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2. John Jervis, “Sunflower Seeds, Ai Weiwel", Art Asia Pacific 72 (Mar/Apr 2011); http://artasiapacific.com/
Magazine/72/SunflowerSeedsAiWeiwei (20153 121 20 T<).

3. Kitty Zijmans and Ni Haifeng, Haifeng: The Return of the Shreds (Leiden: Valiz Museum De Lakenhal, 2008),
p. 68,
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4, Gilles Deleuze, Difference and Repetition, trans, Paul Patton (New York: Columbia University Press, 1995), p.
36.
5. Nicolas Bourriaud, Altermodern (London: Tate Pub, 2009), p. 13,
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6. Bill Brown, The Material Unconscious: American Amusement, Stephen Crane, and the Economics of Play
(Cambridge, MA: Harvard University Press, 1997), pp. 3—4.
7. Arjun Appadurai, “Introduction’, in The Social Life of Things: Commodiiies in Culiural Perspective ed, Arjun
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Appadurai (Cambridge, UK: Cambridge University Press, 1988), p. 32.
8, Jaimey Hamilton Faris, Uncommon Goods: Global Dimensions of the Readymade (Chicago: Intellect Press
and University of Chicago Press, 2013), pp, 5-6.

12



I, 22
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9. Xin Wang, ‘Al Weiwels Giff", Art in America (November 2011); http://www artinamericamagazine.com/news—
features/news/ai—weiweis—gilt (20153 62 16 <),
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10, Ai Weiwei, Evidence (New York and London: Prestel, 2014), p, 99,
oSt p, 99,

14



HollA A7 et tenks o] = ) g ofj2hal & 4= itk 247h
2 HF S0 AEA T =AP| R 7R YAl AloA 1,6007 <]
EohAA S ekl 2 1990d ) 2RHEE sk
¢ 7 ZRAES FYste] 2 ofolflolfllol= 4 XJOH
AR o] TRy ol A7EI s Wol gke GEiEkE A
A At ol A e ek vt o] At dle7Eol ohyzh 34k Z—J
AJHFE oA &t it
ot A 2ok 309412 $8e AAA 13005004 AL A=
AES e AA sfuierINEel =i 1 ddztdolzta o
7] ol W dieaolsf Hole A d 3] shulbr A SE 2 S=AR]
of 2dohd TS HojEr), AGeh viet o] oty T sfule N =
s 3|8 e o le AAShaLE sioith &2 Tols A 7
Gl A At st | A7 S RlEe fd 2l ohyrh AR &
9] TS0l shEH £ B HAL g 25 A Ule ohe 2199
FE] AN DA HuA YY) E3ES FE FES BH0R
Ao AHRE Aitsl] 28 sEi | Y 4F 28 AT 2V e
0] 231 TP
mEbA =R 2 ghEolRl SN e Y (seel It nikt
72 53R S=re] SaiE AR QA o= Mte] HgTEE E
HREPIA & e T dEEAIRE 2FAIRITE ol2fet wilFoll= ofe]
gelglel7t A A ez & 4l F=rof Al HHAR ArkRt= AR

o] Qlzs}ei}, ofolslolglol 20081 821 A4 AN Hhss)

35S 1IN Z2AES A5

rst'
jay

filo
o

o\-J o\-J

=

r*°

nﬁ°

12, 212 “About Ai Weiwei's Sunflower Seeds’, http://www aiweiweiseeds.com/about—ai—weiweis—sunflower—
seeds (20154 18 202 ),

18, BEZIZ &Lt2H960-1276) 1300%= 0|40 X = =Xks0| Y E o2z &1t B2t hE A
& Futah il 14M17| SRl SAMeZ It Fitchs =31 HAE0| AUA =RUCE Fang
Zhuofen, Hu Tiewen, Jian Rui, Fang Xing, “The Porcelain Industry of Jingdezhen”, in Chinese Capitalism,
1522—1840 ed,, Xu Dixin and Wu Chengming (New York: St, Martin's Press, 2000), pp, 308-326; Robert
Finlay, “The Pilgrim Art: The Culture of Porcelain in World History’, Journal of World History 9 (1998), pp.
141-187.

14. Jonathan Jones, “Al Weiwei: the artist as political hero’, The Guardian (April 2011); http://www theguardian,
com/artanddesign/jonathanjonesblog/2011/apr/04/ai—weiwei—artist—china—detained (20153 42 10 &%),
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15, Katherine Grube, “Ai Weiwei Hospitalized After Beating’, Art Asia Pacific 66 (Nov, 2009); http://artasiapacific,
com/Magazine/66/AiWeiweiHospitalizedAfterBeatingByChinesePolice (20153 1€ 20 &), [ESH 2011 9
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2=MO| O|R0{XICH AtZdQl EfztRlnt QA9 BEEE F1; hitp://fakecase.com (20155 12 212 H<&)

16, David Barrett, “Ai Weiwei: Sunflower Seeds’, Art Monthly 343 (2011), p, 24,

17. Ben Valentine, ‘Where Do Ai Weiwei's Sunflower Seeds Begin and End?’, Hyperallergic October 3, 2012;
http://hyperallergic.com/57619/ai—weiwei—haines—gallery (2015 12 201 <),

18, Zheng Bo, ‘From Gongren to Gongmin: A Comparative Analysis of Ai Weiwei's Sunflower Seeds and Nian’,
Journal of Visual Art Practice, Vol 11 No, 2/3 (2012), pp, 117133,
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19, HIO|EZ Y25t M BEZHE0| HI22 [}2S 2111; Tate Modern, ‘One—to—One With the Artist: Visitor
s answer to: What does this work say about society?”, Tate Modern 16 (2010); http://aiweiwei tate org.uk/
content/634627327001 (20151 12 20 <),

20, Tate Media, “Ai Weiwei: Sunflower Seeds’, 2010; http://www tate org.uk/node/237450/room3 —shtm (201512

12 20 &),
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21. Karl Marx, Economic and Philosophical Manuscripts of 1844, trans_ and ed, Martin Milligan (New York:
Dover, 2007), p. 70,

22, John Michael Montias, Artists and Artisans in Delft: A Socio—Economic Study of the Seventeenth Century
(Princeton, NJ: Princeton University Press, 1982).
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Abstract

“Nomadic Readymade” in Chinese Contemporary Art:
Ai Weiwei and Ni Haifung

Dongyeon Koh

Since the 2000s Ai Weiwei( 2 44 and Ni Haifung({7I§) has used readymade in
their collaborative wotks to convey the dire citcumstances in which Chinese workers
can be compared with western consumers, especially under the western-centered
market capitalism on a global scale. Hereby; I coined the term “nomadic readymade”
to examine the recent development of readymade works transnationally manufactured
and exhibited in contemporary Chinese art. Ai Weiweis Sunflower (Z5{EXF, 2010)
sheds a light upon the dire circumstances of the chinese workers under communist
government while it also indicates the 17th and 18th century colonial history related to
fair trade of the Dutch East India Company and Chinese porcelain workshops. In a
similar vein, Ni Haifung collected 15 tons of left-over and garbage fabric from one of
the factories in Habei({1[1L) area and exhibited at Manifesta in 2008 to make western
audience/potentially consumer to stitch fabtic and to question the division between

Chinese workers and western consumers in Pata-production (2007-2008).
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