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FOREWORD

Pyramid Hill Sculpture Park & Museum 
is privileged to exhibit Leverage by Bret 
Price. As an institution, Pyramid Hill values 
platforming a diverse set of contemporary 
artists; in the past few years, the Park has 
been able to exhibit high caliber artists 
like Amanda Parer, Craig Colorusso, 
Chakaia Booker, and Steinunn Thorinsdottir 
via our outdoor, rotating, temporary 
exhibition series. These artists transformed 
our grounds with whimsical 23-foot-
tall inflatable bunnies, solar powered 
symphonies, monumental sculptures made 
from recycled, found materials, and iron 
and aluminum figures that stood sentry on 
our grounds during the worst pandemic in 
a century. These exhibitions have brought 
our patrons an incredible range of media 
and forms and well as the viewpoints and 
research that inspires the work. 

The work of Bret Price lives among these 
contemporaries well. His monumental 
steel sculptures are expertly fabricated, the 
metal manipulated in a way that reminds 
the viewer that our preconceptions can be 
limiting. Price began his 50-year career as 

a ceramicist but began working with metal 
in the late 1970’s. His passion for materials 
and process, as well as his interdisciplinary 
sensibilities are inherent in the work, 
and these combine to help Price defy 
the limitations of the material and of the 
expectations of the viewer.  

I have enjoyed working closely with 
Bret on this exhibition. As Leverage is a 
retrospective of his monumental steel work 
from 1997 to 2020, the exhibition not 
only celebrates his mastery of monumental 
metal sculptures but also his lifelong studio 
practice. Bret’s switch from clay to metal 
in 1987 coincided with another crucial life 
decision—his decision to leave teaching 
to pursue a full-time career as an artist. 
As a curator as well as a fellow maker, I 
find a particular joy in helping Bret see this 
exhibition come to fruition—an exhibition 
that not only celebrates his artistic 
achievements, but one that embodies the 
ethics of courage, passion and tenacity.
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MONUMENTAL

Bret Price was studying to become a 
medical doctor when he took a ceramics 
class in order to fulfill an elective.  The 
artistic fuse was lit and he called his dad to 
proudly tell him about the revelation. Art 
would be his life. His father, the well-known 
Buzz Price wisely said, “good luck putting 
food on the table”.  Bret never tells that 
story on himself without a smile, and the 
food on the table part has worked out just 
fine.  Great Artists build upon art history, 
but also break new ground, and that has 
certainly been true of Bret. He is a man who 
takes his work seriously even as he is so 
grounded that he does not take himself too 
seriously. The smile is never absent long. 

The physical challenge of making that first 
really large sculpture in a smaller studio 
space, led Bret to focus on finding a big 
space to create monumental sculptures 
with room to spare, and the life of our 
small Ohio town has been enriched for over 
twenty years by his annual pilgrimage from 
California to do his large-scale work on a 
farm just outside of the town limits.

 The work speaks for itself as all great 
artwork should, but in one sense we can 
see the talents of Bret’s family heritage 
alive in his work. There is the precision 
of math, the grace and lyrical qualities of 
dance, music and architecture and a sense 
of wonder and exploration as his work is 
viewed from different vantage points in 
changing light.  Heavy though they may 
be in reality, they can seem to dance across 
a landscape or anchor that landscape 
in place.  They can reflect and express 
a vast cosmos,  or seem like something 
you should be able to hold in your hand. 
Bret’s work is both recognizably him and 
yet also endlessly alive with new ideas. 
Above all, experiencing this work in person 
always leaves the art lover with an indelible 
impression, always to be remembered for its 
significance and the pleasure it brings.

Pyramid Hill is the ideal place for this 
mature artist to share some of his greatest 
monumental work with us all.  Thank You 
to the Pyramid Hill leadership for the gift of 
this singular experience.
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SEEING FOR YOURSELF

Amazement can only be experienced up 
close and in person. It’s one thing to have 
someone tell you about something that 
amazed them; quite another to experience 
those thrills yourself. In other words, there’s 
a really big difference between knowing 
that some things amaze some people, 
which is nice, and feeling the rush that 
comes when you see, with your own eyes, 
something that amazes you. That’s flat out 
exciting. It can be startling, even confusing. 
And it’s always eye-opening, mostly because 
it’s unexpected. Out of the ordinary—to 
the point of being extraordinary—such 
experiences go beyond the boundaries of 
what you thought possible. 

That’s what Bret Price’s sculptures do: put 
you in the presence of objects made to 
amaze you. Whether big and bold, midsize 
and mesmerizing, or small and expansive, 
each of his bent-metal sculptures treats 
each and every viewer as if our own 
amazement were the most important thing 
in the world—not some lucky addition 
to everyday existence, nor a sweet bonus 

that goes above and beyond business as 
usual, but an essential experience, one that 
goes to the core of existence, shaping our 
identities, changing the way we experience 
our surroundings, both external and 
internal, and shaping the ways we relate to 
the people with whom we cross paths, day 
in and day out, or once in a lifetime.
Part of the power of Price’s art resides in its 
capacity to make ordinary encounters seem 
like once-in-a-lifetime experiences. That 
begins with Price, who does what he does 
because he wants to see something he’s 
never seen before. Too restless to work in 
series, much less to make the same work—
or very similar works—again and again, he 
goes to work on a piece for one reason and 
one reason only: to be amazed by what 
happens when he puts his mind to making 
a sculpture. To do that he has established 
pretty limited parameters—bending 
prefabricated metal beams, columns, 
and conduits so that they do things their 
original makers never dreamed: swoop, 
curve, and bank; twist, spiral, and undulate; 
scrunch, crumple, and pivot; soar, speed, 
and thrill. 

The materials Price uses were designed 
to be uniform, if not identical; to be 
yardstick-straight; and to be used as 
interchangeable components that form 
rectangular planes and 3D structures 
whose gridded frameworks can be stacked 
and expanded, if not infinitely then at 
least impressively. In Price’s hands, metal 
misbehaves magnificently. Rather than 
disappearing into an endless grid of straight 
lines, right angles, interlocked segments, 
and modular structures, every length of 
metal that Price touches—or, more aptly, 
torques—breaks free of such rational, 
purposeful, and pragmatic geometry. In his 
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hands, straight lines give birth to curves: 
some gentle, some tight, many graceful, 
all sensual, some sexy. Two-dimensional 
planes compress and burst—collapse and 
expand—forming serpentine raceways that 
seem to trace the path of planets whose 
orbits around invisible centers are eccentric 
and exploratory, as if each had gotten bored 
and needed a change of scenery, each time 
around. And three-dimensional cubes and 
rectangles get all tangled up, their regularly 
repeated sections becoming gravity-defying 
and wonder-inducing configurations that 
are too purposefully composed to be aptly 
compared to impossibly knotted shoelaces 
but so complexly interwoven that it’s 
impossible not to get lost amidst their 
crisscrossing sections.

All the moves Price makes when he torques 
his abstract compositions into existence 
are done for him—but not for him alone. 
He’s not an egomaniac. Nor a narcissist. 
Best of all, he’s not so enamored with 
what he’s done to make a particular piece 
that he’s content to tell us about it. He 
knows that firsthand experience beats 
secondhand knowledge every day of the 
week. He does not make art to let viewers 
know about his discoveries, to announce 
to the world his brilliance, nor to let us 
know how amazed he is by his own 
achievements, inventiveness, genius. He 
makes art so that others, i.e., us, might 
discover some of that wonder for ourselves. 
Showing, not telling, is his modus operandi. 
He works abstractly, and steers clear of 
storytelling, because he wants his works 
to be open, free of messages that might 
be summarized or translated into other 
forms, and, most of all, in order to highlight 
what is most important to him: here-and-
now experience, over and over again, right 
here and right now—and tomorrow, when 

things might be different, us included.
Price makes metal sexy. But never in a 
way that’s embarrassing, explicit, illicit, 
or salacious. Instead, the graceful curves, 
sensuous swells, and mysterious folds of 
his works recall the attractions automobile 
designers have been building into motor 
vehicles for the past century—about the 
same amount of time as some modern 
artists have been making works that traffic 
in shock value rather than beauty. Price 
also makes metal soar—into the sky above, 
like rocket ships or aircraft, and free of 
the religious associations often linked to 
the heavens. Entirely secular, his works 
remain nondenominational because Price 
wants them to be open—and accessible—
to absolutely everyone. Grounded in a 
come-one, come-all, everyone’s welcome 
ethos, Price’s sculptures are sensual and 
uplifting; physically and spiritually riveting; 
psychologically resonant and socially 
relevant. Most important, they leave 
individuals free to determine how each 
works for us. No two people experience 
a sculpture by Price the same way. The 
same goes for individuals: It’s impossible to 
experience any one of his works the same 
way twice. I love the symmetry of that: We 
are alike in our differences, whether they 
exist between people or within us. 
 Price prioritizes individual experience 
because that’s where amazement happens. 
It’s also because freedom, not control, 
is his focus. He’s an American original 
in his insistence that amazement and 
freedom cannot be had by proxy, cannot 
be experience remotely, and cannot be 
served up to anyone by someone else. 
Representational government may—or may 
not—get the job of democracy done, but 
when it comes to art like Price’s, you simply 
must experience it for yourself. You cannot 
hire or elect or conscript someone to do it 
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for you. Price knows that. So, as an artist, 
he simply creates the conditions that give 
viewers a leg up on having an experience 
of our own. After all, that’s the only 
way amazement—and the freedom that 
accompanies it—might happen. 

That’s what Price’s sculptures are all 
about: Making the space and the time for 
individuals from all walks of life to enter a 
world in which the usual rules do not apply. 
Chaos and mayhem often come to mind 
when rule-breaking gets mentioned, but 
Price could not be less interested in stirring 
up such stuff. Unlike many artists (and 
many people), he is too mature (and too 
wise) to believe that rule-breaking is an end 
in itself. For him, flaunting the fact that the 
rules can be broken is neither satisfying nor 
cathartic, productive or worthwhile. Neither 
an anarchist nor a juvenile delinquent, 
he steers clear of the destructive side of 
modern art, preferring, instead, to create, 
to suggest, to evoke, to entice, to seduce, 
to stimulate, and to reward—in short, to 
repay, in spades, the attention each viewer 
brings to each of his works. As an artist, 
Price behaves like a grownup, making 
works that startle us, often stopping us 
in our tracks and jolting us out of our 
familiar paths through our familiar days, but 
never mocking our beliefs or ridiculing our 
convictions, much less hectoring us about 
how we have been behaving or lecturing 
us about how we should be thinking. He 
has too much respect for the people who 
come into contact with his works to treat 
us as if we need to be taught anything. The 
deference and equanimity that Price builds 
into his sculptures distinguishes him from a 
long line of modern artists who have based 
the objects they make in the belief that art 
works best when it shocks and offends, 
stirring up the overwrought emotions of 

as many people as possible by causing all 
manner of headline-grabbing outrage and 
over-the-top offensiveness. Such theatrical, 
avant-garde antics may have been effective 
more than a century ago, when such 
shock-the-middle tactics were embraced 
by European and American Dadaists and 
Surrealists. But today they’ve become little 
more than immature tantrums thrown by 
pretenders who care more about people 
paying attention to them (as wanna-be 
celebrities) than about making works that 
do something with our attention once they 
have grabbed it.

A child of the 1960s, Price knows that art 
must do two things: get your attention 
and do something with it. That’s how his 
sculptures work. Capturing our attention by 
standing out from their surroundings, they 
draw individuals toward them because they 
bend—but do not break—the rules. In all 
his works, Price strikes just the right balance 
between unspecial, everyday ordinariness 
and I-can’t-believe-what-I’m-seeing 
amazement. 
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It all starts with the materials he uses: 
variously sized I-beams and industrial-
strength girders typically employed in the 
construction of skyscrapers and light-
industrial structures, warehouses, and other 
facilities in which the niceties of aesthetics 
take a backseat to the pragmatism of 
function: strength, durability, and cost. 
In themselves, the materials out of which 
Price builds his large-, medium-, and 
small-scale sculptures are unremarkable: 
standard supplies when it comes to 
construction. It’s what he does with those 
materials that makes his works unique—
unlike anything else out there, both in 
how they look and what they do to your 
eyeballs and legs, luring you toward 
them so that you can’t help but walk all 
the way around (and sometimes under) 
them, often more than once, moving in 
close and then standing back so that you 
might see how different each looks from 
different positions or perspectives. Pretty 
quickly it’s clear that Price has not only 
composed a length of metal in a bent and 
twisting configuration, but that he has 
bent and twisted his materials in order 
to orchestrate participatory encounters 
between his sculptures and every individual 
lucky enough to cross paths with them. 
Those interactions take time and require 
movement. In an age when so many of our 
experiences come to us in a split-second, 
via palm- and lap-size screens, Price’s 
sculptures demand that we slow down and 
then go for a stroll. That may sound silly: a 
contemporary artist making works that ask 
us to do something our parents—or our 
grandparents—like to do: take a little walk. 
Hardly the “radical,” “avant garde” stuff of 
“difficult,” “conceptual” art. 

But I believe that Price’s works are radical in 
how unassuming, approachable, and user-
friendly they are. While they make you want 
to get a little exercise, they simultaneously 
make you want to pay attention to what 
he has done with the lengths of metal 
he has selected: how they curve, crease, 
and swoop; how those bends and twists 
undulate and whip around in space; how 
your eyes accelerate and slow as they race 
and pause along the sweeping lines and 
planes, arcs and edges, all silhouetted 
against their surroundings; how everything 
forms an abstract composition that recalls 
many things, from playground slides to 
supersized calligraphy, a giant’s impossibly 
knotted shoelace to elegant enlarged 
origami, but whose magic is never captured 
by such poetic notions, associations, 
recollections. There’s a lot to notice when 
you pause to look at what Price has done. 
And part of the pleasure of looking at any 
one of his works resides in the simplicity of 
its construction.

As a sculptor, Price keeps his process 
pretty simple. It can be summed up in four 
steps: 1.) He selects a length of metal; 
2.) He bends it; 3.) He orients it in space; 
and 4.) He paints it or treats it with a 
chemical coating that allow its surface 
to weather beautifully. While each of the 
steps presents its own set of physical, 
pragmatic difficulties—and requires cranes, 
trailers, semis, custom-made furnaces, 
forklifts, sandblasters, industrial-strength 
paints and paint sprayers, not to mention 
a pretty sophisticated understanding 
of physics, chemistry, and mechanical 
engineering, as well as the social skills 
of high-level teamwork—none involves 
the sort of smoke-and-mirrors, bells-and-
whistles theatrics that accompany so much 
contemporary art, particularly the bombast-
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embracing types made for international 
art fairs and the traveling circus of global 
biennials. 

In contrast, Price’s self-contained sculptures 
make themselves at home wherever they 
are: Whether their surroundings consist of 
a shelf in a living room cabinet, a pedestal 
in a well-lighted gallery, the lawn of the 
Dayton Art Institute, one of the meandering 
pathways of Pyramid Hill Sculpture Garden, 
among the playground equipment of 
Komminsk Legacy Park, near the swimming 
pool in Bremenfest Park, all around the 
campus of New Bremen High School, or 
in a cornfield, all his works stand up and 
say “Here I am, ready and willing to show 
you a thing or two about what you can do 
when you give me a minute.” Generosity 
forms the heart and soul of his social, often 
gregarious works. Some are big, but they’re 
never intimidating or authoritarian. Instead, 
they are playful, like abstract playground 
equipment for the imagination of adults 
and children alike. That’s because Price 
prefers to engage our bodies and minds—
not to mention our spirits and souls—via 
surprise and delight. And that’s because 
he believes that if you want good things 
to come from your art, it’s far better to 
start with the upside of human experience 
rather than the opposite. His works astonish 
and astound, sometimes dramatically 
and powerfully, like a thunderclap (if 
thunderclaps could be elegant), and at 
other times intimately and gently, like the 
softest of whispers (if whispers could be 
silent, like other forms of body language). 
Amazement works in mysterious ways, and 
Price is no stranger to its elusiveness—and 
subtlety. He knows it can’t be forced, so he 
doesn’t force it.

Once you’ve experienced amazement 
in the flesh you can’t help but want to 
experience it again—and again and again, 
as much as you possibly can. But, as an 
experience, amazement is not exactly 
addictive: Whatever circumstances led you 
to experience it the first time may very well 
fail to make it happen the second time 
you seek it, much less the third, fourth, or 
fifth. True amazement is too unpredictable 
for that. There’s something about it that’s 
unrepeatable. In a sense, it cannot be 
sought out with any kind of certainty. On 
the contrary, it seems to seek us out—as 
if it had a will of its own. It comes to us 
unbidden: on its own terms, beyond our 
intentions, no matter how willful and 
determined we are. To its core, amazement 
is mysterious. Intangible, ungraspable, 
and elusive, it’s impossible to pin down, 
to control, or to own. Amazement cannot 
be bought and sold. Its freedom—from 
business as usual—makes it a force to be 
reckoned with: an undeniable, powerful, 
even intoxicating experience that’s hard to 
explain but no less potent for exceeding 
the limits of language, not to mention the 
bounds of rational comprehension and our 
abilities to make sense of it. Amazement 
makes you notice things you hadn’t noticed 
before. And, almost immediately, it makes 
you think thoughts that make you think 
differently about the world around you 
and your place in it, both of which are 
energized, enlivened, and enriched by your 
communion with face-to-face amazement. 
Amazement concentrates, intensifies, and 
multiplies some of the best things in life, 
sharpening our perceptions, deepening 
our pleasures, and strengthening our links 
to the world around us, which is far more 
enjoyable when it’s shot through with even 
a single instant of amazement.
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Price’s genius is to zero in such experiences, 
to set up situations in which they might 
take place more frequently than usual, 
certainly more frequently than if he didn’t 
do what he did as an artist. That’s a gift. 
And it’s a consequential one because it 
makes us want, perhaps even need, to 
share what we have discovered with others, 
to communicate the amazement we have 
experienced with friends and strangers 
so that they too might experience it for 
themselves and, in that, begin to live in a 
world that’s more enjoyable and rewarding 
than the one they had assumed to be the 
real one. 

In the end, Price’s works ask very little 
of us. Unlike much contemporary art, 
which assumes that viewers need to 
know its backstory, whether that be the 
life experiences of the artist, the historical 
lineage of its vaunted precedents, or the 
social issues its maker intends to engage, 
Price’s pieces do not come, like advanced 
college courses or graduate seminars, with 
prerequisites. All you need to engage any 
one of his works fully and truly and deeply 
is a little bit of time and a little bit of belief. 
And, like just about everything else with 
Price’s art, the type of belief his works call 
for is unlike most other kinds of belief. 
Rather than asking us to believe in any 
established, institutional, or official set 
of principles, his works just ask us to 
believe that our experiences matter, right 
here and right now. For Price, it’s enough 
that we notice the details of a particular 
sculpture, say the way a square tube has 
been bent so that its folds form sensual—
even kissable—contours; or the way a 
length of metal curves, gracefully, through 
space; or the way a single I-beam appears 
to do the impossible: to be in two places 
simultaneously, disappearing behind one 
part of itself only to emerge somewhere 
that defies logic; or the way a work casts 
irreconcilable shadows, sometimes on 
itself and at others on the ground, so 
that volumes seem to disappear into thin 
air or to emerge out of nothingness. For 
me, the best moments are those when 
the parts don’t fall into place, when what 
I see collides with what I expect, when 
logic falls short, when experience exceeds 
preconceptions, when reality throws a 
monkey wrench into my sensory machinery 
and I come face to face with the fact that 
reality is denser and thicker and richer and 
more mysterious than I had been thinking. 
That is magical. And it’s accompanied 
by the realization that any description 
or account of that experience and what 
induces it falls far short of the resplendent 
mystery at the core of both. 

David Pagel
Professor of Art Theory and History at the 
Claremont Graduate University, art critic, 
and independent curator. 
An avid cyclist, he is a seven time winner of 
the California Triple Crown. 
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FROM SOUTHERN CALIFORNIA 
TO THE HEARTLAND THAT IS OHIO

In 1999 Jim Dicke II, then President of 
Crown Equipment Corporation, invited me 
to New Bremen, Ohio to create sculpture.  
A large outdoor space and forklift access 
were available and three, 65 foot recycled 
bridge “I” beams were shipped from 
Allentown, Pennsylvania. These were the 
largest pieces of metal I had ever attempted 
to manipulate and new methods had to be 
devised.  I built a bending jig by reworking 
an old silo foundation. There was time to 
learn and the seclusion provided a new 
level of focus.  Everything was different 
from the West Coast. The quality of the 
light, the weather, the sounds, smells, and 
even the air inhaled was a departure. It 
was exhilarating and brand new  and this 
change was wonderfully productive for me.  

The first sculpture  made at the new facility 
was “Faith Lift.” It was started and finished 
in the summer of 1999 and became part 
of the collection at the Dayton Art Institute 
in Dayton, Ohio. Another piece,“Opus,” 
was started at the end of that summer and 
finished in early summer 2000. As vertically 
oriented as “Faith Lift” is, “Opus” is 38 feet 
long and only 12 feet high. It went to Ohio 
Northern University in Ada, Ohio, just 50 
miles north and east of New Bremen.  The 
third sculpture is “XO,” which was finished 
in the later months of that summer. 

The first two years were greatly enhanced 
by my interaction with Jim Dicke, a man 
whose knowledge of art history and 
contemporary art is prodigious. He is also 
a painter and the give and take between 
us was mind-expanding and exuberant. It  
continues to this day.

In 2001, six 78 foot “I” beams weighing 
over 12,000 pounds each were procured 
and shipped to the bending facility. The 
possibilities were endless;  “ Revolution” 
and “Rapture were  started and completed  
that summer. 

During this time my wife, Rae Lynn and I 
met Dianne Komminsk, a lifelong resident 
of New Bremen. Dianne loved sculpture and 
had an unquenchable thirst for learning.  
She was an avid supporter of the arts and 
hugely generous to so many people. Dianne 
became a close friend of the Price family, 
including our daughter Erin and son Greg. 
The 18 years that our family had with her 
were filled with laughter and love, and 
when she passed away in 2019 it was 
devastating to us and all who knew her.  
She collected many of my sculptures both 
large and small and when she passed these 
works were given to the village she loved, 
and to the New Bremen High School.

Two new directions where taken in the 
years 2002 through 2004. One path led to 
large scale constructionist pieces such as 
“High Hopes” and “The Gathering.” The 
other involved the building of a rotating 
mechanism big enough to spin large 
pieces of red hot structural steel.  The first 
finished was “Jezebel,” which became part 
of Dianne’s collection and was later given 
to the University of Cincinnati, Cincinnati, 
Ohio. “Peace Up” and “Raised” followed  
and in the summer of 2005 the work 
returned to the bending of the large 78 
foot beams. A young film crew from the 
Chapman University Film School, Orange, 
California, was hired to film the creation of 
“Amore.” “Art in the Middle” was filmed 
and then edited in 2006. “Head Over 
Heels” was then started and finished in 
the summer of 2006. Various works were 
produced over the next few years. In 2010, 
five large, 56 foot long pieces of thick 
walled square tubing were purchased from 
a metal rolling company in Chicago, Illinois.  
Work began on the first piece, “Zig Zag,” 
which was finished in 2011. “Hopscotch” 
(2015) “Keyhole” (2016), and “Hang 
Time” (2017) followed in successive years.  
“Range of Motion,” created from one of  
the 78 foot beams was completed in 2018 
followed by “Crossroads 2019,” (2019)  

Bret Price
Sculptor

Oh Yeah (2004)
Steel
12 ft. H x 3.5 ft. W x 3 ft. D
Collection of Pyramid Hill 
Sculpture Park and Museum
Gift of the Craig R. Johnson Family
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XO (2000)
Painted Steel 

20 ft. H 
Collection of New 

Bremen High School
New Bremen, OH

20

Rapture (2001)
Galvanized Steel 

11.5 ft. H  
Collection of 

Trinity University
San Antonio, TX

SELECTED WORKS CREATED IN NEW BREMEN, 1999-2017



Head Over Heels (2006)
17 ft. H
Galvanized Steel
Collection of the Village of New 
Bremen, OH
Gift of the estate of 
Dianne Komminsk

Jezebel (2002)
Galvanized Steel 
20 ft. H 
Collection of the University 
of Cincinnati
Cincinnati, OH
Gift of Dianne Komminsk

Peace Up (2004)
Galvanized Steel
33 ft. H
Collection of the Artist
On loan to Sculpture Fields at 
Montague Park 
Chattanooga, TN

Faith Lift (1999)
Painted Steel
19 ft. H 
Collection of the Dayton
Art Institute
Dayton, OH
Gift of the James Dicke II Family 21



The Gathering (2001)
Painted Steel 

18 ft. H 
Art in Public 

Places Program
Brea, CA

Amore (2005)
Painted Steel 

13 ft. H 
Collection of the 

Village of New 
Bremen, OH

Gift of the estate of 
Dianne Komminsk
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Hopscotch (2015)
Painted Steel 

13 ft. H 
Collection of the 

Village of New 
Bremen, OH

Gift of the estate of 
Dianne Komminsk

Hang Time (2017)
Steel 

10 ft. H x 11 ft. W 
Private Collection 

Los Alamos, CA
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Nori (2007)
Painted Steel

12.5 ft. H x 4 ft. W 
Collection of the Artist

Opus (2000)
Steel 

11 ft. H x 38 ft. W 
Collection of Ohio 

Northern University
Ada, OH
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First and foremost, Jim Dicke was the spark and the reason
that all of this has been possible. 

The late Dianne Komminsk was right there for 18 years 
with her generous support and belief in all things creative.

The people of Crown Equipment Corporation and the Village of 
New Bremen lightened the load and filled this journey with friendship, 
laughter, and encouragement.   

Cheeseman Trucking and Ed Zumstein have facilitated 
the movement of these  sculptures for twenty years, seamlessly. 

Leon Homan has provided invaluable logistic support 
and counsel over the years.

Gratitude and recognition are due to my studio manager 
Christopher “Bones” Gibbons for the many functions he deftly handles.

Thanks to Hud Baker, who was instrumental in the installation
of this exhibition.

To Sso-Rha Kang and Robert Probst for their work on this catalogue.
Much appreciation to Gabi Rouch, the board, and all of the people
who make up Pyramid Hill Sculpture Park and Museum, 
for their help and for this opportunity.

And to Rae Lynn Price, my wife, whose endless love and support 
for the last 44 years has given my life meaning and purpose.

Special Thanks from Bret Price
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