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MICHAEL MCKEAN IS BETTER
KNOWN FOR 'BIG BOTTOM' THAN

THE BARD
Can he turn Gloucester up to 11
in the Public’s Lear?
By WM. Akers
In 1979, when
THEATER he was 32 and
appearing on

television every week as Lenny,
Laverne and Shirley's dopey neigh-
bor, Michael McKean first read
King Lear. He had just started
wearing glasses, and, one morn-
ing, he reached for his copy of
Shakespeare’s complete works.

. “I said, ‘Now that I don't get a
headache from reading anymore,
I'm gonna sit down and read every
fucking play in this book,™ he re-
membered last week, when The
Observer spoke with him over ham
and cheese on rye at the offices of
the Public Theater. “And I read King
Lear, and 1 said ‘Oh, my god! This is
awesome!™

Next Tuesday, Mr. McKean, who
is perhapsbest known for hisroleas
David St. Hubbins in the 1984 spoof
rock 'n’ roll documentary This Is
Spinal Tap, begins the Public’s
one-month run of King Lear, with
Sam Waterston as Lear. He plays
Gloucester, an earl whose treason-
ous son costs him his eyes. A comic
actor with a short Shakespearean
résumé, Mr. McKean may seem an
odd choice for the Public’s marquee
fall production, but the theater has
full confidence in him. With his
thick blond-and-gray beard and
steel-cut middle America accent,
he comes across as a quintessential
American dad. And that's exactly
what Oskar Eustis, the Public’s ar-
tistic director, had in mind.

“If you were running home from
school after a terrible day, this is
the guy you'd wanna run home to,”
Mr. Eustis said. “This is the dad
right out of Father Knows Best.”

Mr. McKean, who was born in
New York and raised on Long Island,
had his first Shakespearean turn in

Richard ]1 in'a summer w'oductlon
in the courtyard of his high school.
“I'm sure it was pretty dire to see”
he said, “but it was fun,” Three years
later he was Troilus ina workshop in
Cambridge. “And then,” he said, “a
long pause until 2011."

In fact, it was work like Spinal
Tap that convinced Mr. Eustis that
Mr. McKean would make a good
Gloucester. “T have discovered a
slight trick of the trade,” Mr. Eustis
said. “If an actor does not have ex-
tensive Shakespearean training,
the fact that they’re musical makes
all the difference. They figure out
the rhythm and figure out that it's
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Stifl Life with Guitar | (Red Tablecfoth) (1936) by Georges Braque.

It’s funny to ask why some-
one or something isn’t as
popular as we think it prob-
ably should be, though it’s something
we do all the time. “How could they
cancel that show?” “Why isn’t that

ART

that cream rises to the top without
exception. 3

George Braque, the subject of a
major show that opens at Acquavella
Galleries’ neoclassical townhouse
this week, is by no means an underrat-
ed artist. If he didn't invent Cubism,
he's credited with the first exhibition
of a Cubist work, Houses at L'Estaque.
Braque was the first living artist to be
exhibited at the Louvre; he was givena
state funeral.

Yet it's hard not to perceive the
French artist as playing second fid-
dle to Pablo Picasso. He's described as
a“Picassoite” in The Autobiography of
Alice B. Toklas. Despite the fact that
they were breaking ground together,

mehes that
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GALLERY OFFERS A VIEW OF BRAQUE'S EVOLUTION

Co- Inventor of Cublsm, with Picasso, he never really let the style go

By Dan D&my

Picasso used to joke that
Brague was his ‘wife’;
Braque mnstanl]\' fnught

e

and were in each other's studios so fre-
quently that Picasso used to joke that
Braque was his “wife,” Braque con-
stantly fought the perception that he
wasalittle brother. According to Janet
Flanner’s 1956 profile of Braque in The
New Yorker, Daniel-Henry Kahnweiler,
their common art merchant—as
dealers were then sometimes known—
would pay Picasso 3,000 F for a large
painting in 1912, while Braque would
receive 400 F for a picture of the same
size,

The last big museum show of

Braque’s work in New York was at the
Guggenheim in 1988, and the last be-
fore that was 39 years prior. According
to Artnet, of the three artists most
often credited with the invention of
modernist painting—Braque, Picasso
and Henri Matisse—Braque’s top auc-

- tion record is the lowest, going from
Picasso’s "$106 million to Matisse’s

$48 million to Braque’s $10 million.

When reminded of this last fact in
the private sales office on the third
floor of Acquavella Galleries, which
has high ceilings, restored antique
furniture and a white carpet, so that
it resembles the Oval Office, Nicholas
Acquavella and gallery director
Michael Findlay balked.

“The danger of looking at auction
records is they don't reflect what
might happen in rooms like this,” Mr.
Findlay said, gesturing to the ornate
room where countless paintings have
been sold, with a handshake, for tens
of millions of dollars.

“If you use that rationale,” Mr.
Acquavella said, “Jackson Pollock has
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only sold for $11 million. Everybody
knows that if the right Pollock came
up at auction, forget it, it'd be a tele-
phone number and a zip code.”
Nothing is for sale in this Braque
show, which features works from 14
museums and private collections, so
when the two discuss the show there

“seems to be an element of education

and philanthropy about it, with any
benefits to Acquavella Galleries being
intangible.

The show hopes to offer a compre-
hensive view of Brague that many
museums simply aren’t capable of
producing because most have only one
or two works. This is partially due to
the fact that Braque wasn’t terribly
prolific, especially when compared to
Picasso. Asaconsequence, Mr. Findlay
said, it’s difficult to understand the
context of individual works without
an exhibition like the one the gallery
has assembled.

“At a museum, you will not be able
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to see even three or four works
to compare, and it's only real-
Iy with a critical mass like we
have downstairs that you can
see how important the artist
is,” Mr. Findlay said. “At a mu-
seum, you can be moved by that
one work but then you buy the
postcard and that's it.”

The Acquavella exhibition is
primed to show Brague’s evo-
lution. The first room alone,
which spans around 36 months
of his career, starts with his
Fauvist landscapes, painted in
acidic, almost neoncolors. Then
the landscapes begin to take
the form of cubes, the hillsides
turning into a still lifes; by the
end of the room the palette is
muted. The color almost leaves
completely in the next rooms of
the show, as he becomes more
abstract, then obsessed with
collage. But hints of the vibrant
Fauve palette return in later
years as he embraces and de-
constructs still life painting.
1t’s fair to say that if Picasso is
the better-known Cubist, this
exhibition shows that Braque
was the one who couldn't let
the style go.

Cubism did seem to be a joint
effort for the artists, as they
moved together through the
wvarions phases of it that came
to be described by words like
analytic, synthetic and, for
some reason, Peruvian. There
was give and take—Brague
was even dismissive of some
of Picasso’s early Cubist work,
reportedly telling him, about
Les Desmoiselles d'Avignon,
“Despite your explanations,
in this picture of yours it's
as if you were trying to make
us drink petrol to spit fire."
In Pace Gallery founder Arne
Glimcher's 2008 documenta-
1y, Picasso and Brague Go to
the Movies, Picasso biographer
John Richardson tells an an-
ecdote in which Picasso visits
the home of collector Douglas
Cooper and eyes the first pa-
pier collé collage piece, which
Cooper had purchased from
Eraque. Picasso had already
made collages, but this style
was very much Braque’s own,
since he trained as a decora-
tor. When Cooper told Picasso
where Brague had purchased

-
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the wall paper he incorporated
into the piece, Picasso appar-
ently responded, “I think on
my way back, I'll stop by that
wall paper shop and buy some
of that paper and show Braque
how I'would have done it.”

The friendship fell apart
shortly after World War I, dur-
ing which Brague received a
severe head injury, The twoart-
ists pursued divergent subject
matter, with Braque settling
into still lifes and Picasso, fa-
mously, going on to have one of
the most diverse careers imag-
inable—one that ranged from
classical sketches to abstract-
ed portraits to sculptures and
ceramics. Braque developed in
a straighter line, and contin-

ued to probe Cubism’s depths.
“Picasso, in a way, was rath-
er like—what's that bird that
goes into other birds nests?”
Mr. Findlay said. “He'd break
in and steal and he admitted
that he loved to dothat and was
protean, but what was invent-
ed at that time was something
that Brague developed in his
work into the *40s and '50s. It
doesn’t look like early Cubist
work, nor should it, but the lan-
guage he created he used for
the rest of his life.
“Ithink he took what was in-
vented to create a Cubist space
and he used those inventions
in a very poetic, literal way
for the rest of his life, continu-
ing to break new ground with

metamorphosis, with illusion,
with a way of seeing and think-
ing and creating,” he added.
Picasso’s popularity may
simply be a statistical question
in that, given the kaleidoscop-
ic variety of his output, there's
a Picasso for everyone, mu-
seum-goers and collectors
alike. Braque tends to appeal
mainly to collectors with a
heavy Cubist streak, but Mr.
Acquavella said he's reached
out to a range of collectors in
publicizing the new show.
“New collectors unfortu-
nately aren't familiar with the
work because they're only fa-
miliar with what the market
shows them,” Mr. Acquavella
said. “Maybe a show like this

will - open people’s eves up
a little bit, and maybe it'll
loosen some Braques out of
collections.”

And that would be bene-
ficial to the Braque market.
David Norman, co-chairman
of Sotheby's Impressionist &
Modern art department, said
Braque’s classic early works
could easily net some $40
million.

“There are a few avid, hun-
gry collectors for Cubism
who would pay not exactly
as much as they would for a
Picasso but probably close to
it,” Mr. Norman said. “Not be-
cause they've been dying for
a Braque Cubist but more be-
cause they’re dying for a great

Cubist in general.”
1t's far from certain that M[r
Acguavella will ever see 551
payoff, and any other bi
fits the gallery might attain
through the show are in
ether, but mounting a schol
ly, nonselling loan exhibitior
that is free and open to the
public is something that Mr.
Acquavella said has become &
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told Picasso about
Les Desmuoiselles
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vour explanations,
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mark of the gallery business,
and one that distinguishes it
from the auction houses.

“The business is gettlnz
more and more competitive
and if you want to do some-
thing now, more and more is
expected of you," he said of
publicizing the show. “It real-
Iy doesn't have anything to do
with the business—we don't do

miore or less business whether -

people review our show or not,
but we want people to realize
this is here for them. * ']

As Mr. walked us'
out of the gallery, he took us
through some of the galleries
where the Bragque pa.mtinﬁ-
had just been installed.

“You and I are both looking
at it through a kind of 2011 a
market lens,” he said and made i
his hands into a very narrow
telescope, which he ]:Im;ed‘I
against his eye. “It's very diffi-*
cult to be outside that box but
there are probably are a lot of
noncollecting art lovers and a
lot of academicians and schol-
ars who would be astounded
to be told that Braque was con-
sidered lesser than Picasso.
“Really?’ they'd say.” He low-
ered the telescope. “They're |
reading books and they're not
influenced by the market angle '
at all and they think Braque
and Picasso, well, that's like
tea and coffee, or something.”

dduray@observer.com

How:Suite It Is

SOPHIE CALLE MAKES AN ARTWORK OUT OF A HOTEL ROOM

A fractured, mysterious narrative on the Upper East Side

By Andrew Russeth
left for the States he gave me a
GALLERIES die to replace him.”
Hotel, This is not the first time Ms.
situated rather inconspicuously  Calle has used a hotel as her
onthestately block of East 63rd  medium. In 1981, she worked

Street that stretches between
Madison and Park, is filled
with antiques and orchids. Its
rooms, to which guests ascend
in a tiny, black-walled el

for three weeks as a hotel maid
in Venice, examining guests’
belongings and reading their
lettersas shetidied their rooms.
She | pt hs and

have fireplaces and terraces.
As its general manager, Ashish
Verma, took care to remind The
Observer, it is often referred to
as “ajewel of Manhattan.”
Beginning at the end of the
day on Thursday, at midnight,
there will be an unusual guest
staying in one of the Lowell's
best-appointed suites, With its
plush furniture and carpeting,
space is at once cozy and spa-
cious; it runs about $1,850 a
night. The guest is an artwork
called Room, an installation by

wrote journal entries to de-
scribe what she saw. Another
artwork was born when a can-
celed meeting with a lover at
a New Delhi hotel became the
centerpiece of a complex instal-
lation called Exquisite Pain.

“l always go back to the
hotel, in a way,” Ms. Calle told
us quickly, with a faint hint of a
French accent.

“There is a cliché in the hotel
industry of the home away from
home,” Ashish Verma, the gen-
eral of the Lowell,

the French artist Sophie Calle.
Room will fill the hotel suite

Above, the Lowell Hotel suite, before installation; right, installation
view of Sophie Calle’s 1999 show at the Freud Museum in London,

have always been interwoven
with each other, like stories—
often  personal ones—that
continue in different settings.
One of the labels in Room de-
seribesa 2002 artwork in which
she spent one night in a bed on
the top of the Eiffel Tower, al-
lowing visitors to tell her their
own stories.

Reading the texts that will

markedly different from her
exhibition at the Freud muse-
um, Ms. Calle says. “I've made
many new stories since that
first show.”

Although Ms. Calle shows
more frequently in Europe than
she does in the U.S., she has

roots in New York, and
has lived here, first in the early

~ of childhood

traumas, failed
relationships. ‘T have
always liked others to
make decisions
for me,” one says.
| o

she will release, through art
publishers Gemini GEL. a
new work about those 30 years'
worth of dried flowers.

Ms. Calle's history with Mr.
Gehry typifies her artistic prac-
tice. She usually begins with a
simple idea, then allows chance
to enter the ion and die-
tate the final result. Her works

are “a search for affect, for |
emotion,” as the art historian :

Rosalind Krauss once putit.

In The Shadow (1881), for :
Calle turned :

instance, Ms. 1
the directions of artist Vito
Acconci’s 1969  artwork
Following—for which he wrote
accounts of people he tracked
through New York streets—
on herself. She had her mother
hire a private detective to trace
her every step. As he did so, she
kept her own journal of her ac-
tivities and fantasized about
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