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The historical event which inspired the project „The enterprise of Art“, organized at the PAN|

Palazzo delle Arti Napoli from May to September 2008, was a „match of giants“: the meeting of

Andy Warhol and Joseph Beuys in Naples, organized in 1980 by the gallerist Lucio Amelio. It is

difficult to imagine a more controversial couple than the American pop star and the German

„freak“: While the American was able to entirely use the potential offered by art in the epoch of its

technical reproducibility by transforming his studio in a real factory, the co-founder of the

environmental party „Die Grünen” (The Greens) shook the foundations of the free market with his

ideas of a person that took part in the events of 1968. Nevertheless, the artistic production of the

two so different Masters is linked by the fact that the thought of both circles around economy and

that both put their focus of interest on objects of the daily life – even if their ways to do so

sometimes were diametrically opposed.

„The Enterprise of Art“ proposed sixteen alternative positions and reflections to the dominating

economical system. While di Frank and Eva Mattes aka 010010100110.org, Guy Ben-Ner, Claude

Closky, Steven Cohen, Jean-Baptiste Ganne, Felix Gonzalez-Torres, Alessandro Ludovico with

Paolo Cirio and UBERMORGEN.COM, Sarah Morris, Roxy in the Box, Santiago Sierra and

Andy Warhol presented pre-existent art works, Susanne Bosch and the artistic duo finger followed

the invitation to specially produce works that required the public's participation.

The proposal of finger consisted in opening a structure for beekeepers, beehives and bee families

included, at the PAN – a true challenge for all people involved! In Frankfurt, the city of Florian

Haas and Andreas Wolf aka finger, the duo had just started to hold workshops of urban

beekeeping in order to offer an alternative income even for the weakest of the social classes. The

reference to Joseph Beuys' social sculpture is obvious, especially when thinking about the

installation „Honigpumpe am Arbeitsplatz” (Honey pump at the workplace) at Documenta 6 in

1977: the 173 meter long system of flexible tubes which pumped 150 kilograms of honey from the

ground floor to the attic of the Fridericianum, passed through the Freie Internationale Universität

(Free International University) as well, where Beuys held his debates on direct democracy by

referendum of the people. finger combine the production of honey with the emancipatory debate

even more directly: one of the first urban bases of their Stadtimkerei (urban beehive) was a hostel

for the homeless in the center of Frankfurt, later on they opened another beehive in a center of the

unemployed in the periphery of Frankfurt and in 2009 / 2010, the MMK Museum Moderner

Kunst in the heart of the historical center of Frankfurt put up three beehives on its rooftop with a

corresponding educational itinerary for the museum's visitors.

By means of a beekeeping workshop in Naples, finger wanted to demonstrate a way to acquire new

sources of income to local artist colleagues. But, honey from Naples? The production of honey in

Frankfurt had achieved extraordinary results. In spite of many pessimistic prophecies, the

metropolitan environment has not presented any mortal threat to the bees and the quality of the

urban honey didn't leave anything to be desired, on the contrary: the cultivation of variegated

flowers in the city's gardens, on its balconies and traffic islands, compared to the monocultures that

are prevalent in the countryside, and the rather little use of fungicides in private and municipal

areas of Frankfurt made the honey of Hessia's biggest city a delicacy in great demand!

Even if Frankfurt and Naples are similar as regards to their dimension and industrial density, in the

city at the foot of the Vesuvius arose problems in 2008 that were quite different from those of

Germany's most important international financial centre: Naples was buried in rubbish. Politicians,

citizens, the cleansing department and the organized crime that are sometimes hard to distinguish

one from the other, met in open quarrels in the streets where mountains of rubbish as well as some

buildings and means of public transport caught fire. Nevertheless, after a thorough inspection

around the PAN, finger showed trust: „Something is always blooming somewhere“, they said

optimistically.

In fact, the rubbish crisis and the bad reputation of Naples that emerged from it, strengthened the

argument in favor of the project of finger. In Rome and more northwards, some supermarkets had

tried to encourage their migrating customers, confused and bewildered due to news about

contaminated tomatoes and mozzarella cheese full of dioxin, with an advertisement that declared

that no products from Campania were present in their retail outlets. If the results of the analysis of

the honey produced in the urban environment of Naples would have been good, as awaited by the

artists, it would have been possible to give an important contribution to the reconstruction of a

positive image of Naples. This last idea was in fact a strong argument for all those, who, along the

thorny way through Neapolitan bureaucracy, had to express their opinion about the project to

allow the realization of the beekeeping workshop. And yet, nobody wanted to take full

responsibility: the general apprehension concerned not so much the bees, fierce and intent on

stinging the citizens, but the fellow citizens themselves that, according to the public opinion,

seemed to have more pungent capacities than the bees. The greatest distress regarding possible

beehives on the ground of the PAN emerged from the fact that the Palazzo delle Arti is situated in

one of Naples’ wealthiest districts. While it was easy to imagine a local community in the Spanish

districts which would have reacted positively to the project by joining the workshops in the hope of

taking advantage of new economical opportunities, the employees of the town council were afraid

that the neighbors of the PAN, the residents of the Chiaia district which is famous for its designer

shops of the most important Italian fashion labels, having plenty of money, time and bad temper,

soon or later would have reported the master of the PAN, that is, the people in charge of the town

council, to the police.

Luckily, a much more courageous partner was found soon in the private field. Beppe Morra,

founder of the Museo Nitsch and owner of the Vigna di San Martino, that huge garden of the

eponymous Cloister which is visible from all parts of Naples, was more than glad to have the

opportunity to accommodate the urban beehive and the beekeeping workshops on his land.

At the PAN instead, finger installed a big „trap“ for bees: in front of the open doors of the balcony

a room with walls made of a very thin net was built, and in its center two empty beehives were

placed, awaiting bee families in search of a new residence. The necessary tools for beekeeping and

a hundred of empty honey jars, waiting for the honey of San Martino, completed the installation.

On the walls of the adjacent room finger showed, by means of an ornament of colored flowers (a

poetic reminiscence to Andy Warhol), statistics on the economical success of the various

beekeeping projects that they had carried out previously.

The beekeeping course, organized in May and June 2008 by the PAN with the guidance of a local

beekeeper, was only initially attended by Neapolitan artists. Little by little the group separated due

to hay fever and other allergies.

Certainly there were people who suspected that the biggest obstacle that hindered the continuous

participation of the artists was the discovery that, well yes, for beekeeping it needs only a minimum

initial investment (one bee-family – between 50 and 100 Euros, equipment, beehive included,

another 100 Euros) and just a little work (the beekeepers’ wisdom recommends to leave the bees in

peace and to subject them to just a few checks during the year), but that even the awaited income

was not at all comparable to a stroke of good luck in the lottery or in the world of art: A bee-family

produces between 25 and 50 kilograms of honey per year. With an average price of 7 Euros per

kilogram a maximum turnover of 350 Euros per bee-family could be expected – an amount of little

interest for a future Damien Hirst... Naples’ artistic hopes very soon were replaced with

schoolchildren that were brought to the Vigna di San Martino by a teacher who loved

contemporary art.

However, the four bee-families of finger proved to be diligent: in the autumn of 2008 the beekeeper

delivered 150 kilograms of honey to the purchaser of the project, the PAN. The agreement with the

artists was that the PAN would finance the project and would get all the honey as a reward to

balance the books.

Apart from the strong esthetical impact of the installation at the PAN, the initiative of finger

seemed to be very much like a traditional didactic workshop with a whole class teaching.

Undoubtedly it was an innovative initiative, as a traditional craft had been decontextualized and

reinserted in unusual social contexts. Even though the objective was emancipatory, the aim of

“Alveare in città” (bee-hive in the city) still remained the reintegration of economically weak

groups or even those that depend on public support on the free market. An approach that is quite

similar to the neo-laissez-fare school of thought that tries to transform the most individuals

possible into independent producers. In spite of the strong reference to Beuys and the Greens and

the fact that the project proposed an answer to an environmental problem as well, which is the risk

of the extinction of bees, whose habitat becomes more and more limited due to industrialized

agriculture, the “Alveare in Città” of finger seems to follow Adam Smith’s recipe of the invisible

hand with his credo that “if everyone thinks of himself, there will be a thought for all”. Despite

those suggestions that urge to become extreme individualists, Noam Chomsky has emphasized

that Smith’s approach is anything but capitalistic, on the contrary, for current capitalism Smith’s

theory would be a mortal threat as capitalism feeds on state supports for the corporations [1].
Compared to the solitary approach of finger with their attempt to make the individual become

economically independent by means of new free market strategies, the proposal of Susanne Bosch

was more complex regarding the request for the participants’ collaboration. For Naples, Bosch

proposed a new version of a project called “Restpfennigaktion” (Left-over Penny Campaign), that

had already been carried out between 1998 and 2002 by involving the cities of Berlin, Nuremberg

and Munich. The idea was simple but effective: with one cent you can’t buy anything, the coin is

produced for psychological reasons only – to deceive that 9,99 Euros are much less than 10,00

Euros. We can therefore easily do without some one-cent coins, in fact it costs 2 cents to produce a

one-cent coin. One cent is often considered useless, we do not pay a lot of attention to one-cent

coins and almost everyone of us has one left. Moreover, Bosch had noticed in long conversations

with artist colleagues that an economic impasse too often limits fantasy – why develop projects that

can’t be carried out anyway because of the lack of money?

If Beuys had declared “Kunst = Kapital” (Art = Capital), Bosch annotated that the lack of capital

could have a frustrating effect on creativity. The „Iniziativa Centesimo Avanzato“ killed two birds with

one stone: If everybody gives one cent, by collecting money it’s possible to realize the ideas that,

Bosch hoped, can freely unfold once fantasy is no longer blocked because of economic worries.

While Bosch had started the project on her own initiative and with the permission of various town

councils in Germany, where she had placed donation containers, cut in half and closed with

Plexiglas, in public squares, the project of the PAN required notable modifications. To place the

donation container inside the museum would have limited the participation just to the visitors of

the PAN. Bosch proposed to use the little square in front of the PAN. But how to collect money in

a public square in Naples without thefts? The staff of the PAN was very skeptical to say the least.

After having taken into consideration the risk of acts of vandalism regarding the container, Bosch

had a radical idea: if possible burglars would have considered a closed container as a provocation,

why not playing down the situation from the very beginning by placing an open donation

container, somewhat like a big tray on which the passers-by could throw their coins even from a

certain distance? To take a considerable number of one-cent coins, a burglar would have to appear

with big rip-stop bags: 10 Euros in 1000 one-cent coins weigh almost 2,5 kilograms. Moreover, a

burglar would have found it difficult to go to the supermarket and pay with 1000 one-cent coins.

And if the Neapolitan citizens would have stolen public funds in spite of the little practicality of

the prey – this would have been however a declaration to take into consideration, thought Bosch.

The PAN negotiated with a compromise: the coins would have been collected on a tray which for

the night was brought into the museum by a fork lift. Writings on the glass doors of the PAN

informed the passers-by of the reason of that ostentation of sparkling coins and invited the public

to donate a cent and to fill in a postcard with a wish or a proposal about what to do with the raised

money. In the foyer of the PAN Bosch spoke about the development of the German version of the

project by means of a mural on four walls – the visitors entered an illustrated book in the center of

which they could sit down under an audio sound dome and listen to the wishes of the German

participants of the project.

In five months the „Iniziativa Centesimo Avanzato“ collected 259,73 Euros (25973 cents!) and 474

postcards with proposals about what to do with the raised funds. After having designed the

donation container and planned the system of communication and logistics for the campaign, after

having explained the idea to all the staff of the PAN, from the Assessor of Culture to the cleaning

team, and after having promoted the project by talking to as many neighbors of the PAN as

possible, Bosch had entrusted the citizens with the project: everything depended on their

economical and conceptual donation. Regarding the decision-making process, Bosch followed the

same school of thought. But her proposal to choose the project that would have been carried out

through an “open-space” workshop was impossible to put into practice because of the lack of

funds. Together with the curator Bosch then invited eight people to form the jury that had to read

all the postcard messages to decide in an open discussion which proposal to choose. Bosch had

decided together with the management of the museum that the realization of the project would

have been up to the PAN. Obviously, the setting in which the donation container had been placed

had left its mark on the people’s inspiration that had filled in the postcards: the wishes and

proposals that had been written down during the “Restpfennigaktion”, the project that had been

carried out in the squares of Germany, were very different from each other and showed a wide

range of themes. The context of the PAN instead seemed to have provoked a flood of ideas that

focused on art, besides which a series of alternative proposals regarding the program planning of

all the activities offered by the PAN. Even the choice of the jurors that mainly belonged to the

world of art (3 artists, 2 employees of the PAN, 3 collaborators of the Goethe Institute which, as a

partner of the project, had translated all the postcards into German) might have strengthened a

certain inclination, however, after three hours of a lively debate the jury chose the proposal “create

inside the museum a permanent space for children where they can exhibit their works and interact

with adults and children of the same age with a lot of creative materials!”.

Like “A beehive in the city” by finger, the presentation of the „Iniziativa Centesimo Avanzato“ was

aesthetically very elaborate: Susanne Bosch proved to be very skilled at drawing as well by creating

the murals in the foyer of the PAN – but her project, inquisitorially scrutinized by those who

cannot do without the notorious question “but why is this called art?”, leads to a series of even

more complex questions, especially about the definition of the concept of the artist as the author of

an art work – not by chance a matter that by now has been in continuous development for

decades…

Since Umberto Eco [2] has revealed the different techniques to provide a kind of display that is

activated by others, techniques that were used in former times mainly by composers and writers,

and that are called “open work” whereas the spectator’s interpretation modifies the work as we go.

Just a little while after Eco’s publication, then considered scandalous, the French philosopher

Roland Barthes had declared “The death of the author” [3]. In the meantime Allan Kaprow, the

inventor of the “happening” had tried to eliminate the audience [4]. It’s obvious that the confusion on

the difference between artist and audience was and is quite big.

Susanne Bosch’s role as the author of the „Iniziativa Centesimo Avanzato“ was to provide a platform [5]
that was supposed to be filled with content by the participants. The public had the opportunity and

the stimulus to re-evaluate its own economic and creative resources, the artist gave the public the

permission to invent solutions and to make decisions on condition that everybody respected the

thoughts and proposals of all the other participants. The challenge consisted, undoubtedly, in both,

the required faith in the others and the strategies to make decisions in an act of direct democracy

that had to be re-invented.

The „Iniziativa Centesimo Avanzato“ as a work of participatory art shows some resemblances with the

administrative model that in economic sociology is linked to the Brazilian city of Porto Alegre –

the “participatory budgeting”: since 1989 the town council of Porto Alegre has, step by step,

delegated to its citizens the discussion and the decision-making on how to allocate a continuously

growing part of the annual balance obtained from taxes. The result was a redistribution of the

funds in favor of the poor and nevertheless the quality of life at Porto Alegre increased so

considerably that the citizens of the middle class accepted a rise of taxes. It might sound like a

fairy tale, but it is a true story and the United Nations have assigned Porto Alegre the prize for the

best city to live in.

Was the “Left-over Penny Campaign therefore a sociological experiment that has been imported

from Brazil to Germany and then to Naples? The difference between the model of Porto Alegre

and Susanne Bosch’s campaign does not only lie in the creative freedom of giving proposals for the

use of the money: The money that is raised and handled by the participants is salvaged material

that gets reused. At the same time the capacity of developing and daring to express wishes and

proposals that seem to be improbable and may not be useful is stimulated and recovered.

So what is the role of the artist in this process? Her artistic action that consists in the project’s

esthetical and ethical outline acts as a catalyst of a process whose development she generously
leaves to the public, risking naturally, that the project could turn out to become something very

different from what she expected it to become.

The rule and the method are therefore not ambiguously elaborated to influence the outcome of the

process, but they are the field in which the freedom to generate future arises.
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