4T #% = /R 1E RED BRICK ART MUSEUM







- B

o R

XEEHRA - EECHEEREFHRASEERRDEL
WmEEERNE, AREBSEN. RRNEBKREEN. 78
EMMERBMEE, FRREU 20 R4-ERTENSE
REFRTHERES 50 S FAER RN,

Eittig 60 FRMEB 70 £RK, HBEEBAKRRRMATR.
RE. ¥, SRURAEHEERE RTESRRZHN
2R, #EeESERUESHEXEERTIHE L, ##1
Et EXHANBSERAENERR. ELERERREDN
—i#4, HEPEEXRE,

BEBNEREREMAERAN. AFRHERZHEHR
B W BRHTARRMEEEXANET. BEBURER
MBHHMAE—E, EEERTENHEHIUEIREY, K
RENMKFAREMGE A SRIGRECHRER, thEPET hEER
FRB2MRT. RECHNSHRZRIERtLEATERTR
BSCLEE, ERBETHREEXUHZEURMERR S
ELmMAIN. REZBRAKTREM (FEE) ——f
ENFRBELFPUROTYE, ERENRABRRIE

“IB” RIMERMBEBRAERWMOER, ERERAT =M.
BEMERRE, BRTEXBSHERARBHEN. &
RREERER—ELHEEN B MSHERIERRE,
EBBEMMAMENERESFHERIER, MRATENR
—ERIRFENHERRBREEEZ MBI ERER,

American artist Dan Graham has been at the forefront
of many of the most significant developments in art,
including conceptual art, video and film installation,
performance and site-specific sculpture. Spanning
five decades of the artist’s work, this comprehensive
exhibition offers a complete overview of the artist’s
practice and features over twenty new, recent and
historical pieces.

Graham first began exploring issues of the
performative, exhibitionism, voyeurism, mirroring
and the mundane in the early 1960s and 1970s. As a
means of reaching the widest possible audience, the
placement of artwork as adverts in newspapers and
magazines became Graham’s preferred method of
dissemination at this time. Marking Graham’s entry
point into conceptual art, these works will be displayed
in China for the first time as part of this exhibition.

The works of Graham often blur the lines between
private and public, inclusion and exclusion. His
visionary embrace of performance art is also captured
in the exhibition through videos of early performances.
These historical pieces represent the artist’s
pioneering use of video to document perception and
illustrate his interest in the semiotics of film. Other
works, sample the artist’s favorite music from different
periods of history while taking into account the broader
social contexts of the time through a focus on religion
and politics and highlight the cultural importance
of rock music and showcase Graham’s engagement
with youth culture, as well as his innovative approach
to cross-disciplinary collaboration. The exhibition is
named after Graham’s Greatest Hits, a music playlist
he has been compiling for the past several years, will
be available for visitors in a specially created room.

Graham’s pavilions, for which he is perhaps best
known, place special emphasis on space, time and
the built environment, pointing to architecture’s
ability to shift societal perceptions and experience.
A newly commissioned pavilion and a number of
models are featured in the exhibition. Through a
direct engagement with the museum’s architecture,
the exhibition also presents Graham’s ongoing
investigation into the symbiosis between architectural
environments and their inhabitants.
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® EEIxE
® HOMES FOR AMERICA

| 1967
| o - REEME._ G - RETERY
| © Dan Graham _ Courtesy Dan Graham
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Following the closure of his Manhattan-based space, the John Daniels Gallery, in the late 1960s, Graham turned
to magazines as the primary venue for his art. In addition to contributing art and music criticism, Graham
created text and photographic pieces often published between the magazines’ advertisements. Of his magazine
work, Graham said, “There was this whole idea of defeating monetary value in the air in the ’60s, so my idea was
to put things in magazine pages where they’d be disposable with no value. And that was a hybrid also because
the work was a combination of art criticism and essay: magazine page as an artwork.” These photographs
question the relationship between public and private architecture and the ways in which each space affects
behavior. Some of his first conceptual works dealt with different forms of printed artwork of numeric sequences.
In 1965 Graham began shooting color photographs for his series Homes For America. All the photographs taken
were of single-family homes, new shopping precincts, truck depots and roadside diners around the American
suburbs. This photo series, one of the first artworks in the space of text, was published as a two-page spread in
Arts Magazine. The “article” is an assembly of texts including his photographs.
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D. GRAHAM
Belleplain ~ Garden City
Brooklawn  Garden City Park
Colonia  Greenlawn
Colonia Manor  Island Park
Fair Haven  Levittown
Fair Lawn  Middleville
Greenfields Village  New City Park
Green Village Pine Lawn
Plainshbore  Plainview
Pleasant Grove  Plandome Manor
Pleasant Plains  Pleasantside
Sunset Hill Garden  Pleasantville

Large-scale ‘tract’ housing *developments’
constitute the new city. They are located everywhere.
They are nm particularly bound to :xlumg

ities; they fail 1o develop either regional
characteristics or separate identity. These ‘projests’
date from the end of World War 1l when in sourthern
California speculators or ‘operative’ builders
adapted mass production technigues to quickly build
many houses for the defense workers over-
concentrated there. This “California Method®
consisted simply of determining in advance the exact
amount and lengths of pieces of lumber and multi-
plying them by the number of standardized houses
to be built. A cutting yard was set up near the site of
the project to saw rough lumber into those sizes.
By mass buying, greater use of machines and factory

story house is usually called ‘colonial.” If it
consists of contiguous boxes with one slightly higher
elevation it is a ‘split level.’ Such stylistic
differentiation is adventitious to the basic structure
(with the possible exception of the split level
whose plan simpli fon on di i
ground levels). There is a recent trend toward
“two home homes” which are two boxes split by
adjoining walls and having separate entrances.
The left and right hand units are mirror
reproductions of cach other. Often sold as private
units are strings of apartment-like, quasi-discrete

cells formed by subdividing laterally an extended
rectangular parallelopiped into as many as ten of
twelve separate dwellings.

Developers usually build large groups of
individual homes sharing similar floor plans and

produced parts, assembly line standardization,
multiple units were casily fabricated

Each house in 2 development is a lightly
constructed ‘shell’ although this fact is often
concealed by fake ( half-stone ) brick walls. Shells
can be added or subtracted easily, The standard
unit is a box or a series of boxes, sometimes
contempiuously called ‘pill-boxes.’ When the box has
a sharply oblique roof it is called a Cape Cod.

When it is longer than wide it is a ‘ranch.” A two-

whose overall grouping possesses a discrete

flow plan. Regional shopping centers and industrial

parks are sometimes integrated as well into the

general scheme. Each development is sectioned into

blocked-out arcas containing a series of identical

or sequentially related types of houses all of which

have uniform or staggered set-backs and land plots.
The logic relating each sectioned part to the

entire plan follows a systematic plan. A development

contains a limited, set number of house models.

AHTS MAGATINE/ Ducrmber 1964-Lomuary 1767

For instance, Cape Coral, a Florida project, advertises eight different models:
TheSonata E The Prelode =
The Concerto F The Sercnade " E
-

'i\;

The Overture G The Nocturne
The Ballet H The Rhapsody

onwE>

.‘I

In addition, there is a choice of eight exterior colors:

1 White 6 Bamboo
2 Moonstone Grey 7 Coral Pink
3 Nickle 8 Colonial Red

4 Seafoum Green _ Moo
5 Lawn Green ey
As the color series usually varies independently

of the model series, a bock of eight houses utilizing
four models and four colors might have forty-eight

times forty-cight or 2,304 possible arrangements.

6

A given development might use, perhaps, four
of these possibilities as an arbitrary scheme for
different sectors; then select four from another
scheme which utilizes the remaining four unused
models and colors; then select four from another
scheme which utilizes all eight models and eight
colors; then four from another scheme which
utilizes a single model and all cight colors (or four or
two colors ) : and finally utilize that single scheme
for one model and one color. This serial logic might
follow consistently until, at the cdgcs itis
abruptly terminated by p i

apart from prior standards of ‘good” architecture.
They were not built to satisfy individual needs or
tastes. The owner is completely tangential to

the product’s completion. His home isn't really
possessable in the old sense; it wasn't designed 1o
*last for generations”; and outside of its immediate
*here and now” context it is useless, designed 1o
be thrown away. Both architecture and craftsman-
ship as values are subverted by the rkpemﬁeﬂce
on simplified and casily i of
f:nbnc ition and standardized modular pl:mn

(&

bowling alleys, -\hnppmg plazas. car hops, dlscm:nl
houses, lumber yards or factorics.

Although there is perhaps some aesthetic
precedence in the row houses which are indigenous
to many obder cities along the east coast, and
built with uniform fagades and set-backs early this
century, housing developments as an architectural
p seem peculiarly itous, They exist

ics such as mass production technology
and land use economics make the final decisions,
denying the architect his form=r ‘unique’ role.
Developments stand in an altercd relationship to
their environment. Designed to fill in ‘dead”
land areas, the houses needn't adapt to or attempt
to withstand Nature. There is no organic unity
connecting the land site and the home. Both are
without roots-separate parts in a larger,
pre-determined, synthetic order.

Each block of houses is a self-contained
sequence — there is no development — selected from
the possible acceptable arrangements. As an
example, if a section was to contain eight houses of
which four model types were to be used, any
of these permutational possibilities could be used:

AABBCCDD ABCDABCD

AABBDDCC ABDCABDC
AACCEBDD ACBDACBD
AACCDDEBR ACDBACDB
AADDCCEB ADBCADBC
AADDBBCC ADCBADCB

BBAACCDD BADCBADC
BBAADDCC BACDBACD
BBCCAADD BCADBCAD

BECCDDAA BCDABCDA
BBEDDAACC BDACBDAC
BBDDCCAA BDCABDCA

CCAABBDD CABDCABD
CCAADDEB CADBCADB
CCBBEDDAA CBADCBAD
CCEBAADD CBDACBEDA

CCDDAABB CDABCDAB
CCDDBBAA CDBACDBA
DDAABBCC DACBDACB
DDAACCEB DABCDABC
DDBBAACC DBACDBAC
DDBBCCAA DBCADBCA
DDCCAABB DCABDCAB
DDCCBBAA DCBADCBA

‘The eight color variables were equally
distributed among the house exteriors. The first
buyers were more likely to have obtained their first
choice in color. Family units had to make a
choice based on the available colors which also ook
account of both husband and wife's likes and
dislikes. Adult male and female color likes and
dislikes were compared in a survey of the

homeowners:
‘LIKE'
Female Male
Skyway Blue Skyway Blue
Lawn Gresn Colonial Red
Nickle Patio White
Colonial Red Yellow Chiffon
Yellow Chiffon Lawn Green
Patio White Nickle
Moonstone Grey Fawn
Fawn Moonstone Grey
‘DISLIKE"
Female Male
Patio White Lawn Green
Fawn Colonial Red
Colonial Red P itio White
Grey Grey
Yellow Chiffon Fawn
Lawn Green Yellow Chiffon
Skyway Blue Nickle
Nickle Skyway Blue
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® REE BRI FET
® PERFORMER | AUDIENCE | MIRROR

BEIRERREAREK

Single channel black and white video with sound
1975

© - BEEE _ hEFEmRM

© Dan Graham _ Courtesy Lisson Gallery
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Recorded at Video Free America in San Francisco, this work is a phenomenological inquiry into the audience/
performer relationship and the notion of subjectivity/objectivity. Graham stands in front of a mirrored wall
facing a seated audience; he describes the audience’s movements and what they signify. He then turns and
describes himself and the audience in the mirror. Graham writes: “Through the use of the mirror the audience
is able to instantaneously perceive itself as a public mass (as a unity), offsetting its definition by the performer
(’s discourse). The audience sees itself reflected by the mirror instantly while the performer’s comments are
slightly delayed. First, a person in the audience sees himself ‘objectively’ (‘subjectively’) perceived by himself,
next he hears himself described ‘objectively’ (‘subjectively’) in terms of the performer’s perception.”
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® FIMASAIRR
® VIDEO PROJECTION OUTSIDE HOME

BEER, E®AMTER

Architectural model, painted wood and plastic

22.9 x 50.8 x 77.2 cm

1978

B g - 8%

Photography: Gustavo Murillo
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© Dan Graham _ Courtesy of the artist and Greene Naftali, New York
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1996 FEEARBEXEMMEEECHBH—FAAEEERR.

A large advert video projection screen is placed on the front lawn, facing pedestrians on the sidewalk. It shoes
an image of whatever TV program is being watched by the family on their TV set inside the house. When the TV
set is off the video projection is off, when the channels are being changed, this is seen on the enlarged public
screen outside the house. This project was realised at a private home in Santa Barbara, CA, USA, in 1996.

—10
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® ZFMNEERS LE
® KIDS PLAYING IN PLAYGROUND IN FRONT

| RE R
I Cibachrome

| 130.5x160.5 cm

| 1984

| ©of - HERESE_ hEREmEL
|

© Dan Graham _ Courtesy Lisson Gallery

ESRRBAZHECE 1984 FEZKMRITEHAEN. RAHRORABMNANSZENRERB G PiRNGELE. #EEE
B RALESRIF — R AR B A BRIRIT A

This sequence of three photographs was realised in 1984 on a road trip Dan Graham took in England. They
were shop on a typical stopover gas station somewhere between London and Birmingham. Graham wanted to
illustrate and highway lifestyle clichés.
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@ ERILMIEM
® ROCK MY RELIGION

EBIEERR, 559278, BATEE, ARE

Single channel video tape 55:27 minutes, black and white and colour, stereo sound
1982-1984

© I - IXTEB _ i1 EAI E4THEEIRE

© Dan Graham _ Courtesy Electronic Arts Intermix
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Rock My Religion is a provocative thesis on the relation between religion and rock music in contemporary
culture. Graham formulates a history that begins with the Shakers, an early religious community who practiced
self-denial and ecstatic trance dances. With the “reeling and rocking” of religious revivals as his point of
departure, Graham analyses the emergence of rock music as religion with the teenage consumer in the isolated
suburban milieu of the 1950s, locating rock’s sexual and ideological context in post-World War Il America. The
music and philosophies of Patti Smith, who made explicit the trope that rock is religion, are his focus. This
complex collage of text, film footage and performance forms a compelling theoretical essay on the ideological
codes and historical contexts that inform the cultural phenomenon of rock ‘n’ roll music.

Major Funding | Modern Museet, Stockholm, Sweden. Other Funding: NYSCA, CAPS Grant, Women’s Interart Centre, New York. Rough Editing: Nova Scotia College of Art and Design, Halifax, Nova
Scotia; Young Filmmakers, New York. Post-Production: Electronic Arts Intermix, New York City; Charles Street Video, Toronto, C: S Video Facility, New York City. Sound: Wharton
Tiers, lan Murray. Editors: Matt Danowski, Derek Graham, lan Murray, Tony Oursler. Music composed for“Rock My Religion”: Glenn Branca,“Theme for a Drive Through Suburbia”; Sonic Youth,“Shaking

Hell” & “Brother James. Narrators: Johanna Cypis, Dan Graham. Special Effects: lan Murray. Audio Editing: lan Murray. Editing Assistance: Tony Oursler. Important Ideas: Kim Gordon, Kirstin Lovejoy,
Thurston Moore. Special Thanks: lan Murray. Co-Production: Dan Graham and the Moderna Museet, 1983-84.
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® AEHE 30U LERHA
® DON’T TRUST ANYONE OVER 30

| $%{%, 359 57 &

I Video 35:57 minutes

| 2004

| ©f - #EESE_mEREmE
I

© Dan Graham _ Courtesy Lisson Gallery
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Don't Trust Anyone Over 30 was originally presented as a live “rock ‘n roll” puppet show conceived and written
by Dan Graham. The play is set in the late ’60s to early ’70s period when the “hippie” tribes moved their “counter
culture” to settlements to the bucolic “wilderness” of the countryside. Originally conceived as a puppet show,
like “The Muppets,” for entertainment of former hippie fathers or grandfathers to see as a historical recreation
by their children or grandchildren. For the production, Graham has used a sampling of some of his favourite
music by Neil Young, The Seeds, Tommy James and the Shondells. The rock group Japanther was commissioned
to perform as part of the staging of the original work. The satiric entertainment play continues Dan Graham’s
cultural analysis of the ’60s, which began with his 1981 video Rock My Religion.
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® EHIZTEHEE;
Eﬁ%ﬂﬁﬁ%*m 1986-05
® DEATH BY CHOCOLATE;

WEST EDMONTON SHOPPING MALL 1986-05

EiRiRR, 8ol

Single channel video tape 8 minutes
2005

© f - ' TIEIS _ B EAI EFTHEEIRE

© Dan Graham _ Courtesy Electronic Arts Intermix
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Produced by Graham at the Banff Centre in Canada, Death by Chocolate; West Edmonton Mall draws on nearly
twenty years’ worth of footage shot in the bizarre yet familiar arena of the shopping mall. The resulting work
provides a coldly beautiful view of mall culture: its architecture, its consumer public and its unique aesthetic
world. This work also provides a corollary to Graham’s own prodigious writings and projects on the public
spaces of corporate capitalism.

S d C : Jen Hutton. Dedicated to robin the cat circa 2004.

] 18

A video by Dan Graham. Produced at the Banff Centre. Camera, Co-editor: Layda G
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® fE LSR5 IR AY & M1 5 Bl
® 2-WAY MIRROR CYLINDER BISECTED

BY PERFORATED STAINLESS STEEL

ASESA, WILMIR, EmHE

Stainless steel, perforated steel and 2-way mirror
7= Height 230 cm, H{E Diameter 520 cm
2011-2012

BY. 5 Ehg

Photography: Ken Adlard

©Ff - REEE_mEREmIM

© Dan Graham _ Courtesy Lisson Gallery
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CHRFbENABENERTR, i A HBREA X ESINMABE. ESHRH THE: ER—EHEMARERDXHFRTEM.

Dan Graham’s work primarily focuses on the notion of time, spectatorship and the phenomenology of viewing,
questioning the psychological effects of architecture on the spectator. Graham has deployed a variety of media
in order to pursue his investigations, ultimately questioning Guy Debord’s “society of the spectacle”: a society
obsessed with the media, often mimicking the same interpersonal dynamics that can be found in a TV reality
show. Graham’s 2-Way Mirror Cylinder Bisected By Perforated Stainless Steel (2011-2012) is an outdoor pavilion
designed by the artist with the intention of playing with the viewers’ perception and understanding of both inner
and outer space. The design of the pavilions, and the two-way mirrors within them, create unexpected reflections
and explore the voyeuristic act of simultaneously watching oneself and being able to watch others. They also
question how we move and operate in the public sphere: a dimension that both alienates and seduces us.

B — 20 S S 21
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® 3% R BRGNSt
® DESIGN FOR SHOWING VIDEOS

RAWEE, AEHE

Reflective glass, stainless steel

236.2 x 576.6 x 718.8 cm

2014

Y. fG% 28H

Photography: Jason Mandella

©f - BRI _ ABWNRMALHEH - MRIEFEFIERRMH

© Dan Graham _ Courtesy of the artist and Greene Naftali, New York

(SRBREMERET) (2014) BR—HhERRAMFBBEHAPERXPIOILRRE, EAGKSHGESTRE. BRER,
ARE—RIHFEROAS. MIERR, “Z” PRSI ERVEZAE N F R @RS RS KRS S0,
BEEM R MREEDFRERNERRHOREG . EHEREATENRAMETRHPORIRT B CHORE,

Design for Showing Rock Videos (2014) is an architecturally scaled optical device made of reflective glass and
stainless steel. The structure, itself a meeting place for visual and auditory saturation, also creates a series
of unexpected optical and physical experiences. The porousness of the piece’s zig-zagging metal form and
the semi-reflective surface of the opposing glass curve create a constantly shifting landscape that refracts its
changing environment as passers-by come and go. This emphasis on the situation of the spectator is central to

the artist’s practice.

“. II“
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® ZE AEKFMHRE
® MODEL INFLUENCED BY MOON WINDOWS

BAWE, ¥mE, 5, BAWR, ERAR

Clear glass, 2-way mirror glass, aluminium, plywood and acrylic
92.5 x 124.8 x 124.8 cm

1989-2017

©f - BBERE _ hEHEmMRM

© Dan Graham _ Courtesy Lisson Gallery
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Chinese garden pavilions employed circular openings to frame a perspective of the next walled section of the
garden. The moon window or moon gate represented heaven; dialectically contrasting with the rectangular wall
it pierced, which was symbolic of earth. In Model Influenced by Moon Windows, the centre of the composition
is an image of the spectator themselves. Depending on the overhead light conditions, the half-transparent/half-
mirrored two-way mirror walls show the superimposition of the surrounding environment.

- - 24
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tHEREERRE. BiE. Th. KB, 2R BYNEES, LEERTHEAT
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o, tefRERdeSERERSRDE, RANEBBREFRABRIBERHEL,

A - EBEE 1942 FHERFFEGM SHUNAT, BEBRRIEREANH, thBE
XERZBMNTRHEREME (2016) ; RETHRHEHBEIRR (2015) ; EE
RENHMENRENE (2014) ; REBMAGEHNE (2011) ; BFEAMERER
il (2010) ; EEBEEWERENE (2009) ; EXFME, BEAXIREER
EHEE (2006 ) ; BETEAEZRGIBRBEHEME (2001 £) ; ZEFFHRK
BHEE (1997 ) ; WMREAZERMALF B HEME (1993 ) ; IWHIAWREHE (1983)
MEEETMFALNEERGS (1981 ) SHBRMNER, HEEBY XK S XN+
EWENR(1972,1977,1982,1992 711997 ), M Fi RHTEE R LR HiBIES( 1976,
2003 12005 ) , M YREHFRUEEEREFELSKE (1992) , ZHHEBEELHE
(2001 ) fEALHEBEEFE X LR (2010) FHE,

DAN GRAHAM

For fifty years, Dan Graham has traced the symbiosis between architectural
environments and their inhabitants. With a practice that encompasses
curating, writing, performance, installation, video, photography and
architecture, his analytical bent first came to attention with Homes for
America (1966-67), a sequence of photos of suburban development in New
Jersey, USA, accompanied by a text charting the economics of land use
and the obsolescence of architecture and craftsmanship. Graham’s critical
engagement manifests most alluringly in the glass and mirrored pavilions,
which he has designed since the late 1970s and which have been realised
in sites all over the world. These instruments of reflection - visual and
cognitive - highlight the voyeuristic elements of design in the built world;
poised between sculpture and architecture, they glean a sparseness from
1960s Minimalism, redolent of Graham’s emergence in New York in the 1960s
alongside Sol Le Witt, Donald Judd and Robert Smithson. Graham himself
has described his work and its various manifestations as ‘geometric forms
inhabited and activated by the presence of the viewer, [producing] a sense
of uneasiness and psychological alienation through a constant play between
feelings of inclusion and exclusion.’ The pavilions draw attention to buildings
as instruments of expression, psychological strongholds, markers of social
change and prisms through which we view others and ourselves.

Dan Graham was born in Urbana, lllinois, USA in 1942 and lives and works in
New York, USA. He has had solo exhibitions at ETH Zurich, Switzerland (2015);
Turner Contemporary, Margate, UK (2014); Kunstmuseum Sankt Gallen, St
Gallen, Switzerland (2011); Center for Contemporary Art, Kitakyushu, Japan
(2010); Museum of Contemporary Art, Los Angeles, USA (2009); Castello di
Rivoli Museo d’Arte Contemporanea, Turin, Italy (2006); Museu Serralves,
Porto, Portugal (2001); Museum of Modern Art, Oxford, UK (1997); Van
Abbemuseum, Eindhoven, The Netherlands (1993); Kunsthalle Berne, Bern,
Switzerland (1983); and the Renaissance Society, University of Chicago,
Chicago, IL, USA (1981). He has participated in dOCUMENTA 5, 6, 7, 9 and 10,
Kassel, Germany (1972, 1977, 1982, 1992, 1997) and shown work at the Venice
Biennale, Italy (1976, 2003, 2005). Among numerous awards he received the
Coutts Contemporary Art Foundation Award, Zurich, Switzerland (1992), the
French Vermeil Medal, Paris, France (2001) and was honoured by the American
Academy of Arts and Letters, New York, USA in 2010.
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2017411 A7HI[iB=]116:00
Tuesday, November 7, 2017 16:00

BAtERERI OPENING HOURS
°

E4F: 5A1RH-9A30H

B=FiBA 10:00-18:00 [17:30 It EE ]

Summer Days: 1 May 2017 to 30 September 2017
Tuesday to Sunday 10:00 - 18:00 [ Last entry at 17:30 ]

£485: 10A1H-X¥4A30AR

E—FiBA 10:00-17:30[17:00 {Z1t &£ E ]

Winter Days: 1 October 2017 to 30 April 2018
Tuesday to Sunday 10:00 - 17:30 [ Last entry at 17:00 ]

Huyt ADDRESS
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Red Brick Art Museum, Shunbai Road, Chaoyang District, Beijing

+ 86 10 8457 6669
pr@redbrickartmuseum.org
www.redbrickartmuseum.org

% BY SUBWAY

°

15 FEBRE B O

Line 15 - Maquanying Station, Exit B

A3 BY BUS

([ ]

944 BRI & ATk

944 - Hegezhuang Stop

988 B & TALRaT O 4

988 - Xiangjiang North Rd. Xikou Stop

H¥% BY CAR
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Take the Airport Expressway to the Beigao exit. After passing through the toll gate, bear right and join
the road to Shunyi, called Jingmi Road. At the first traffic light, turn left onto Laiguangying East Road.

At the third traffic light, turn right onto Maquanying West Road. At the end of the road turn left onto
Shunbai Road. The Museum is on the right hand side of the road.
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