
A large globe, its continents outlined in red, buzzes as we near it. It bathes the space 
around it in a red glow, a colour we’re evolutionarily hard-wired to associate with 
danger. Mona Hatoum launched this work in 2009, but it feels more relevant with each 
day in a world filled with wars and climate disasters. It’s the work that greets visitors 
who enter the Seeds of Hate and Hope exhibition at the Sainsbury Centre in Norwich, 
part of the ‘Can we stop killing each other?’ season. 

It’s not the only artwork that will leave a lasting impact on viewers. Jakkai Siributr has 

Review: Art confronting atrocities – there are Seeds of 
Hate and Hope at the Sainsbury Centre, Norwich.

December 2, 2026 | Tabish Khan



created wearable military uniforms, but look inside the camouflage hat, and there’s an 
image of a weeping woman with flames behind her. It’s a powerful look at the refugees at 
the Thai-Myanmar border. Ishichi Miyako’s photographs of damaged clothing are of the 
ghostly remnants of the atomic bombings of Hiroshima and Nagasaki, and Alfredo Jaar 
shows every cover of the magazine Newsweek from the start of the Rwandan genocide 
until it finally made it on the cover.



We would expect an exhibition covering genocides, ethnic cleansing, war crimes 
and crimes against humanity to contain many hard-hitting artworks, and there’s no 
lack of them in this show. However, it also includes works that push back against the 
perpetrators of these atrocities. Gideon Rubin redacts every page of Adolf Hitler’s book 
Mein Kampf, and Indre Serpetyte takes ISIS videos and reduces them to the colours 
they use, leaving us with a Piet Mondrian-style sculpture of simply blocks of colour.   

There are familiar artists in this exhibition, including a film by William Kentridge 
confronting the legacy of Apartheid in South Africa, and a moving drawing by Denzil 
Forrester of his friend who died in police custody. However, there are also new artists 
to me, such as Peter Oloya, who was forced into being a ‘child soldier’ for the Lord’s 
Resistance Army and now creates sculpture as part of his healing. Zoran Music’s 
figurative drawings are hard to forget once you realise he drew them while in the 
Dachau concentration camp. 



I usually visit an exhibition, and a couple of artworks stay with me. However, given that 
every artwork has such a powerful narrative, I’m still processing almost all the works 
I’ve seen in this show. It’s a testament to the two co-curators, Tafadzwa Makwabarara 
and Jelena Sofronijevic, for pulling together such an impactful exhibition. 

Given the weight of the topic and the quality of the works, this is an exhibition I won’t 
forget anytime soon. The exhibition opens with George Santayana’s famous quote, 
“those who cannot remember the past are condemned to repeat it”.

Seeds of Hate and Hope is a reminder of the past and ongoing atrocities from across 
the world, the hate that exists, but also the hope for a better future if we can learn from 
the past.



Seeds of Hate and Hope – until 17th May
Sainsbury Centre Norwich, Entrance is free. 

First image: © Mona Hatoum. All rights reserved, DACS 2025. Image courtesy of White 
Cube. Photo: Stephen White. 
Second image: Copyright: Ishiuchi Miyako. Courtesy of Michael Hoppen Gallery. 
Third image: Courtesy of Gideon Rubin. 
Forth image: Courtesy of the Sainsbury Centre Collection. © ADAGP, Paris and DACS, 
London 2025



Drawing inspiration from old photo albums, famous figures, and paintings by renowned 
artists, Gideon Rubin creates faceless portraits, leaving the interpretation of the missing 
features entirely open to the viewer. Memory, identity, and history are central to the 
Israeli artist’s work.

From a childhood in Tel Aviv to the New York attacks

Born in 1973 in Tel Aviv, Gideon Rubin is the grandson of Reuven Rubin , a renowned 
painter whose career began alongside the history of Israeli art. With Nahum Gutman 
and Ziona Tagger , he is a founder of the new Eretz-Yisrael style , which is both modern 
and naive.

Although he grew up in an artistic environment, painting wasn’t a calling for Gideon 
Rubin. It was after completing his military service and experiencing a backpacking trip 
at the age of 22 that he decided to become an artist. He then studied at the School of 
Visual Arts in New York, and later at the Slade School of Fine Art in London, from 
which he graduated in 2002. 

Gideon Rubin, the man with the faceless portraits

September 25, 2024 | Flora Etienne



Present in New York on September 11, 2001, he was deeply shaken by the horrific 
attacks. Caught in an emotional storm, his painting was profoundly affected. He began 
sketching small still lifes of old dolls he collected. Affected by time, some of these old toys 
had faded eyes and mouths. Sometimes their hands were missing. When he gradually 
resumed painting portraits of those around him, it was only natural that he began to 
create his paintings quickly and, as with his dolls, to sketch only their silhouettes.

Boy in a Boat , 125 x 150 cm, Oil on linen, 2020



Green Dress , 86.5 x 60 cm, Oil on linen canvas, 2021

Some time later, while leafing through Victorian-era photo albums in an old London 
bookshop, his artistic identity took shape. These yellowed photographs, symbols of 
bygone memories, reinforced his desire not to depict faces. This absence was, for him, 
a way of not imposing limits. Without faces, these portraits are like a blank canvas for 
the viewer. They are free to associate with them whatever memory they wish or to let 
their imagination wander.



The absence of faces assaulting the borders

This absence of a face allows us to transcend temporality, geography, and identification. 
With Gideon Rubin’s paintings, nothing is imposed, only suggested. The interpretation 
of the observed portrait is left to each individual’s discretion, based on a memory or an 
inspiration.

My wife is Chinese from Hong Kong. When I exhibited my paintings there, her father 
recognized himself in one of them, even though it was based on a photograph from 
1935 in Poland or Hungary. This has happened very often. By removing a few details, 
however small, the images change, intertwine, and speak to everyone.

Seven Girls in Uniform, 180 x 240 cm, Oil on linen, 2019



Three girls, 148 x 198 cm, Oil on canvas, 2015

The Israeli artist continues to draw inspiration from old photographs as well as the 
works of great 20th-century artists such as Richard Prince ,  Philip Guston , and  Willem 
de Kooning . He most often uses canvas, natural linen, or cardboard as his support. His 
preferred themes are family, childhood, and memory. Enjoying blending eras, he is 
equally fond of depicting the ultra-contemporary by painting the silhouettes of media 
celebrities like Prince Harry, Greta Thunberg, or Bella Hadid , and of venturing to evoke 
tragic historical events.



For a 2018 exhibition commissioned by the Freud Museum in London, Gideon 
Rubin immersed himself in Vienna in 1938, the city Freud had fled to seek refuge in 
the British capital. With the help of his wife, he managed to unearth contemporary 
magazines containing numerous propaganda images (particularly idealized images of 
health promoting the myth of Aryan supremacy) and Nazi symbols. These discoveries 
inspired a series of paintings on canvas, linen, and paper, in which he erased Nazi 
references, the swastika, and faces.



Untitled, 17x22 cm, gouache on paper, 2017

Similarly, he blacked out an original English translation of Mein Kampf in order 
to neutralize its content. This Black Book would serve as the heart and title of the 
exhibition. By covering the symbols, he believed it was a way to contradict the Freudian 
concept of repression by revealing a certain truth. The hateful words were neutralized; 
they became powerless.



Black Book p. 578, 25×37.5cm, gouache on paper, 2017

Like his portraits based on old photographs, this Black Book is timeless. Although it 
dates back more than half a century, this work evokes the persistence of racial hatred, 
intolerance, and nationalism. A reality all the more relevant as evidenced by the events 
of recent years, even weeks. Questioning both the horrors of war and the concealment 
of faces in a world obsessed with appearances, Gideon Rubin’s works are disconcertingly 
pertinent in this masked and violent world.



Black Book, Gouache on paper.

Like his portraits based on old photographs, this Black Book is timeless. Although it 
dates back more than half a century, this work evokes the persistence of racial hatred, 
intolerance, and nationalism. A reality all the more relevant as evidenced by the events 
of recent years, even weeks. Questioning both the horrors of war and the concealment 
of faces in a world obsessed with appearances, Gideon Rubin’s works are disconcertingly 
pertinent in this masked and violent world.



Need a Fast Pass to Serenity This Frieze Week? An Art-
Filled Chapel in London Offers an Oasis of Calm

The chapel is an ideal setting to contemplate the artworks’s themes of memory, 
loss, and transformation.

October 7, 2023 | Jo Lawson-Tancred

Installation view of “Living Memory” at All Saints Chapel in London. Photo: Richard Ivey.



The busiest week of London’s art world calendar is almost upon us. As everyone gears 
up to take on Frieze’s big white tents and a buffet of blockbuster museum shows, they 
may wonder when they’ll ever be able to have a break. The insider tip is to visit All 
Saints Chapel, an oasis of calm just off Oxford Street that boasts magnificent decorative 
features, including a sweeping crucifixon fresco and stained glass windows by the 
Victorian artist John Richard Clayton.

This unique 19th-century space is being used to stage the intimate exhibition, “Living 
Memory,” which presents sculptures by Louise Bourgeois and paintings by Israeli artist 
Gideon Rubin against a soothing soundscape by French musician Nicolas Godin. The 
show explores how each artist has been informed by memory, and foregrounds their 
ability to morph materials into strangely familiar, human forms.

Installation view of “Living Memory” at All Saints Chapel in London. Photo: Richard Ivey.



Adapted for all-women convent, Clayton’s crucifixion scene is unusual for only depicting 
women attendants. These dutiful figures are explicitly echoed in new paintings by 
Rubin, which were modeled on stills from the German film Mächen in Uniform (1931) 
by female director Leontine Sagan. Almost life-size, they have a commanding presence, 
but without faces and dressed in plain white dresses they never overwhelm their ornate 
surroundings.

“Gideon has always used found photographs from flea markets that are completely 
anonymous to him, and he’d reimagine their lives,” said the show’s curator Beth 
Greenacre. “Its very much about time passing and the loss of detail.”

Stealing the show, inevitably, are the three sculptures by Bourgeois, two of which belong 
to her “Personages” series from the 1940s. These tall abstracted forms are a masterclass 
in how little detail is needed for a composition to be richly suggestive. Brother & Sister 
(1949), which takes centre-stage in place of an altar, consists of two curved slabs of 
woods that merely brush against each other but instantly communicate familial 
affection.

“She had just left Paris and was an emigré in New York,” said Greenacre. “She talked 
about these as memories of the families and friends she’d left behind. They’re totems of 
characters and they become what we want them to be as well.”

Installation view of “Living Memory” at All Saints Chapel in London. Photo: Richard Ivey.



As in Rubin’s work, much can be read into a single gesture, post or tilt of the head. “In 
that space between abstraction and figuration, what is possible?” said Greenacre. “Its 
interesting to think of Bourgeois’ history of psychoanalysis and how she uses her art as 
a way of releasing challenging moments from her past.”

Leaping forward many decades to Bourgeois’ later life, Arch of Hysteria (2000) is a 
splayed naked body, somehow simultaneously limp and taut, and roughly stitched 
together with scraps of unnaturally pink fabric. Suspended from the ceiling, the small 
doll slowly spins on its see-through string. The work is inspired by the idea of the 
“hysterical” (presumed female) patient confined and studied by the male neurologist 
Jean-Martin Charcot, about whom Bourgeois felt both critical and curious.

Though in some sense, references like these might feel out of place in a chapel, the 
space’s unique capacity for peaceful contemplation feels entirely appropriate for 
artworks that, much like the religious art that came before them, speak to universal 
themes of remembrance, loss, spirituality, and transformation.

“Living Memory” is open Monday to Saturday until 6pm at 82-83 Margaret Street in 
Fitzrovia through October 27. There will be a special late opening on October 12 for 
Frieze. It is supported by Galerie Karsten Greve.



Editors’ Picks: 14 Events for Your Art Calendar !is Week, 
From a Hand-Drawn Film on Mythological Beasts to a Talk 
on Artemisia Gentileschi
By Sarah Cascone | November 9, 2021

Gideon Rubin, Untitled (2021). Courtesy of Ryan Lee, New York.

Each week, we search for the most exciting and thought-provoking shows, 
screenings, and events, both digitally and in-person in the New York area. See 
our picks from around the world below. (Times are all ET unless otherwise 
noted.)



!ursday, November 11–Wednesday, December 22

Gideon Rubin, White Shirt (2021). Courtesy of Ryan Lee, New York.

6. “!e Sun Also Rises” at Ryan Lee, New York

In his !rst solo show with the gallery, London-based painter Gideon Rubin 
presents his signature faceless !gures set in landscapes. Based on found pho-
tographs, there is something at once familiar and uncertain in these works, in 
which, the artist says, “details are lost, but a new identity appears.”

Location: Ryan Lee, 515 West 26th Street, New York
Price: Free
Time: Opening reception, 5:30 p.m.–7:30 p.m.; Tuesday–Saturday, 10 a.m.–6 
p.m.

—Sarah Cascone



Gideon Rubin: An Interview
October 2021

TMR: Gideon, I know that Leonard Cohen’s !nal work “"e Flame” is one of 
your favorite books. What is the poem in this volume that you liked most?

If I had to choose, I’d pick ’!e Mist’ - perhaps it’s the way Cohen looks at the 
past - ‘a mist’, like shadows that creep towards us... the footprints of an old love 
story, gone forever.

But generally, if I had to pick from any of his poems, I would always go back to 
‘Last Year’s Man’. I "nd so much of myself in it - in fact, I used it as the title for 
one of my exhibitions in Paris some years ago.

THE MIST

As the mist leaves no scar
On the dark green hill

So my body leaves no scar
On you, nor ever will



When wind and hawk encounter
What remains to keep?
So you and I encounter

!en turn then fall to sleep

As many nights endure
Without a moon or star

So will we endure
When one is gone and far

TMR: Do you see Cohen’s verses and songs as paintings? And what do you like in 
Cohen’s art?

I think paintings are like poems. We take words that have a certain meaning 
but when you put them together - it’s a new meaning altogether. Painting is like 
that for me: it is that meeting of shapes, tones and colours - that’s where the 
magic happens.

Cohen is a real master of words - he puts words together in a way that only he 
can. Anyone else coming up with these sentences and phrases would sound, 
well, almost silly or da# - but not with Leonard. Miraculously he makes it 
sound profound, and o#en religious, even - mystical. 



TMR: Tell me, how did you become an artist? What inspires you to create?

It was years ago on a backpacking trip in South America - it all started there 
really, right a#er I "nished my military service.

I was with a very observant friend, and he was the "rst to talk to me about it - I 
guess the fact that we were trippin’ on some local cactus helped… A couple of 
days later he bought me a little sketchbook and some colour pencils. Funnily 
enough, it was only when we were waiting to start a trip in a salt desert on the 
border of Bolivia - a#er I’d been given some watercolours and brushes - that’s 
when i felt it for the "rst time in my life: I had the feeling of doing something 
right - I had found what I was supposed to do... this was the initial spark and it 
took me quite a few years of painting to make this a reality.

My work was described once as an attempt to stop time. To slow it down. I 
liked that very much. Painting for me is always associated with a certain inter-
nal struggle. When it’s working, I’m in this very speci"c place - of just painting. 
I think I’m running a#er that feeling constantly, a bit like an addict, trying to 
"nd that place again and again. 



TMR: You love books, but in one interview, you said that you wanted to burn a 
book [“My Kampf”]. Is that true? And if so, did you burn it?

Initially I did want to burn it. !is copy of Mein Kampf was bought - com-
pletely unintentionally - by my dear partner, who’s also an artist, Silia Ka Tung. 
I thought she was buying me some pre-WW2 1930’s German magazines, but 
when I opened the parcel that morning I discovered, to my horror, that she 
had bought an English translation of ‘Mein Kampf ’, which was published in 
Britain in the 1930’s. I didn’t burn it in the end - instead I covered it in paint, 
black gouache. Every word and every letter was carefully and methodically 
erased with a brush and every image was altered. It became the central piece of 
my 2018 exhibition titled “Black Book’ at the Freud museum in London.

TMR: You have a series of paintings that symbolically depict key moments of 
twentieth-century Chinese history. From where comes this interest in China?

Silia, my partner in life and in art, is Chinese. Born in China she moved to 
Hong Kong when she was a young girl. We have three girls of our own at 
home, who are shared between her Chinese and my Jewish/Israeli culture. 
!ese speci"c works were made during a residency in Shenzhen, China in 
2016.

By that time I was already using old magazines in my work and Silia men-
tioned that I should check out ‘Huabao’ - pictorial Chinese magazines that 
were published until the beginning of the cultural revolution. I bought dozens 
of them and they became an endless source of material, which I painted over 
systematically during the residency.

TMR: "ere is something mystical behind the blank faces of your models. Do you 
invite us to !ll the empty space alone, with our own imagination and meaning, or 
rather tell us that the human face is an eternal mystery?

Our response to art - whether a painting, a play or a musical piece - and 
whether we "nd it to be successful or e$ective, depends on how much we can 
project our own ideas, thoughts and memories onto it, and to what extent are 
these activated. My work is a lot about that, this distance between the work and 
the viewer. 



TMR: Are your models real people? It seems to me that they are: they are sur-
rounded by an environment that we know, they do “normal” things, etc... "e 
word “person” comes from the Latin word persona (in Greek prosopon), which 
means a mask worn by an actor on stage. It seems that you strip the personality 
(the mask) of your models and leave these faceless people in the bare context of 
body, colour, and environment. Is that right?

Usually the "gures are not a reference to a speci"c person. Taken from a large 
collection of anonymous images (I used to collect vintage photo albums, and 
now I get most of them online) the original photograph is simply a departure 
point for my portraits. !rough a process - the application and erasure of paint 
- details are lost but a new identity comes to life. !is new identity is both 
general and speci"c, but it has to come to life on canvas - a real person but not 
anyone in particular. O#en I think of them as actors on a very minimal set, 
perhaps the light is so#, revealing only certain details - it’s suggestive and open 
to much more...

TMR: Would you agree that Facebook and all other social network websites, 
instead of making us known, they rather hide us behind a wall of “cacophony” of 



images, messages, and colors? For me, art is about truth, and the truth is o#en 
a blank space that waits to be discovered, a vail that waits to be li#ed? Do you 
think so? What is art for you?

I remember Silia telling me I should open an IG account - otherwise, she said, 
it’s like everyone else having a business card when you don’t. My resistance 
broke and I opened myself an account. I think perhaps I feared I would get 
addicted - which of course, with my addictive personality, is exactly what hap-
pened...

I think that ‘good’ art, whatever that means, always needs time - maybe coming 
back to it again and then again. What is art for me? It’s a way to communicate, 
but also painting is really who I am. I’m not sure who I am without painting.

TMR: And one !nal question: tell me about your “normal” day as an artist.



I’m not a very early person but that seems to be changing a bit with the years. I 
help get the girls ready and take them to school, then usually get to the studio 
around mid-morning. I try to run twice a week, usually in a park nearby, and I 
do some Tai Chi on the studio %oor.

I’ll be in the studio til early evening - o#en it’s productive and sometimes less. 
A writer I admire once described writing as going in the morning to open your 
shop. Some days people come in and some days there’s no one but the shop 
is always open. At times a sudden burst of creative energy comes rushing out 
just as I’m getting ready to get home in time for dinner with the girls - so I’m 
o#en late... But I almost always make it for a bedtime story with the little one… 
if there’s some deadline I will happily go back to the studio a#er dinner, if not 
Net%ix or some reading. I’m a man of habits and if I can have a painting made 
during that ‘typical’ day in the studio - that’s really the best I can hope for.



!e Belonging of Memories — Q+A with Painter Gideon 
Rubin
By Eve Laliberté | January 27, 2021

Gideon Rubin, Six Girls in Uniform, 180 x 2440 cm, oil on linen, 2020

Scienti!cally intriguing yet poetic in its elusiveness, memory has been an 
unbounded theme among inspiring artists and thinkers in the past decades. 
In Matter and Memory (1896), an essay on the relation of body and spirit, 
philosopher Henri Bergson wrote on the relationship between mental images 
and souvenirs, sensations, and imagination, notably stating that there is no 
consciousness without memory.

Bergson’s re"ections in this remarkable topical book allow us to introduce 
London-based Israeli artist Gideon Rubin’s paintings as a shortcut to the 
universality of consciousness. Appropriating fragments of other people’s lives 
and giving them new perspectives and narratives in his work, Rubin creates 
what could be clues to comprehend the framework of human remembrance. 



We asked the artist some questions to learn more about his relation to art and 
the past’s belonging. [Eve Laliberté: EL, Gideon Rubin: GR]

EL: What brought you to painting? Was becoming an artist a dream, a plan, 
or a coincidence?

GR: It was pure chance and destiny. Or maybe the other way around. I !rst 
started painting during a backpacking trip in my early 20’s in South America, 
on a salt desert between Chile and Bolivia, to be exact. I was born in a house 
surrounded by my grandfather’s paintings, but only when I le# Israel and 
began travelling did I start painting myself, and the need to paint appeared. 
Everyone around me was surprised. No one saw this coming, myself included.

Gideon Rubin, Untitled (Re!ection), 
25.5 x 20.5 cm, Oil on linen, 2016

Gideon Rubin, Interior, 51 x 56 cm, Oil on linen, 2013

EL: !ere is a strong feeling of enigma emanating from your body of work. 
You paint most of your pieces by drawing from old photographs belonging 
to other people. Why are you interested in souvenirs?

GR: I am always drawn to objects. $e older the stu% is, the better. One of 
my most pleasurable activities is wandering o% at "ea markets and antique 
shops. My parents’ house looks more like a ‘British museum’ jumble sale, as my 
mother is an obsessive collector who has di&culties throwing anything out. 
It’s not only their intrinsic beauty that draws me in but also the way they hold 
times’ passing. $at’s what I have a hard time resisting to. It’s their stories that 



pull me in again and again. As if by working with these objects, touching them, 
painting them - some hidden angels or unearthed truths which weirdly enough 
seem relevant to me now, can reveal themselves. 

Gideon Rubin, Making Out, 30.5 x 36 cm, Oil on linen, 2019 Gideon Rubin, Untitled, 38 x 27.5 cm, 
Gouache on paper, 2016

EL: Interacting with fragments of strangers’ lives, you take part in rede"n-
ing the narratives. Are the memories you paint yours or someone else’s?

GR: I used to think they’re not mine, but now I’m less sure, so maybe both. Of 
course, the point of departure is someone else’s memories and life. $en, I’m 
drawn to a speci!c image because it touches something within me, even if bur-
ied deep in my subconscious. Only then something quite interesting happens. 
$e image becomes everyone’s memory. I am very interested in how it crosses 
over, how by altering a few details, we, as viewers, can relate in a more direct 
way to someone else’s story.

EL: Where do you typically "nd the photographs you draw inspiration 
from? 

GR: Antique markets, "ea markets, antique shops, used bookshops, and eBay, 
of course.

EL: Is there an aim to bring history forward in your paintings? Or perhaps 
to underline the universality of human experience? Why?



GR: A friend, who’s an art critic, writer, and curator who has written about my 
work a few times in the past, once said that I try to stop time in my work. As 
if I look at history, freeze it, and drag it to the present. I like this. I think it’s a 
fundamental quality in art, which makes it relevant to our lives — our here and 
now. I think this relates to how I experienced Velasquez and the Old Masters 
for the !rst time. $ere is this painting in the Met, in New York,’ $e Moore’. 
It’s not only an admiration for how the image was made or its beauty, but also 
how much it touches and penetrates our present life that is so mind-blowing.

Gideon Rubin, White Shirt, 45.5 x 51 cm, Oil on linen, 2018

EL: It’s as if the "gures are waiting for us to tell them something, to give 
them an identity. Why are you interested in the “incomplete”?

GR: I have a vast catalogue at home - which my parents had to drag from NY - 
‘Un!nished’ from an exhibition of un!nished works by all the Masters, which 
was held at the Met Breuer in New York I think, last year. 

Oh, how I wish I could have seen this exhibition. Picasso once said,’ To !nish 
a piece of work is to kill it’ - I’m a !rm believer in that. It is so much easier to 
feed the viewer with every detail and nuance, so much more challenging to 
leave things a bit more open. 



Gideon Rubin, Untitled (Two in a Boat), 77 x 102 cm, Oil on linen, 2019

EL: Could you share any book, movie, documentary, or location that you 
particularly like or have inspired you recently?

GR: Next to my bed, I have ‘$e Flame’ by Leonard Cohen. What’s weird is 
that as you read his poems, o#en, you can hear his voice reading the lines in 
your head. I’ve also re-read a little book of poetry recently by Wisława Szym-
borska translated to Hebrew, which I always enjoy. And third and last is an 
artist’s book by Francis Alys - which I recently had to buy, again, as I lost my 
original copy. One of my favourite art books of all time, ‘$e Prophet and the 
Fly’: beautiful, poetic, and political, all wrapped up in one exceptional book.

Gideon Rubin, Girl in the Water, 
122 x 102 cm, Oil on canvas, 2011

Gideon Rubin, Pink, 46 x 41 cm, 
Oil on canvas, 2019

Gideon Rubin, Untitled, 11.5 X 9.5 cm, 
Gouache on cardboard, 2016



All images courtesy of Gideon Rubin







 

 
 



 
 
 
 
 
 
 

 

 



 

 









 

 



 

 



 























PORTFOLIO
BLACK BOOK 
DE GIDEON RUBIN

Gideon Rubin est un artiste israélien installé à 
Londres. Au printemps dernier, il a créé pour 
le Musée Freud de Londres un projet spécial, 
Black Book.

Avec cette exposition à l’intérieur du 
domicile et cabinet londonien de Sigmund 
Freud, Rubin s’intéresse à la fin des années 
trente, lorsque Freud quittait Vienne 
pour Londres, à travers des magazines 
allemands d’avant-guerre et une copie d’une 
traduction en anglais de Mein Kampf dont il 
a systématiquement recouvert les mots pour 
en effacer la force infâme.

Plus d’informations
- sur Gideon Rubin : gideonrubin.com
- sur le Musée Freud de Londres : www.freud.org.uk

Toutes les images de ces pages :
© Gideon Rubin - Photos © Richard Ivey



ENTRETIEN AVEC GIDEON RUBIN
Propos recueillis et traduits par ASD

LE PROJET BLACK BOOK A ÉTÉ CRÉÉ 
SPÉCIALEMENT POUR LE MUSÉE FREUD DE 
LONDRES, DE QUOI S’AGIT-IL ?
Je vis à Londres non loin du Musée Freud que je visite souvent 
parce que cette maison m’est très particulière, unique à 
bien des égards – à chaque visite, je crois, je quitte ce lieu 
avec quelque chose. Il y a environ deux ans, en quittant le 
musée à l’issue d’une de ces visites, je pensais à l’époque où 
Freud a quitté Vienne pour Londres, très tardivement. Je me 
demandais comment il avait finalement été autorisé à partir 
en emportant avec lui quelques membres de sa famille et tant 
de ses affaires et de ses objets de collection. Je me demandais 
aussi ce que pouvaient être les magazines et les journaux 
affichés dans les kiosques viennois alors qu’il se précipitait 

hors de la ville qu’il aimait tant. À quoi ressemblaient-ils ? Les 
journaux datant d’après le début de la guerre, c’est révélateur, 
ne m’intriguaient pas. Lorsque j’y repense, je me demande 
souvent pourquoi je me suis retrouvé là-dedans. Était-ce lié à 
mon obsession récente pour les magazines et journaux anciens 
qui avait débuté cinq ans auparavant lors d’une résidence à Tel 
Aviv ? Ou peut-être était-ce le flux ininterrompu de migrants 
qui se noient sur les côtes européennes ? Quoi qu’il en soit, 
c’est ce qui m’a fait avancer. Quelque temps plus tard, avec 
l’aide de ma femme, j’ai acheté sur eBay quelques magazines 
allemands de la fin des années trente. Bien qu’ils fussent 
très inconfortables à manipuler et à peindre, le résultat était 
intéressant. Quoique similaires, dans le processus, à ce que 
j’avais fait avec des magazines israéliens ou chinois, ceux-ci 
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étaient manifestement plus sombres en termes de ton et de 
sujets. Ce n’est qu’après avoir entrepris ce travail que j’ai pensé 
qu’il pourrait intéresser le musée Freud – et je suis heureux 
que ça ait été le cas. Le titre, Black book (“Livre noir”) n’est 
venu que plus tard lorsque j’ai commencé à noircir les pages de 
la première édition feuilletonnée de Mein Kampf en anglais, 
qui constitue à mon sens, le cœur noir de cette exposition.

POUR LE PROJET BLACK BOOK, VOUS 
AVEZ TRAVAILLÉ SUR DES COPIES DE 
“MEIN KAMPF”, CE QUI PEUT SEMBLER 
PROVOCATEUR. POUVEZ-VOUS NOUS 
EXPLIQUER COMMENT VOUS EN ÊTES 
ARRIVÉ LÀ ?

Ce que je sais, c’est qu’en aucun cas je n’aurais fait ça 
intentionnellement. Tout s’est passé par coïncidence. J’étais 
déjà bien avancé dans ce projet et je voulais voir la maison de 
Freud à Vienne. Sur le chemin du retour, j’ai dit à ma femme, 
l’artiste Silia Ka Tung, que j’allais être à court de magazines 
allemands d’avant-guerre et qu’il m’en fallait de nouveaux. 
Elle a pensé racheter le même type de magazines. Je vous laisse 
imaginer l’horreur qui m’a saisi lorsque, j’ai ouvert le paquet 
soigneusement fermé un matin alors que nous préparions 
nos filles pour l’école. Ma première réaction a été de vouloir 
balancer ces horreurs à la poubelle mais je me suis dit qu’elles 
étaient trop sales pour ça. Je ne pouvais pas les tolérer sous 
mon toit. Alors je les ai pris et je les ai posés dans le placard à 
outils de mon studio en essayant de ne plus y penser. Lorsque 
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je suis rentré chez moi ce soir-là, ma femme m’a parlé d’une 
discussion qu’elle avait eue avec un de nos amis conservateurs. 
Lorsqu’elle m’a rapporté son idée que peut-être je devrais en 
faire de l’art, j’ai pensé que c’était la plus mauvaise idée que 
j’aie jamais entendue. Je détestais tellement ces papiers qu’au 
bout de deux jours, avec une infinie réticence, j’ai rouvert le 
paquet, j’en ai pris un et j’ai peint la couverture en noir. J’étais 
à la fois attiré et repoussé par ça. Ce fut le début, j’ai mis six 
mois à finir.

FREUD S’INTÉRESSAIT À L’INCONSCIENT, 
VOUS SEMBLE-T-IL QUE MASQUER DES 
SYMBOLES OU DES FIGURES NAZIS ET LES 
MOTS DE HITLER FAIT PARTIE D’UN TRAVAIL 
INCONSCIENT DE VOTRE PART ?

En me promenant parmi mes œuvres dans le musée Freud, 
il m’est apparu que mon travail s’apparentait à des souvenirs, 
comme si les choses ne pouvaient pas juste disparaître. 
Peindre par-dessus un drapeau nazi, une image de Hitler ou 
de l’armée nazie paradant dans les rues ne les fait pas partir. 
Ni la réalité ni nos souvenirs de cela. Mais ça l’enfouit, ça 
libère un espace nécessaire à de nouvelles expériences. Cela 
devient le fondement de quelque chose qui est à la fois très 
nouveau et très ancré dans son passé. Un peu comme des 
fondations que l’on bâtirait par-dessus des ruines anciennes. 
À l’image de Freud lui-même qui s’intéressait aux objets 
antiques, peut-être pas tant pour leur valeur artistique que 
parce qu’elles avaient été enterrées longtemps pour ne resurgir 
qu’avec le temps.
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VOTRE TRAVAIL EN GÉNÉRAL TEND À 
MASQUER DES CHOSES QUI, POURTANT, 
NE DISPARAISSENT PAS. D’UNE CERTAINE 
FAÇON, ELLES SONT MÊME RENDUES PLUS 
PRÉSENTES PAR LE VOILE DE LA PEINTURE. 
QUEL SENS CELA FAIT-IL POUR VOUS ?
Pour moi, effacer ou masquer certaines parties d’une image 
est un acte positif. C’est comme s’il y a une ligne tracée sur 
un papier blanc et que vous l’effacez ou la masquez, elle reste 
très visible – elle devient un passage, une porte. Comme une 
empreinte, un souvenir, tout en étant aussi quelque chose de 
nouveau, soustrait à son état originel. Cet état me semble bien 
plus mystérieux, il offre d’infinies possibilités, permet à celui 
qui le regarde d’y apporter sa propre histoire.

À TRAVERS VOTRE TRAVAIL, EN FAIT, VOUS 
N’EFFACEZ PAS LES CHOSES, VOUS LEUR 
AJOUTEZ PLUTÔT DE LA MATIÈRE. AVEC CE 
PROJET, AJOUTEZ-VOUS DE LA MATIÈRE À LA 
PHILOSOPHIE DE FREUD ET À L’HISTOIRE ?

Si je parviens à ajouter ma propre petite expérience, ce projet 
Black Book à la riche histoire du Musée Freud, alors j’ai réalisé 
plus que je ne l’aurais jamais rêvé. Avant l’exposition, une des 
choses que j’appréhendais le plus, qui m’inquiétait le plus, 
était la réaction possible de survivants de la Shoah à ce projet 
Black Book. Un ami très cher, un artiste israélien, a amené son 
père, survivant de la Shoah, voir l’exposition. Il a été touché, 
ému aux larmes. Ça, je ne l’oublierai jamais.
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Une chose est sûre : 
en tant qu’artiste, 
on s’adapte très 
bien à être confiné. 
D’une certaine 

façon, ceci est notre état naturel, 
notre modus operandi. J’imagine 
que c’est différent pour chaque 
artiste mais, pour moi, la peinture 
apparaît souvent comme un projet 
solitaire. Quand tout ceci a débuté, 
je venais de rentrer à Londres de 
New York et Jérusalem où j’expo-
sais. En fait, l’expo de la Jerusalem 
Artist House n’a été ouverte qu’une 
petite semaine avant de devoir fer-
mer. Voyager et traverser des aéro-
ports à moitié déserts fut une bien 
étrange expérience. 

Le mois dernier, je devais inaugu-
rer une expo avec un autre artiste 
au Musée Rubin de Tel Aviv, juste 
entre le Séder de Pessah chez mes 
parents et la bat mitsva de notre 
fille aînée. Mais bien sûr, tout ça et 
tant d’autres projets ont été repor-
tés. Avec nos engagements profes-
sionnels tout autour du monde et 
nos vies éparpillées entre trois villes 
(ma femme vient de Hong Kong, 
je suis israélien et nous vivons 
à Londres), nous voici devenus 
les illustrations d’un monde de 

globe-trotters qui s’est retrouvé 
soudainement cloué au sol, à l’arrêt 
complet.

Souvent, ma femme rit de moi en 
disant que je peins comme si j’étais 
poursuivi (elle ajoute habituelle-
ment « par une meute de chiens 
sauvages »). Et là, pour la première 
fois en quinze ans, je ne cours pas 
après une deadline. Comme pour 
tant d’autres, le premier effet du 
confinement fut de m’arrêter net 
dans mes projets. Cela m’a forcé 
à m’arrêter, pour penser. Et cela 
m’a permis de passer plus de temps 
avec nos trois magnifiques filles, et 
de lire, et de faire plus d’exercice. 
Qui plus est, mes filles ont davan-
tage de temps pour poser pour moi 
(enfin, uniquement si je les laisse 
regarder un écran…).

Pour parler spécifiquement de mon 
travail, tout ceci m’a fait ralentir et 
réfléchir… Par chance, mon studio 
ne se situe qu’à quelques minutes à 
pieds de notre domicile – je peux m’y 
rendre quand je veux, et peindre ; 
c’est ce qui me permet de rester 
sain d’esprit en temps normal déjà, 
en ce moment bien plus encore. 
Il me semble toujours qu’à l’inté-
rieur du studio, nous disposons 

d’un autre filtre, d’un calque glissé 
entre nous et la réalité. Une sorte 
de compromis dans lequel certains 
aspects du monde extérieur suin-
tent à travers le travail artistique. 
La première chose que j’ai remar-
quée, c’étaient les masques sur les 
visages. J’ai vu si souvent des gens 
porter des masques dans les rues de 
Hong Kong mais maintenant que 
cela a atteint notre réalité, j’ima-
gine qu’il n’y a rien de surprenant à 
ce qu’ils se soient fait une place sur 
mes toiles.

Avoir le temps d’écouter et de 
m’arrêter dans mon studio m’a per-
mis de porter un nouveau regard 
sur des travaux que j’avais laissés 
de côté. Je pense par exemple à 
une peinture issue d’une série de 
tableaux antiques que j’ai accumu-
lés au cours de mes voyages. Je les 
ramène au studio et me plais à les 
triturer en ajoutant ou en effaçant 
des éléments du tableau d’origine. 
Celle-ci est une peinture anonyme 
que j’ai depuis des années – un 
magnifique paysage classique –, et 
cela fait des années que je ne sais 
pas trop ce que je pourrais bien 
en faire. Cela m’a pris pas loin 
de deux jours de travail, au cœur 
de cette crise, en isolement… j’ai 
simplement ajouté un minuscule 
petit personnage. Peut-être est-ce 
moi, moi rêvant d’être dehors à 
nouveau.

Traduit de l’anglais par ASD

Au mois d’octobre, la galerie Karsten Greve 
de Paris consacre une exposition  

aux œuvres de Gideon Rubin.
Plus d’informations sur  

https://galerie-karsten-greve.com/

POUR LE PEINTRE ISRAÉLIEN 
GIDEON RUBIN, QUI PARTAGE  
SA VIE ENTRE LONDRES,  
TEL AVIV ET HONG KONG,  
CE CONFINEMENT  
MARQUE UNE PAUSE,  
UNE DÉCÉLÉRATION  
DONT LES RÉSULTATS 
EN STUDIO LE SURPRENNENT.

#PEINDRE [17]
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Une évidence
Au départ il y eut le Séder de Pessah. En bonne et due 
forme, nous nous préparions à célébrer tout en symbole le 
retour à la liberté. L’affaire avait été tranchée de prier sur 
Zoom en famille, cela tiendrait le temps que ça tiendrait. 
Des mauvaises connexions, de l’impatience et du manque 
d’ingrédients, nous ferions notre affaire.

Dans le fragile équilibre de ce soir, si différent des autres 
soirs – et pouvait-il en être autrement ? Où serions-nous 
l’année prochaine, le mois prochain, le jour d’après ? Dans 
le fragile équilibre de cette soirée… une image surgit, 
silencieuse. Je ne la lâchai pas.
J’ai photographié mon écran.

Cela ressemblait à une image d’archive en construction. 
De celles que les tout jeunes enfants montreraient à leurs 
petits-enfants au cours des décennies à venir. Chemises 
blanches, kippa noire, boucles longues et plateaux, qui, de 
génération en génération, passaient sur les têtes mal cadrées 
pour imposer à Zoom notre tradition.

Quelle trace resterait-il de nos vies assignées à résidence, de 
nos voix fatiguées, du lien réinventé ?

Il nous faudrait des témoignages d’enfants et d’adolescents.
Il nous faudrait des témoignages d’enfants et d’adolescents 
que l’on pensait dangereux du seul fait de leur âge.

Plus d’école. Et la Terre s’était presque arrêtée de tourner.

Ce fut alors une évidence. Je la posai sur le papier.
J’avais besoin d’entendre leurs vérités, leur avenir, leurs 
héros, leur humeur, leur présent, la photographie qu’ils 
en feraient. L’ a posteriori ne pourrait recréer les conditions 
d’une parole confinée.

Je ne savais pas où j’allais, convaincue que les moyens du 
bord et la contrainte d’être filmé par écrans interposés, 
laisseraient la trace, authentique et fidèle, de ce qui nous 
arrivait. Je ne savais pas où j’allais, convaincue que les 
interviews devaient se dérouler loin de l’oreille des parents. 
Créer de la liberté au creux de l’exiguïté.
Note pour plus tard : au cœur du dispositif, il me faudrait 
pourtant intégrer l’intrusion invisible et hors champ des 
adultes familiers : « Je suis venue vérifier que l’enregistrement 
est enclenché. Est-elle bien cadrée ? » Ou celle intarissable 
du « membre de l’unité de protection universelle contre les 
mesures d’ invasion ». De Buzz L’Éclair, je garderai la voix 
intergalactique.
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Review | Black Book by Gideon Rubin at !e Freud 
Museum
by Alexander Douglas Bryan | March 22, 2018

Youth, Black Book, Gideon Rubin

!e Freud Museum, in Freud’s old house, is a "ve-minute walk from Finchley Road 
tube station, away from the main road on a residential street. Other than the small 
sign and the two blue plaques which bear the names Sigmund and Anna Freud, the 
house blends into those on either side. Freud’s house, in which he probed the human 
memory and subconscious, is a "tting location for its current exhibition, Black Book 
by Gideon Rubin.

Black Book is a work of erasure. Rubin erases the faces, "gures, backgrounds, #ags, 
and the text of works to create anonymous characters onto which we place ourselves, 
our locations, and the faces of those we know. !is erasure, particularly of facial 



features, metaphorically plays with the concept of identity and self. !is interrogation 
would be enough to understand the Freud Museum as an appropriate location for the 
exhibit. However, when you understand the context of the work, it gains in signi"-
cance immeasurably. !e erased works are Nazi propaganda, the text, Mein Kampf.

!is contextual knowledge makes Gideon’s work a statement on the current refugee 
crises; Freud himself a refugee in London. It turns the faceless "gures from a com-
ment on the individual into a comment on nationalism, on mass hysteria, on dema-
goguery, and on social forgetfulness. It is a comment on a historical moment which af-
fected the families of both Freud and Gideon, but also is highly charged contemporary 
statement. It is harder to think of a more suitable mix of subject and setting.

Gideon’s works are not con"ned to a single room but instead are placed throughout 
the Freud Museum. !ey are sometimes obvious, like the old newspapers stuck to the 
wall on the landing or the canvas paintings in the dining room. !ey are sometimes 
subtle, like the small images in vintage frames which sit on shelves amongst other 
photos or sit on Freud’s desk amongst his old papers. !e choice to display these 
works in locations both obvious and obscure adds to the insidious feel of the exhibit. 
Gideon works in layers. He makes you look and look again.

!e idyllic images only enhance the exhibit’s insidious feel. Originally these pictures 
masked abhorrent content. Designed to beguile and allure they aimed to dilute Nazi 
message. Gideon, by removing aspects of the images, subverts this. Erasing part of 
them heightens our sensitivity to the context; painting over the pictures makes us 
more aware of their message. He plays with our collective knowledge and our collec-
tive memory. We know the doctrine these images promoted without being told. We 
can see how these images helped the spread of Nazism and in the faceless "gures, we 
can see ourselves.

Tuxedo, Black Book, Gideon Rubin



Gideon’s use of the handsomely dressed couple shows the disarming nature of these 
pictures at their peak. !e image of the couple, which recurs throughout the exhib-
it, grows from a small print into a full wall canvas and di$ers from the other images 
because they are more than beguiling or alluring, they are aspirational. You can’t just 
see yourself in their faceless "gures, you actively want to. !is is the nature of the 
work. Devoid of context they are a successful couple. He is dressed in a full tuxedo 
and she in a matching #apper-esque body suit. !ey seem wealthy and, despite being 
featureless, you imagine them attractive and happy. !ey draw the viewer in despite 
the context. !ey are the ideal. !ey represent the ubiquitous ‘happy couple’ to which 
we all aspire. !e growth of this painting, from a small print to a full canvas, seems 
to mimic the growth of this idea as promoted by Nazism. As you move through the 
Freud Museum and through Gideon’s works, this image/idea grows and blossoms and 
culminates into a full canvas of the couple directly opposite the blacked-out text of 
Mein Kampf. Opposite Mein Kampf the fallacy of both images is highlighted. Vilify-
ing others does not make you better than them. !e happy couple, like Mein Kampf, 
are a harmful illusion. !is becomes starkly contemporary in Freud’s house, a man 
who dealt with forgetting and the repression of memories.

p 426, Black Book, Gideon Rubin

On the opposite wall in a room length glass cabinet is Mein Kampf. Eighteen open 
editions of blacked out pictures and text. Gideon’s deletions are not uniform. Some 
pages are completely defaced, others have lines across the page regardless of the 
columns of print, others are divided in two where the columns of print separate down 
the page, others are individual words with the spaces le% intact. !e pages opposite 
the blacked out text are landscapes with buildings removed, portraits with blacked out 
heads above a chest full of medals, and blacked out marches with silhouetted people 
with their arms held in roman solute. It is particularly easy, when arranged opposite 



the marching scenes, to see organised columns of people in the blacked out text, to 
see rallies, to see the crowds at Nuremburg. !e scenes are not shocking. We are all fa-
miliar with the icons of Nazism. What is shocking about Gideon’s work is that its base 
text is in English. Gideon worked from a serialised English translation of Mein Kampf 
distributed in 1939. It is widely known and taught that Britain had a fascist movement 
lead by Oswald Mosley and the British Union of Fascists. However, it is less known 
that an English version of Mein Kampf was available here in 1939, that those seeking 
refuge from Nazism in Europe were still being dogged by its propaganda while in 
England. !ese are less thought of, less remembered.

!e Freud Museum is worth visiting, regardless of this exhibit, as a testament to the 
man who helped shape our modern de"nition of memory and self. Gideon’s work 
is worth seeing as an independent work of art for its technique and beauty. But the 
thematic combination of setting and subject elevates the Gideon exhibit at the Freud 
Museum to a higher level, a deeper introspection on history and memory and na-
tional identity and immigration. !e exhibit delves into history to confront highly 
contemporary issues, "ttingly Freudian. Standing outside of the Freud Museum it is 
hard to think that such a strong and probing debate about nationalism, mass hysteria, 
memory, immigration, war, and tragedy, is happening behind the walls of a quintes-
sentially suburban home. Everything about this exhibit is a statement.

Black Book by Gideon Rubin at !e Freud Museum runs from the 7 February 2018 until 
15 April 2018.



Artist Gideon Rubin Redacted Nazi Texts, !en Installed 
!em in Sigmund Freud’s Home
by Taylor Dafoe | March 15, 2018

Can art engage with historical propaganda without becoming propaganda 
itself?

Artist Gideon Rubin explores this question in his exhibition, “BLACK BOOK,” 
on view now at the Freud Museum in London, located in the house the pio-
neering psychoanalyst occupied a!er "eeing from Nazi-annexed Austria.

For the exhibition, Rubin collected rare Nazi paraphernalia and altered it 
beyond recognition. His works are not just on walls and in vitrines but planted 
throughout the home—on bookshelves and tables and in Freud’s study, next to 
his infamous couch—as if they belonged to the doctor himself.

Gideon Rubin, BLACK BOOK (2018). Courtesy of the Freud Museum.



Rubin, an Israeli-born artist currently living in London, is best known for his 
paintings of faceless #gures, o!en based o$ of old found photographs the artist 
collects. %e works in “BLACK BOOK” are similar in that they engage directly 
with vintage material, however, the element of anonymity is gone. Rather than 

decontextualized depictions of unidenti#ed #gures culled from family photo 
albums and other unremarkable materials, the works in “BLACK BOOK” are 
all about context and origin. %e gesture of altering historic documents—re-
moving faces or redacting information—is less about the whitewashing of 
time, and more about rewriting history. Evoking Freud, the works play on the 
psychologist’s theories about repression and our tendency to block out certain 
memories from our psyche. %e seeds of the exhibition #rst began a couple of 

Installation view of “BLACK BOOK” at the Freud Museum (2018). 
Courtesy of the Freud Museum.

years ago when Rubin, an Israeli Jew whose maternal grandparents also had to 
escape the Nazis in the late 1930’s, decided to turn from anonymous photos to 
material connected to his own sense history and identity. He turned to eBay, 
looking for authentic Nazi paraphernalia. Or, more accurately, his wife Silia 
Ka Tung, did. A fellow artist and more computer literate than Rubin, Tung 
scoured the auction site for artifacts.



A week later, a package of old magazines from Nazi East Germany arrived at 
his house, replete with pictures of Hitler and swastikas. “It freaked me out,” 
Rubin says. “%e #rst couple of days I was washing my hands every time I 
touched them because I was so repulsed by the subject matter.”

Installation view of “BLACK BOOK” at the Freud Museum (2018). 
Courtesy of the Freud Museum.

He began working with the magazines in the way that he usually works with 
vintage source material, using the imagery as the basis for paintings. He was 
interested in the work but also confused. “I didn’t know why I was doing 
them,” he recalls. “I didn’t understand how I could be so drawn to them and re-
pulsed by them the same time. But when I started covering the Nazi emblems 
and the pictures of Hitler, it made me feel better. I thought that was a good 
enough reason to continue on.”

And so he did. He expanded his research, asked his wife to purchase more 
artifacts, and made a trip to visit Freud’s original home in Vienna from which 
he was forced to "ee. But soon a!er, Rubin ran into his biggest challenge yet. 



“One day I got this package in the mail,” Rubin recalls. He went downstairs to 
get it, and his wife told him that she had found something “great.” “I opened 
the packaged, and a chill ran down my spine.”

It was a serialized #rst edition of the English translation of Mein Kampf, Adolf 
Hitler’s autobiography, published in the UK in 1939 (just one month a!er 
Freud’s death).

“’%is is way too dirty for my paintings,’ I told my wife. ‘I can’t even have this 
in my house. I need to burn it,’” he said, already thinking about the possibility 
of being under government surveillance for owning such a thing. But his wife 
encouraged him to keep it and to use it in his work. “I thought that it was the 
most fucked up idea I had ever heard. ‘I’m never going to do that,’ I told her.”

But sure enough, a week or so later, Rubin pulled out the book. He began 
working directly on the pages, redacting text, and altering faces. %e resulting 
work—with each and every word, symbol, and person blacked out—makes up 
the current show’s titular piece, BLACK BOOK. It’s installed in a case in the 
museum among the work he did with propagandist magazines and a series of 
paintings on canvas, linen, and paper.

Gideon Rubin, BLACK BOOK (2018). Courtesy of the Freud Museum.



A!er BLACK BOOK was done, the initial questions that Rubin had to con-
front still plagued him. %e Nazi materials, while representing something 
terrible, were nonetheless historic documents that should never be forgotten. 
How could he reconcile the fact that he’d altered them, even if the experience 
was personally rewarding?

“When I #nished the last page, I looked at it and realized that it wasn’t Mein 
Kampf anymore,” Rubin says. It was my BLACK BOOK. I discovered that 
blacking out is not a subtractive gesture; it’s an additive one. You never actually 
erase anything; you add something that covers it up. It’s similar to memory, 
and how the brain works. Memories never go away, they just move or morph 
or become covered by another one.”

“You can’t negate the life of things that have come before, you can only create 
something new.”

Installation view of “BLACK BOOK” at the Freud Museum (2018). 
Courtesy of the Freud Museum.



Installation view of “BLACK BOOK” at the Freud Museum (2018). 
Courtesy of the Freud Museum.
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Studio Visit | Gideon Rubin
by Kristopher Houser
August 14, 2009

On a dreadful rainy day in London, I recently trekked up to Kilburn, an area marked 
by gra!ti and dotted with street vendors selling discounted fruit and the odd plastic 
toy, to visit the studio of the painter Gideon Rubin.Â 

I rang the bell to what looked like a government mega-complex, and the gates opened 
to reveal a dark parking area. I had to jump a few massive puddles to reach the artist’s 
sprawling ground-"oor work space.Â 

Despite the gloomy environs outside, Rubin was all smiles. His studio was equally 
inviting â€” Martin Margiela-style white painted walls and "oors, the occasional scat-
tered rag doll and a jumble of photos taped to the walls.

$e visual soup led me to ask the artist about his inspiration. “My references and 
models have changed over time; I used to work with still and live objects,” said the 

Gideon Rubin in his studio. Photo by Michal Rubin



36-year-old Rubin, in his slightly accented English that betrays his Israeli roots. “But 
for my upcoming shows I have been using vintage photo albums.”Â Â 

Rubin sources these albums from all over the world and on eBay and then creates 
sweet looking portraits that evoke children’s book illustrations, though Rubin’s indi-
viduals have no faces. “I paint from objects that have life and layers â€” things that tell 
a story,” he said, adding that he %nds it di!cult to paint new objects straight from the 
package or — harder still — family portraits.Â Â 

Perhaps with good reason. Rubin is the grandson of the noted Romanian-born Israeli 
painter Reuven Rubin and the son of a diplomat and curator. He’s reluctant to divulge 
too many details about his lineage but did note that a recent exhibition, “Family Trac-
es,” which opened at the Israel Museum in July, was the %rst time Rubin’s art has been 
showed alongside his grandfather’s.

Next month he has a solo show, “Mexican Summer,” at the Hosfelt Gallery in San 
Francisco (Sept. 8 through Oct. 17), which features works he created from photos of a 
European family living in a Mexican village around 1920.
“I was drawn to the family in a photo album, because they felt out of place,” he said. “I 
liked the relationship between the family and the locals. I was inspired by what they 
were wearing, what they were doing and how the two cultures interacted with each 
other. But mainly, I was inspired to paint the two kids, a brother and sister.”Â 

Rubin then walked me through his “1929” show for the Rokeby Gallery in London 
(Oct. 8 to Nov. 12). Nearly 40 of the expected 60 to 70 paintings were in a working 
installation for my preview. $e most obvious point of departure in “1929” is his 
newfound depiction of scenarios with more family groupings. (His previous works 
o&en have a singular child, faceless, in a non-identi%able situation.) Although stylisti-
cally consistent with Rubin’s previous work, the “1929” series has a more colorful and 
unquestionably happy feeling to it.

Why the change in mood, I wondered? What’s changed in his life? “I now have a 
1-year-old daughter,” he said smiling. At this rate, Rubin may yet turn his hand to 
painting family portraits.
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