 
he made during his apprenticeship,
he’s found formal inspiration in 
an entirely different medium, and
crafted wholly original solutions,
which are no less expertly “crafted”
for having been thoughtfully
designed.

Butterfly Bowl, 2017 
stoneware, 

12" x 21" x 21" 

Split Basket, 2017  
stoneware,  
10" x 8" x 28" 

NOAH RIEDEL
SPEYER FELLOW 







Split Sling, 2017
stoneware, enamel, 
7" x 8" x 19"

Split Box, 2017
stoneware, 

6" x 9" x 14"



1999
Marc Digeros, Taunt Fellow 
Sharon Brush, Myhre Fellow

2000
Eric Eley, Taunt Fellow 
John Byrd, Myhre Fellow

2001
Jiman Choi, Taunt Fellow 
John Utgaard, Lilian Fellow

2002
Jason Walker, Taunt Fellow 
Sandra Trujillo, Lilian Fellow

2003
Jeremy Kane, Taunt Fellow 
Karen Swyler, Lilian Fellow

2004
Trey Hill, Taunt Fellow 
Miranda Howe, Lilian Fellow 
Kowkie Durst, Lincoln Fellow

2005
Koi Neng Liew, Taunt Fellow 
Deborah Schwartzkopf,
Lilian Fellow 

Melissa Mencini, Lincoln Fellow

2006
Jennifer Allen, Taunt Fellow
Christina West, Lilian Fellow
Joseph Pintz, Lincoln Fellow

2007
Jeremy Hatch, Taunt Fellow
Brian Rochefort, Lilian Fellow
Renee Audette, Lincoln Fellow
Anne Drew Potter,
Matsutani Fellow

2008
Kevin Snipes, Taunt Fellow
Donna Flanery, Lilian Fellow
Birdie Boone, Lincoln Fellow
David Peters, Matsutani Fellow
Nathan Craven, MJD Fellow

2009
Martha Grover, Taunt Fellow
Sean Irwin, Lilian Fellow
Gwendolyn Yoppolo, Lincoln Fellow
Kelly Garrett Rathbone,
Matsutani Fellow

Kensuke Yamada, MJD Fellow

2010
Jana Evans, Taunt Fellow
Mathew McConnell, Lilian Fellow
Courtney Murphy, Lincoln Fellow
Nicholas Bivins, Matsutani Fellow
Aaron Benson, MJD Fellow

2011
Lindsay Pichaske, Taunt Fellow
Jonathan Read, Lilian Fellow
Kenyon Hansen, Lincoln Fellow
Sean O’Connell, Matsutani Fellow
Andrew Casto, MJD Fellow
Alanna DeRocchi, Speyer Fellow
Jeff Campana, Anonymous Fellow

2012
Mel Griffin, Taunt Fellow
Giselle Hicks, Lilian Fellow
Sunshine Cobb, Lincoln Fellow
Peter Christian Johnson, 
Matsutani Fellow

Chris Pickett, MJD Fellow
Andrew Gilliatt, Speyer Fellow
Jeff Campana, Windgate Fellow
Alanna DeRocchi, Windgate Fellow
Sean O’Connell, Windgate Fellow
Jonathan Read, Windgate Fellow

2013
Zemer Peled, Taunt Fellow
Sunshine Cobb, Lilian Fellow
Tom Jaszczak, Lincoln Fellow
Joanna Powell, Matsutani Fellow
Chris Dufala, MJD Fellow
Adam Field, Speyer Fellow
Andrew Gilliatt, Windgate Fellow
Mel Griffin, Windgate Fellow
Giselle Hicks, Windgate Fellow
Chris Pickett, Windgate Fellow

2014
John Souter, Taunt Fellow
Adam Field, Lilian Fellow
Bill Wilkey, Lincoln Fellow
Kyungmin Park, Matsutani Fellow
Brooks Oliver, MJD Fellow
Heesoo Lee, Speyer Fellow
Zemer Peled, Windgate Fellow
Joanna Powell, Windgate Fellow
Tom Jaszczak, 

Lillstreet Art Center Fellow
Chris Dufala, Anonymous Fellow

2015
Hannah Lee Cameron, Taunt Fellow 
Heesoo Lee, Lilian Fellow
Michelle Summers,

Joan Lincoln Fellow
Lauren Gallaspy, Matsutani Fellow
Perry Haas, MJD Fellow
Chris Riccardo, Speyer Fellow
Brooks Oliver, Windgate Fellow
Kyungmin Park, Windgate Fellow
John Souter, Windgate Fellow
Bill Wilkey,

Lillstreet Art Center Fellow

2016
MyungJin Kim, Taunt Fellow
Perry Haas, Lilian Fellow
Nicholas Danielson,

Joan Lincoln Fellow
Ling Chun, Matsutani Fellow
En Iwamura, MJD Fellow
Noah Riedel,* Speyer Fellow
Hannah Lee Cameron,*

Windgate Fellow
Chris Riccardo,*

Windgate Fellow
Michelle Summers,*

Lillstreet Art Center Fellow
Lauren Gallaspy,*

Satre-Etchart Fellow

*Stories featured in 
previous year’s monograph.

PAST FELLOWSHIP RECIPIENTS



Board of Directors
Dennis M. Taylor,

President
Josh DeWeese, 

Vice President
Emily Galusha, 

Treasurer
Tim Speyer,

Secretary
Chris Antemann
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Mike Casey
Michael Dalton
Julia Galloway
Andrea Gill 
David Hiltner
Jan Lombardi
Tony Marsh
Aidan Myhre
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Susan Ricklefs
Michael Sherrill
Patti Warashina
Kurt Weiser
Martha Williams

Resident Artist Director
Steven Young Lee

This publication is generously
funded by the Joliet Foundation.



2915 Country Club Ave.
Helena, MT 59602 
406-443-3502 

archiebray@archiebray.org 
www.archiebray.org
@archie_bray • #archiebray
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