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Kathyrn Nock: 

 
Jonathan Latiano: I have always been interested in scienti2c processes and ideas. I come from a rural part of
Pennsylvania and when I was very young I spent a lot of time playing in the local woods, 2elds, and creeks. My parents
showed my sister and I a lot of  magazines and regularly took us to museums like the Franklin Institute
and the Academy of Natural Sciences in Philadelphia. I site in my artist statement that some of my most powerful
aesthetic experiences growing up were in the halls of these museums.
 
Science 2ction 2lms were a big inDuence on me as well. As a kid I was most interested in the fantastic elements of them,
but it was movies like  and  that got me really interested in the what the future of our
planet, or fate of our species, could look like. One of my favorite movies growing up was (and still is) Jim Henson’s 

. That 2lm is marvelous for many reasons, but what I loved most about it was the world the 2lmmaker’s built,
creating their own zoology, mythologies, and ecosystems.

When I was studying art in undergrad, I primarily worked in drawing and painting. Many of these early works were about
fantastic sci-2 worlds and creatures. I was also drawn to squids and other cephalopods in many of these works, but wasn’t

How did you grow interested in bringing aspects of science into your creative process?

National Geographic

Terminator Star Trek: The Wrath of Khan
The Dark

Crystal

"Point of Contention" (2011). 10' x 30' x 30'. Wood, plastic, acrylic, styrofoam, glass, plexiglass, and salt. Photo credit Lloyd Lowe Jr.

Site-responsive, architecturally integrated installation about time, emerging ecosystems, and human’s long-term impact on the
geological record. 
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really sure why I was doing any of it. My undergraduate degree is from Moravian College, which is a liberal arts school, so I

was required to take a lot of classes in 2elds other than studio art. It wasn’t until my senior year that I 2nally got around to
taking my required science credit, which was an introductory biology class. I was enthralled, and I remember staying after
to talk to that biology professor just as much as my art teachers that semester (I still have my textbook from that class in
my bookcase.) One of my greatest regrets from undergrad was waiting until my last year to take that class. Once I
graduated, I began to pursue scienti2c knowledge more purposefully.
 
Being someone without a formal background in science, amazing science communicators like E.O. Wilson, Carl Sagan, and
the Radiolab podcast were invaluable points of entry for me into 2elds like evolutionary biology, paleontology, and
astronomy. It took a lot of self-directed study before I started to wrap my head around the concepts that my work is about
these days. By the time I started applying to graduate programs, most of the language around my artwork was through the
lens of scienti2c concepts and research.  

KN: 

JL: I like to surround myself with scienti2c thinkers and ideas. I listen to science-based podcasts or audio books every day
in the studio, and try to stay up to date on the speci2c scienti2c research that interests me. When I’m in a new city, I’m as
interested in seeking out the natural history museums as I am the art galleries. My 2ancée is a wetland scientist with a
master’s degree in zoology and conservation, so those discussions are a constant part of our home.
 

"Existence and Properties are Inferred" (2016). 12' x 35' x 22'. Asphalt, river stones, foam, joint compound, and color-shift automotive paint.
Photo credit Kim Llerena.

Site-responsive installation sculpture about the new geological record being left by human’s infatuation 
with petroleum. 

You’ve written that geology and evolutionary biology - sciences that address the passing of time - are heavily embedded in your
work. As someone with a formal training in art, what is your relationship to the sciences in general?
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When I give lectures on my work, it’s important to draw distinctions between the work that I am doing, and the work that

true scientists, engineers, and theorists do. That being said, I feel that scienti2c and artistic processes are very similar in a
lot of ways. There’s always a lot of experimentation and prototyping, academic and memetic research, repetition through
trial and error, and peer-reviewed critiques. More and more I hear artist’s referring to their artwork as if it were stages in a
larger research project. I like that way of thinking about it. 

"Flight of the Baiji" (2014). 14' x 17' x 50'. Driftwood, bleach, plexiglass, halogen light, and steel. Photo credit Kim Llerena.

Memorial to the functionally-extinct Baiji River Dolphin created for the Baltimore Museum of Art.
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KN: 

 
JL: The process of creating one of my site-responsive installations is rarely a straight line. The works usually begin as
drawings. Although I seldom exhibit them, I draw almost every day in my studio. My drawing practice allows me to
workshop the ideas and aesthetics of an artwork while also forcing me to consider the space and physics of an
installation. My studio walls are lined with the drawings of ideas that haven’t yet been translated into installations.
 
These drawings are usually where I start when I enter into a conversation with the gallery or curator. Sometimes the
direction of a show will be sparked by one of the drawings, sometimes the space or theme of the show dictates which
drawings our conversations gravitate towards. Once we decide on a direction, the ideas take on a new energy as they
respond to the exhibition space. This stage of the process is where the most interesting ideas happen.
 
I like to work closely with curators during this development stage and the most successful works are a result of a strong
collaborative dialogue between myself and the exhibition team. The installations are always created in sections and then
assembled and seamed up on site. I almost never see a piece fully complete until about a day or so before the show opens,
which is simultaneously the most exhilarating and gut-wrenching aspect of my practice. 

"In the End, it Always Comes Back to Geology" (2016). 4'3" x 7'6" x 8'9". Tar, steel, wood, automotive paint, styrofoam, and salt. Photo credit
Nancy Daly.

Fictional mammalian skeleton created from petroleum-based materials. 

Can you tell us a little bit about the process of Onding a space to host your exhibit, balanced with the process of designing of the
installation you have in mind? Which typically comes Orst?
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KN: 

"Skimming the Riff" (2015). 9' x 15' x 15'. Clear acrylic and evaporated salt. Photo credit Jaime Alvarez.

Site-responsive installation focusing on the athletics, fragility, and varying speeds of crystalline forms. 

Your exploration around the distinction of where art ends and the exhibit space begins is so evident in your work... are there
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JL: When I 2rst started working in sculpture, I was attracted to the presence of fragility and how something very small or
delicate could have a greater effect on the viewer than something very heavy or imposing. I worked a lot in shattered glass
and eggshells and was interested in how the viewer tended to tiptoe around them. Ironically, my work is quite large these
days, but I am still interested in strategically creating a kind of uneasy tension for the viewer. Part of that new tension lays
in blurring the boundaries of where the work is beginning or ending. People like to categorize objects and events that have
2rm boundaries. When they can’t, that tension turns into a unique form of energy.
 
There are a lot of artists that inDuence my work today. When I was in grad school at the Maryland Institute College of Art, I
had the privilege of studying under Alice Aycock, who was a huge inDuence on my work and the way I think about
sculptural and architectural space. I’m also heavily inDuenced by the California Light and Space movement of the 1960s
and 70s, speci2cally artists like Robert Irwin and Dan Graham, as well as the writings and works by site-speci2c artists
like Maya Lin, Michael Heizer, and Robert Smithson. In my opinion, one of the most important and exciting artists working
today is Sarah Oppenheimer. I am in awe of the ways her works integrate into a space and then challenge the viewer’s
fundamental perception of that space. 

KN: 

 
JL: Impermanence is really important in the installations I create, particularly those about extinction. I do sometimes
make permanent pieces for either very special venues or commissions, and those come with their own unique challenges.

particular artists or events that have encouraged that line of thought?

"Compacting Factors, 6:00pm" (2012). 6' x 40' x 90'. Grass, dirt, and mirrors. Photo credit Kim Llerena.

Site-speciOc earthwork created for Master’s Thesis exhibition at The Maryland Institute College of Art.

Your art speaks strongly to the idea of impermanence, especially in regard to the environmental future. Where do you see the
future of your work going? Are there particular themes you are interested in exploring that you haven’t yet?  
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One new direction I’m beginning to explore is the inclusion of motion and sound into my work, elements that Ductuate or

become time-speci2c in addition to being site-speci2c. I’m currently working on my 2rst ever sound-based, kinetic
installation. The work will focus on sound and refracted light’s ability to continuously author and re-author space, and the
connections between music, motion, and emotion in our subconscious. This new work will be one of my main focuses over
the next year and will be premiered at Merrimack College in the Fall of 2020. 

"Shattercone" (2013). 12' x 5' x 14'. Wood, acrylic, spotlight, and drywall. Photo credit Kim Llerena.

Architecturally integrated installation, focusing on light and shadow as sculpting materials and challenging the viewer’s own
expectations of the physical space. 
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