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McGarry: When did the concept for the installation begin?
Peters: It began when I saw this space, which turned out
to be significantly smaller than the space I saw a year
ago. I’ve collected way more material than I can use in
what I’m calling “the box.”

The spheres made of tires, where did that idea
come from?
I was working on ideas for the DUMBO (Down Under the
Manhattan Bridge Overpass) Arts Festival in Brooklyn,
when I saw this giant pile of tires nearby the bridge. I
thought they were perfect material, especially because I
wouldn’t have to transport them. I prefer to build my works
on site, because transporting the sculptures is a logistical
nightmare. I had the idea of building a sphere, so one
Sunday afternoon a friend and I wired the tires together
creating a shape that looked like a bubble coming out of
the earth. But when we rolled it over to complete the
sphere, it collapsed, because a tire doesn’t have structural
strength on its own. So I knew I would have to build an
armature if I tried the idea again.

How did the seat cushions, crutches, cots and
buckets enter the picture?
They came in because I found them, and there were lots of
them, like 400 buckets. Even if I have never used an
object before, I don’t discriminate against it. Rather, I ask
myself, “What can the objects do? Or what can I make
them do?” The buckets could be a piece on their own, but
given the space limitation, my goal is to integrate them.

space. It is not an enclosed three-dimensional entity, but the
thing that takes place in the human imagination while
experiencing the architectural elements.

Despite working with what is essentially trash,
craftsmanship is important to you, isn’t it?
Yes, I try to assemble the materials as beautifully as I can.
The steel armatures cost $200 apiece and took 25 hours
to make. But, unfortunately, it would cost more to ship the
steel, than to remake them in New York, so all of this stuff
will end up in a landfill. But what I like about the installations is seeing beauty where other people see trash or
don’t see anything at all. The whole installation concept,
as well as my kinetic work, is creating pieces that speak to
an inherent beauty of motion, whether implied, physical or
imagined. I want people to stop and re-examine. It’s like

the trash. The only thing I hope to salvage is the $1,000
of wire. If it is taken apart in the right way, I can reuse
the wire on another project.
Any final thoughts?
As I’ve been working on the project the phrase came to
me, “If you don’t build it, it doesn’t exist.” You can talk
about ideas, but if you don’t get down and do them, all
that talk is worthless. I have so many ideas, and so little
time to do them. I have a whole retrospective of work that
I have yet to build.

Since the objects in this installation are stationary,
what is the “kinetic” aspect of the installation?
People will experience the installation by walking into its
space. I’ve created an environment in a box. Depending
upon how I place the individual features, what the path of
entry is and how I light them will dictate how viewers integrate into the space.
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Although the objects you use are familiar, they
sometimes seem threatening because they either
loom into space or appear ready to topple over.
I want to have fun. I like to freeze energy and to create
dynamism within the piece. That is why much of my work
looks whimsical and pushes gravity. It unsettles you or it
fascinates you because you can’t figure out how it happens.

So the installation is as much about process as
product?
Ultimately, yes. What I do with the objects has nothing to
do with their meaning or their functionality. Each object is
completely devoid of what it once was. I strip them of
everything except that the viewer can recognize them.
Philosophically, all objects are “becoming” in a continuous
process of birth and death, because nothing is permanent.
Of course, human determination and will attempt to defy
that fact. But even the pyramids in another 5000 years
will be the size of the dunes, unless someone devises a
big glass box to cover them with.

So you selected materials before you knew you
were in the smaller space?
Yes. But it’s better to have too much than too little.
Although I’m particular about materials, I try not to be
prejudiced or to limit myself. In this case, I had no expectations, but I knew what I could get my hands on. Every
city has pallets; every city has railroad ties. There are certain givens in what humans create as waste. I wanted to
do a beam piece with railroad ties, which I dropped
because there is no room for it.
What’s the common denominator of the objects
you work with?
Essentially, I try to find elements that are repetitive and that
exist in satisfactory quantities. For larger objects, the repetition might be 20 items. But if it is a small object, say a
glass, I may need thousands. It is like building a house.
You don’t build a house with two bricks, you build it with
hundreds of bricks. Most of what I do is about shape and
form, so even though the sphere is a new form for me, it’s
like getting back to the basics of geometry and simplicity
of form. I work with alliteration of form and the redundancy of shapes inherent in the form.

breaking your leg—you remember that day when you
could not move, and then you learn to move all over
again. Stated simply, my goal is to create moments in
time that cause people to contemplate or reconsider their
values or ideas of time, space and objects. The most I can
hope for is that people acknowledge an “unnatural occurrence,” no matter whether they think the sculpture is beautiful or ugly.

Do you know when you will be finished?
When I put in the last screw.
And that will be?
Tuesday or Wednesday. If both spheres are done, the
cots and crutches will somehow work together.
You have had volunteer help. Does it make you
nervous to know that you couldn’t create the
installation yourself?
I have relied on myself for so long that assistance is really
a luxury. This is the largest, most involved project I’ve
worked on. In the past, the projects took 15 or 20 hours
or about two days. This has been an eight-day installation. The only way to make it happen is with the help of
many people.
Artists have always done this. Take Vermeer, for instance.
He placed his highlights and objects in purposeful patterns
designed to trigger emotions. I want people to respond to
how the space feels. The Japanese have a word for it
called ma, which is a consciousness of place or experiential

You won’t be here for the run of the show, so I
guess you will have to leave it up to others to
“dismember” your baby.
Yes, I’ll be back in New York when my project is put in
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“Everyone has a relationship with space and with objects
seen on a daily basis. In its simplest form, my goal is to
create moments in time that cause people to contemplate
or reconsider their values or ideas of time, space and
objects” –Jason Peters
Born in the United States in 1977, Jason Peters was
raised in Munich, Germany. As a youngster, he was
renowned as a Lego fanatic, who always built on a
grand scale. Peters moved to New Mexico with his family in 1995. On presidential scholarship throughout his
secondary education, he received his BFA (cum laude) in
1999 in sculpture with a minor in Asian art history from
the Maryland Institute College of Art, Baltimore. His
installations, made of a variety of materials, from chairs
to railroad ties, have been included in numerous group
exhibitions. Among them are the 2002 and 2003
DUMBO Art Under the Bridge Festival, New York, NY,
curated by Joy Glidden; 2002 Barometer, Cynthia Broan
Gallery, New York, NY; Options 99, 9th Biennial Exhibition,

Project Space, Washington, DC, curated by Viceroy Ries;
and the 1999 Cloudwatch Invitational at the Visionary
Art Museum, Baltimore, MD. Peters currently resides in
Brooklyn, NY, where he works as custom fabricator.
My sincere appreciation to all the volunteers and local
businesses who helped me with this project. It would not
have materialized without them.
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