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Carl Andre: Poems

INTRODUCTION BY GAVIN DELAHUNTY
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CARL ANDRE's abstract sculptures helped define Minimalism in the 1960s.
Yet his monumental oeuvre of poetry, no less ploneering and prolific, has
remained obscure. Now two fortheoming projects promise to reassess

the artist's practice in all its materlal and conceptual complexity: Tate
Publishing is complling a comprehensive catalogue of Andre's poetry works
from 1957 to 2000, edited by curator GAVIN DELAHUNTY; and a major retro-
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spective of the artist's work opens next spring at Dia:Beacon. In anticipation
of these landmark events, Artforum has assembled twelve poems by Andre,
published here for the first time. Introducing this exclusive portfolio in the
pages that follow, Delahunty argues for language's primary role throughout
the artist’s six-decade career, offering new terms by which we may understand
the radical innovation and narrative experiment of Andre's poetic enterprise.
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TRTUMPHAL ENTRY OF CHRIST INTO JERUSALEM
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Cord Ansive DGO EDNAONFEZUMASLDWLY, 1904, irrweiod sk on pagey, 14

DIROGEONMONRTEZUNABLOWLY

Mexioo, sldes, before, day, parts, nothing, anmough

this, ceass, clty

Honteruma, grief, him, him

come, him, words, llaa

terms, sald, war, alive, die

bim, people, war, Hexico

darts, arrows, them, him, him, Lord, ua, Lord

name, Cuitlahuae, Ixtapalapa, through, dead, power, desired, before, them
duty, stonea, hoad, leg, food, 1%, mot

it, dend

him, scldlers, him, father, at, was

Maxlieo, porson, subjugated

dead

Christion, wounda, him

Lord, Cultlahuso, Captains, dead, die, him, it, was, us, kdng, sons
Moxico, so, dead, olty

dend, chieftains, prisoners, shoulders, Captains, death, death

truth, stones

dead, him, this, ceased, fury, us, Lord, Idola, king, lonteruma, burial
stones,; arrows, plices
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ALTHOUGH CARL ANDRE is best known for laconic
things—obdurate sculprures made of metal or bricks,
fixic flar on the floor in symmetrical configurations—
he has also made an art of words, Indeed, Andreisa
prolific poet, and his poems have always played a
cructal part in his work, their brilliant investigations
of text and pattern making their way into exhibitions,
extremely rare editions, and citations. Yet the poems
remain largely unseen and unspoken o this day.

For his written contribution to the catalogue for
Kynaston McShine’s now iconic exhibition *Primary
Structures: Younger American and British Sculptors™
held ar the Jewish Museum in 1966, Andre submit-
ted Levenioords, 1966, a poem of four stanias on a
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single page. The work is composed exclusively of
four-letter nouns, paratactically arranged in a formar
suggestive of Lever, 1966, the sculpture he was
exhibiting in the show: The multiple-word composi-
tion, beginning with “beam™ and ending with
“room,” was in part a response to the 137 firebricks
extending from the gallery wall, thereby proposing
away o “read” Lever.

The presentation of Leperreords in this context
announced the importance of poctry within Andre's
practice. But it also diverted the discussion of his
poems away from their relationship with contempao-
raneous experimental literature and toward enduring
comparisons with his sculpture. It wasn't until “Carl

Andre: Seven Books™ at the Institute of Contemporary
Art, Bogton, in 1973 thar the true extent of Andre’s
commitment to poctry was acknowledged. The 1CA
show inspired the first recrospective of his poems ar
Muodern Art Oxford in the UK in 1975, an exhibition
later echoed by shows at Paula Cooper Gallery in
Mew York, the Kilnischer Kunstverein in Cologne,
and the Stedelijk Museum in Amsterdam between
1993 and 1994; a permanent display of Andre's
poctry at the Chinati Foundation in Marfa, Texas,
was assembled around the same time, In recent vears
we have seen noteworthy presentations of the poems
ar various galleries and independent institutions in
Europe and the US, and yer a complere account of



Andre’s poems exist in a tantalizing
space somewhere between the
established categories and forms
of poetry and those of sculpture.

Andre's catalogue of more than ene thowsand poems
has vet 1o be assembled.

In these previous exhibitions, the emphasis has
been on the correspondence between the poems” lay-
out and Andre's seulprural configurations, This inter-
pretation was set early on by a number of critics who
identified connections between both kinds of work,
including seriality, geometry, self-referentiality (par-
ricularly to material), and the use of the whole space
(whether room or page). OF the rolling verses in one
Ieenidred gonmets {1 flowers), 1963, Chinan's associ-
ate director Rob Weiner noaes thar “the repetition of
single words commands the page by forming a
sequence of fields directly related o the “places” cre-
ared in Andre's meral floor work. ™ In the most
recent monograph on the armise, Alistaie Rider's thor-
ough and illuminating Carl Andre: Things in Their
Elements (201 1), there is an admirable attempt to
consider the poems on their own terms, with two of
the twelve chaprers dedicated to their examination.
Bur the poems” inclusion in a book dominated by
Andre’s significant contribution to sculpture only
reinforces the sense that their analysis is impossible
without recourse to his three-dimensional oeuvre.
Andre himself has remained resolutely ambiguous
about the relationship between these two strands of
his pracrice while drawing parallels between their
processes of preduction, graphically stating that he
“used the typewriter as a machine or lathe or saw, 1o
apply letters on the page.™ This ostensibly mnocu-
outs juxtaposition has forestalled discussion or anal-
vais of the poems bevond a visual arrs contexr,
effectively silencing their poetic voice.

MEVER PUELISHED BEFORE, the rwelve poems
presented here will be a revelation to many.*
Spanninga period rom QUEENSBRIDEQU
EENSBRID, 1958, vo TTTTTHHH-
HHEEEEEHHHHHOOOQOONNNN -
NODOOORRRRRAAAAABBBER (a page from
STILLANOQVEL), 1972, the dozen have been cho-
sen to introduce another as-ver-unmapped aspect of
Andre’s poems=—their relationship to poetry itself.
Concrete poetry is an undeniable touchstone for
Andre, Several of the poems in this portfolio, inchad-
ing g, 1958, and s i e e

BT T T B B B M C O COC COCCECECE CECEECECEe
cee, 1962, both anticipace and reflece work by artists
such as Henri Chopin, lan Hamilron Finlay, Eugen
Gomringer, and Dom Sylvester Houedard, particu-
larly in their use of the spanal parameters of the stan-
dardized page. We mighr also rrace a number of
visual and conceprual intersections wirh the work of
non-Western practitioners such as the Argentinean
artist Ledn Ferrari, the influential Noigandres group
of Brazil, or the lare fapanese poet Nitkuni Seiichi:
All were absorbed with poeery thar explored a com-
munication of forms rather than the rraditional
transfer of context and narrative. However, Andre’s
poems do not share concrete poetry’s frequent use of
a wide variery of different typefaces and tont sizes,
Unless handwrirten, the armse'’s exes are made with
either a Roval or an Olyvmpia rypewrirer, forcing a
uniform typestyle. And they are infused with com-
plex historical, political, and personal narratives, in
great contrast to Minimalism's often stow remove,
In other words, they are not—or are not just—
absrract visual poems following Stéphane Mallarmi's
madel. Andre’s poems exist in a tantalizing space
somewhere between the established categories and
forms of poetry and those of sculpture; as such, their
SLATUS TEMRINS uncertain.

The selecrion in these pages demonstrares the
astomishing diversity of poetic form throughout
Andre's practice, from the relatively seraightforward
five-line stanzas of {1859, 1963, to the more exper-
imental, postlinear poems CITY OSTRICHES
FOREHEAD 1972 and b [ & e, 1959, which
disperse lerters and words around the page, empha-
sizing pattern and calling typographic alignment into
question. One of the mose productive tensions in
thiese works” ambiguous status is their relationship
o the semiotics of language, which in turn draws our
attention to poetic voice—here, despite a decon-
structed syntax, we iind a surprising emotive range,
from impassioned and generous to melancholic,
Andre explores humor in the word list VISAS, 1960;
tragedy in the cento-inspired parchwork D IR G E
ONMONTEZUMASL OWLY, 1964; and
religiosity in the epic TRIUMPHAL ENTRY OF
CHRISTINTO JERUSALEM. 1964, which when

analvzed reveals itself to be a comprehensive descrip-
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tion of the biblical scene, In this ehyvthmic incanta-
tion the words stutter and resound, msisting upon
the sonority of the spoken word. The works evoke
a rradition spanning the twentieth century through
our present moment, bringing to mind the poers
Gertrude Stein, Ezra Pound, Charles Olson, and
Susan Howe. Andre simultancously embodies and
resasts this poctic inheritance, ulomaccly creating an
ars poetica of his own. [

ik DELAHLUNTY (5 HEAD OF EXHIBITRONS ARD DRSPLEYS AT

TATE LIVERPOOL. (SEE CONTRIBUTORS. )

WANTES

1. Warhawr Smirhson once noted thar while we find curseloes “kenking™ ar
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