
Interview with Doron Langberg by Lauren Britton.  

May 15th, 2014. 

 

Lauren: What are you up to in the studio right now? 

Doron: I've been thinking about drawing recently. I’m 

trying to shift the drawing element of my paintings. The 

images I use are usually based on a photo or video still. I 

would either choose a moment from an interaction I 

recorded or re-create a scenario I imagined. For example, 

in ‘Staring into Space’ I wanted to combine a Bonnard 

palette with a contemplative pose, so I did a photo shoot 

to create the image.  

L: So, you’re questioning that process?  

D:  I’m thinking of working form drawings instead, or 

from direct observation. In “Drifting Off”, which is my 

newest painting, a friend of mine sat for me and I made a 

few drawings of him, then from those drawings I sketched 

the composition on the canvas. I’m trying to see what is 

the difference in the emotional impact of the lines or the 

forms when the structure is not photographic. This is the 

first attempt, but it already feels more considered. 

Working from a drawing requires more specific considerations like “how does this arm rest on 

the chair?" or how things sit in space. When working with a photograph I don’t find myself 

questioning the information that’s there as much.  

L: There's a lot more involved when the drawing is a part of the process. 

D: Yes, I feel that it's another opportunity for expression.  

Doron	  Langberg,	  Staring	  into	  Space,	  Oil	  on	  
Linen,	  2014,	  80x45	  in.	  



L: Are you sourcing other painters for your palette?  

D: ‘Staring into Space’ was the first time I took a palette from a specific painting. But there are 

other references to different painters. For example, ‘Embrace’ is a re-staging of a Kitaj 

composition and the bookshelf in “Drifting Off” is a reference to Jess’ portrait of his partner. 

 

L: In the composition of these, it seems like there is a collage-logic… do you think about that?  

D: Yeah, definitely. Actually, when I just started working with this subject matter I did a lot of 

collages and although my work changed since then, it’s still a useful organizational tool. It is a 

way for me to think in layers. There are a lot of factors in play- figure/ground relationships, 

different textures, transparent and opaque passages, etc.- thinking in layers helps me put them all 

together.  



L: How does that relate to the emotional space that you're trying to establish within the painting? 

Do you feel like there's a certain amount of distance in the canvases that relates to an emotional 

state of being?  

D: Not so much distance, but highlighting the materiality of the paintings.  

L: So, material as a link to emotion? 

D: Yes, a lot of the emotional information is communicated by how the surface was touched. 

Having the representation and the textural or gestural elements not properly line up emphasizes 

the construction of the painting. The image is like an arrow pointing you in the direction of the 

psychological world of the painting; whereas the color and the texture is what carries most of the 

emotional weight.  

L: How do those two elements come together? 

D: I try to come up with ways to describe something specifically but make it relate to the 

gestural marks or flat shapes in the painting. It’s most difficult for me when I want to render 

something. I would try to paint a body part or an object without evoking academic painting, 

rather make it feel like an outcome of a painting move that produced an image.  In ‘Fucking’ for 

example the orange figure looks like it’s made out of one sweeping brush stroke, but it was a two 

step process where the darks were painted first and then brushed over. Sometimes the color is the 

solution, like in ‘Three Lovers’ where the complementary color contrast between the ultramarine 

pink and the yellow in the portrait overpowers the traditional light/dark rendering structure.  

L: Why this aversion from academic painting?  

D: If you think of a painter like Caravaggio, rendering was a way to describe the softness of skin 

or dirty, crusty feet. In Ingres or Bronzino it’s totally erotic. It's a way to deliver specific 

information and that's when it’s interesting to me. But to employ those modes of description 

literally reads more nostalgic than sensual. Having studied painting academically for several 

years, I’m consciously trying not to relay on those conventions.  



 

L: What's your relationship with beauty? 

D: Its very important to me. I was just talking to my studio-mate Gaby Collins-Fernandez about 

it, actually. When I see work I love, my gut reaction is always ‘this is beautiful’.  But of course 

there is no finite set of conditions, a certain mode of working or an ideology that produces that. If 

something is relaying on an already predetermined idea of what’s beautiful, it’s no longer 

beautiful, its just derivative or kitschy. I think of beauty as a cumulative experience that 

transcends the sum of factors that make up the piece. It’s when someone else’s experience has 

reached me and gave me an experience.  

L: Are you making the works experiential so that they're accessible through beauty?  



D: Yes, I try to. I feel like beauty could function as a bridge between two people that have very 

different value systems or lived experiences, it could be a meeting point. 

L: So, is that a way you're hoping to access many different audiences with the work?   

D: Yes. And the risk of the work is that the beauty I’m after reads too saccharine or self-

conscious, which pushes people away instead of drawing them in. I sometimes question if my 

work is too “beautiful” or too romantic.  But on the other hand, I’m not sure what’s the 

alternative. Provisional painting, bad painting, de-skilled painting, end-game painting, they’re 

equally estheticized and formal. It's almost impossible for me to conceive of a way of working 

that would escape this romanticism, but it's definitely something I think about.   

L: The beauty seems to be an access point to the content of the work, which might be seen as 

explicit, it’s an entry for someone that's maybe not as willing to observe. I wonder if there's any 

political reasoning for that as well? It feels political to use beauty to get someone to see an image 

they wouldn’t have otherwise considered.   

D: Yes, I definitely think of my paintings strategically. I identify with Félix González-Torres’ 

ideology of infiltrating. He used poetic imagery or candy to solicit a response or participation 

from people who otherwise wouldn't have engaged. In one interview I remember him saying,  "I 

want to see the right-wing politician that could tell me that this is about queerness”. He wanted 

the work to be elusive, while entirely derived from a queer experience. But in his time, being 

‘under cover’ was the only choice. Unlike FGT, I have the freedom to be explicit and still keep 

my job or apartment.  

L: What do you find to be the political advantages of being explicitly gay in the 21st century?  

D: I’ve been lucky and my immediate environment has been very supportive, but that is not the 

world at large.  Even in terms of the last election, the Supreme Court’s gay marriage case, or 

ENDA, you hear people being so explicitly anti-gay and hateful. I remember about ten years ago 

when Jerusalem was having its first pride parade, leaders of all three major religions got together 

for the first time in centuries trying to sabotage the parade. It’s a wake-up call - this is how 

people in the world perceive me. So being explicit is a way of pushing back.    



                                    

 

 

 

 

 

 

 

 

L: I don't think they're shocking images.  

D: Right. That's not necessarily the goal; the goal is to be specific, to humanize the queer 

experience. To show the tenderness of those images and in that way create a connection with 

people that might not necessarily have thought of them that way.  

L: Do you feel the more graphic imagery operates similarly?  

D: I think the explicit paintings talk about the relationship between personal and public 

perception of queerness most directly, actually. Painting assholes for example is somewhat of an 

anchoring point in my practice. I think that as opposed to penises, assholes don’t signify desire or 

virility, but are associated with disgust, humiliation, defiance, submissiveness and 

vulnerability—especially for men. There’s this hetronormative anxiety around the asshole that I 

feel is rich territory. Because it’s hard to stomach for some viewers, it encapsulates the biggest 

gap between how I perceive my sexuality and desires, and how it's perceived publicly.   
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