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1984) dedicated to “von hier aus,” which is very helpful 
for those of us who were too young to see the show. 
There are some remarkable sections of abstract art, like 
Konstellation (Constellation, 1975/84) by Imi Knoebel, 
with its patterns of bright red shaped like canvases. 
And Gerhard Richter presented a new and complete 
series explicitly titled “Abstrakte Bilder” (Abstract Pic-
tures, 1976–81). In later years, Richter would always 
emphasize that “von hier aus” was a turning point in 
his career – that is, a boost to it.

Given that the show was an image campaign for 
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Cologne were so prominently featured. Michael  
Werner obviously brought all his gallery stable down-
wards the Rhine: Immendorff, Georg Baselitz, Markus 
Lüpertz, Marcel Broodthaers – who had lived in Düs-
seldorf but died in Cologne – and even Per Kirkeby 
were all on board.  

As for the “new German art” coming out of Düssel-
dorf, König put an emphasis on the so-called Modell-
bauer (model builders), a group of up-and-coming art-
ists whose new style became such an artistic asset to 
the city: Katharina Fritsch, Reinhard Mucha, Thomas 
Schütte …

MO	 We progressives used to call them die Bastler (the tin-
kerers). It gives you a good impression of how mar-
ket-driven this whole project was. Whereas video art 
never sold: Oppenheim had to quit altogether at some 
point. 

When I was preparing for our conversation, I read 
about the rivalry between Cologne and Düsseldorf as 
a motivation for the show. But back then, I didn’t take 
much notice of that background noise.

HJH	In 1984, the old Kunstmarkt Köln rebranded as Art 
Cologne, most likely to give it a more “international” 
feel. During the 80s, the literal “New Spirit in Painting,” 
and especially the Neue Wilde, drew a lot of artists, 
dealers, and collectors to the city, which was bad news 
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to catch up to Cologne again, not only art-wise, but in 
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think that’s why “von hier aus” was backed by the city 
with a budget of 3.5 million D-Marks, which is an amaz-
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Rudi Fuchs had only twice as much to spend, despite 
the fact that documenta was already well-established 
as both the most successful signature exhibition in Ger-
many and a national brand.

MO	 The big buzz in Cologne was linked entirely to the art 
market. Before the Neue Wilde rose to such promi-
nence, the scene there was quite different, and far 
more experimental. With the return of painting, the art 
scene suddenly divided into two scenes. 

In the 70s, we used to go to Düsseldorf a lot.  
The art scene there was much more concise, and Con-
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somehow missed the boat. Polke moved to Cologne in 
�—�•�·�g�V�� �*�•�O�|�¼�b�±�� �n�•�†�†�•�È�b�Y�� �|�•�‰���o�Ç�b�� �Ê�b�8�±�´�� �†�8�¼�b�±�V�� �8�Œ�Y�� �¼�|�b��
���Á�Œ�´�¼�8�…�8�Y�‰�•�b�����Ä�´�´�b�†�Y�•�±�n���Á�Œ�Y�b�±�È�b�Œ�¼���8���Y�•�n�o�O�Á�†�¼���œ�|�8�´�b��
of re-organization. Really, that process started in 1972, 
when Joseph Beuys was sacked from his professorship. 
The spirit was gone.  

HJH	In 1985, König came to Düsseldorf as a professor of “Art 
and the Public,” which was quite a new discipline. I 

can’t help understanding “von hier aus” as his intro-
duction to the city. How do you feel about the “New 
German Art” branding, which was very useful as some-
thing like a quality seal in promoting Baselitz, Anselm 
Kiefer, and their like internationally?

MO	 “von hier aus” was actually both a continuation of and 
a reaction to the “Westkunst” exhibition in 1981. It was 
still a time when there weren’t that many biennales. 
Great national survey exhibitions were unheard of, and 
when they happened, they regularly attracted large 
audiences. Such exhibitions have certainly contributed 
to the enormous expansion of the circle of people 
interested in contemporary art since the 80s. At the 
time, we found it shockingly market- and success-ori-
ented, and I believe that it was formative for the situa-
tion we have come to see as normal today. Things come 
and go. Nevertheless, you felt compelled to take part. 
Looking back, it’s hard for me to understand that, but 
maybe it was important back then to start a contro-
versy. —

Great national survey exhibitions 
were unheard of, and when 

they happened, they regularly 
attracted large audiences.
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Georg Baselitz, Untitled, 1982 Olaf Metzel, In die Produktion (In the Production), 1984; A.R. Penck, Ich bin D-(West) (I Am G-[West]), 1984
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