














Creating Exhibits that Expand the Imagination

British designer James Gardner and his
colleague, Caroline Heller, take a slightly
different approach:

Novelty, charm, ingenuity, movement, people
doing things, tricks and mystery, something
really big and clever, these are the ingredients of
successful display. Attention once captured
may be stimulated and directed, but it is a
mistake to think that you can ever start at a
“higher level” and assume the concentration of
the most specialized public. Captured in an
honest moment even...the people who might be
expected to visit exhibitions with the most
earnest professional conscientiousness...will
confess to twinges of boredom.

In a survey conducted in 1988, the
Association of Science-Technology Centers
asked its members to identify factors that
contribute to the success of science center
exhibits, and they organized responses into
the following categories, beginning with the
most frequently cited:

1. participatory 10. sound and movement
2. visually appealing 11. quality of objectives
3. informative 12. surprising

4. relevant 13. challenging

5. the real thing 14. unusual

6. inherent appeal 15. practical

7. alive 16. for all ages

8. richness (variety) 17. staffed with people

9. fun

Measuring success of exhibits is complex and
difficult to define. Selection of media is an
important component but must be considered
in the context of the total visitor experience.

Humility is probably an exhibit designers
greatest ally. We need to be clear and simple,
while avoiding the simplistic. We must
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provide variety in media to allow visitors to
select their own experiences.

Media selection cannot be viewed as simple
technological choices. The best computer
simulation on the finest screen will be
ineffective if it is an inappropriate choice in
the first place.

Studies consistently show that people will not
read extensive text or invest time or energy in
understanding exhibits unless there is a high
expectation of reward. Sharpe (1982)
described this as the Fraction of Selection:

Fraction of = Expectation of Reward
Selection ~ Degree of Effort Required

To increase the Fraction of Selection:
Increase Expectation of Reward and Decrease
Effort.

This simple formula can be a touchstone to
remind us that people are primarily seeking
experiences. We should attempt to provide
diverse opportunities for them to interact
with exhibits that teach and involve them in a
variety of ways.
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Visitors are seeking an experience.



Choosing Media

Media Options

A story can be told in many different ways.
When choosing media for your interpretive
site, consider the mission of your agency or
organization, the audience who will be
experiencing the media, and the significant
stories you wish to tell. Every type of media
has distinct advantages and disadvantages.
Be sure to consider all options and evaluate
how each might add or detract from the
interpretive story.

The National Park Service’s Harpers Ferry
Center in West Virginia has been assisting
field interpreters with media projects since
1970. Their guide to “Interpretive Media
Selection” has been included in the appendix.

Models

Models solve the problem of showing things
in three dimensions that in their original form
are too small, too large, or impossible to use
for some other reason. They include
everything from mounted animal specimens
to replicas and can be faithful
representations, stylized reproductions (e.g., a
generalized cell) or abstract constructions
(e.g., a molecular structure).

Mounted animals can be very close to the “real
thing.” Nevertheless, the specimens have to
be modeled and this permits considerable
room for interpretation by the taxidermist.
Thus a pose can be set up to make a
particular teaching point about behavior, or
to emphasize a particular feature such as
wing span.

Dioramas (including period rooms and habitat
groups) seem to have represented something
of a problem over the years. It has been
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An oversized
monarch
chrysalis
model invites
exploration.

suggested that objects can be better
supported by audio-visual material and that
dioramas are just one form of display among
many, neither better nor worse. It all
depends upon what effect is required. An
audio-visual may be an appropriate means of
supplying some context for an object (e.g.,
explaining its function), but it may not be
appropriate if a simpler point is to be made.

Invented by Daguerre in 1822, dioramas,
from the Greek dia (=through) and orama
(=scene, view), originally denoted a backlit
photograph. Later, in order to enhance the
effect of reality, objects were placed in front of
the picture. If a single object allows an
identification to be made and a group of
objects permit a classification, then the
diorama provides a context for objects. In
educational terms, a diorama has the
advantage of combining events that might
not all happen at the same time, e.g., in a
series of food chains.



Creating Exhibits that Expand the Imagination

An effective diorama draws visitors into the “reality”

of a different place or time. This diorama

incorporates models (African tribe, grasses, rock), mounts (lion), replicas (spear and shield), and murals.

Replicas can be used to replace “real things”
where they are too fragile or too valuable to
be displayed.

Animatronics and robotics, models of animals
and people that move, can be attractive and
memorable. Studies indicate that learning
occurs best when graphics are used to
reinforce audio messages. The moving
models provoke attention, but require
thoughtful supplemental messages.

Holograms, the novelty of a scene or object
that changes as a viewer moves past, is
attention getting. Movement can be shown
without using moving parts that are subject
to breakdown. This is a good media when
space is limited, but does require special
lighting and requires optimum viewing
angles and distance that can make it
inaccessible fro some visitors, like small
children, etc.
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Participatory Devices

People value involvement. Interacting
physically with exhibits can improve the
quality of a visitor’s response. Users of
participatory exhibits interact first and read
when all else fails. The amount of time spent
at an exhibit is often related to its
participatory potential. Puzzle tables and
computer terminals hold visitors for
significantly longer periods of time than most
other media. Shettel (1973) noted that “active
participation heightens the acquisition and
retention of information.” By adding various
devices to participatory exhibits Screven
(1974a, 1974b, 1975) found improved visitor
learning.

Some devices can have totally negative effects
if they encourage trivial activities that make
no intellectual demands on the user and
provide no feedback. Unfamiliar interactive
devices can be intimidating, so it helps to tell
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Participatory
devices, like
this pull-out
map, can
make exhibits
more attractive
to visitors and
facilitate
retention of
information.

Choosing Media

Oregon Dunes National Recreation Area

the visitors what the machine does and how
it is likely to respond. Some machines do not
appear at first sight to have any logical
connection with the subject of the exhibition,
so it is important to ensure that the visitor
knows why he is playing the game or using
the machine.

Exhibit developers commonly forget the
perceptual and physical limits of the human
body. Things should not be placed too high
or too low, as physical effort distracts and
reduces concentration. Instructions should
not be placed so they become obscured by the
visitor while operating a device.

Computer Interactives

Computer exhibits are now common in
nature centers, visitor centers, zoos, and
museums. They are popular with visitors,
have long holding power, and are effective in
teaching complex concepts. Additionally,
they allow visitors to choose their own
“path.”

On the negative side, computers can
intimidate some visitors and can frustrate
people when they break down.

To insure that your expensive investment will
engage visitors consider the following simple
tips:

¢ Avoid lengthy introductions or steps;
people want a “payoft” quickly.

¢ Computer should respond quickly.

* Make “start-over” option available.

* Have easy, intuitive instructions.

¢ Keep text simple!

¢ Provide seating.

¢ Touch screen interface works well;
visitors feel comfortable with it.

* Use external speakers (e.g., parabolic
speakers, handsets).

¢ Large overhead monitor or projection
screen allows others to share in
experience.

A computer interactive can tell a complex story
not easily accomplished with other media. Visitors
choose their path of discovery.
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Audio-Visual Presentations

Audio-visual presentations on video
monitors or screens add color and motion to
an exhibit hall, characteristics that attract
visitors (Peart 1985, Miles et al 1988, Screven
1986). When deciding to use video, you must
keep in mind that visitors seldom attend an
audio-visual presentation for longer than
three minutes (Beer 1987, Miles 1989); even
less in a complex environment where many
exhibits compete for visitors” attention. You
can increase viewing time by offering seating;
visitors take advantage of the place to rest.
Otherwise, plan to get your message across in
three minutes or less.

Acoustics are always a potential problem
with an audiovisual presentation. Ambient
noise, including talking, can make narrations
unintelligible. Also, if you have more than
one audio source projecting into the same
space, they tend to interfere with each other,
making all difficult to understand. Parabolic
speakers, which hang from the ceiling and
focus sound downward, and acoustic barriers
that isolate audio sources can help. Handsets
or headphones are even more effective but
limit the number of people who can listen at
once. Subtitles, or captions, are helpful to all
visitors and are especially important to
visitors who cannot hear well.

Interactive v.s. Participatory Exhibits

More and more exhibitions contain some type
of participatory or interactive component.
“Interactive” has been used interchangeably
with “participatory” and “hands-on,” often
with great confusion. Interactivity is
reciprocal. The visitor acts upon the exhibit,
and the exhibit does something that acts
upon the visitor. “Hands-on,” or putting
one’s hands on something, is different. Just
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Glecoe Exhibition, Scotland

A unique
vertical screen
video is ideal
for interpreting
rock climbing.

because someone can touch something
doesn’t mean it’s an interactive experience,
and conversely, touching isn’t always
necessary for interaction to take place. A
voice modulator, for example, is highly
interactive without ever having to be
touched.

“Participatory” implies that people
participate in some way in an exhibit
environment. Flip labels are participatory
devices (they also are hands-on) since people
must participate in order to see the whole
label.

Participatory defines the visitor in
relation to the exhibit (the visitor
participates in the exhibit).

Interactive puts emphasis on the exhibits
ability to relate to visitor input, to
reciprocate.



Choosing Media

Interactive exhibits are those in which visitors
can conduct activities, gather evidence, select
options, form conclusions, test skills, provide
input, and actually alter a situation based on
input. People enjoy participation for reasons
that go way beyond acquiring and retaining
information. Participation and interaction
personalize the exhibition environment for
visitors. While fatigue increases when people
maintain a static posture, interactivity attracts
people, engages them, and wakes them up.

Planning for Interactivity

Participatory and interactive exhibits range
from simple activities (such as moving
something aside to see what is behind it) to
complex computer programs. Some involve
basic search-and-find skills, while others
require creative problem solving and
experimentation. Not all ideas translate well
into interactive elements - the best ideas
demonstrate phenomena; provide activities in

which people can compare and contrast; or
show change and illustrate processes. The
activity itself should reinforce the exhibit
concept - an essential element of good
interactive exhibits that is difficult to achieve.
It is important to design simply, with clear
directions, precise activities, and
understandable results. People won't spend
much time trying to figure out how to use or
operate something.

Interactive exhibits require a maintenance
staff to keep them going, no matter how well
they are designed and built. Anything that
moves in an exhibit requires more
maintenance and care than inanimate
exhibits, and the more moving parts, the
greater the possibility of breakdown (of the
exhibit and of the people responsible for
maintaining it). For this reason, interactive
exhibits should be designed as sturdily as
possible, inspected regularly, and repaired as
soon as parts deteriorate, rather than after the
unit breaks down.

Several
participatory and
interactive
components
encourage
exploration by
visitors at the
Cairn Gorm
Visitor Center in
Scotland.
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Balancing the Media

Dr. Gabriel Cherem (1979) developed a
matrix for classifying exhibits according to
visitor involvement and interaction.
Classifying exhibits makes it easier to detect

communication or delivery imbalances. It is

1.

best to have a variety of exhibit types, and
not allow any one type to dominate the
others. Variety maintains interest and
appeals to the widest range of visitors.

Cherem’s Exhibit Communication Mode Matrix

Exhibit Mode

Motion Inert
o Active- Active-
% 5 Motion Inert
<
o) 2a
= 1
®
= i .
o £ Passive- Passive-
= ﬁ Motion Inert
o 2b 3

Motion-Active Mode
Example: Visitor turns crank to spin a fan which blows a
model “iceberg” across “Portage Lake.”

. Inert-Active Mode

Example: Visitors can touch glacial striations on a stone.
Accompanying text interprets.

. Motion-Passive Mode

Example: Model glacier moves on its own - visitor watches.

Inert-Passive Mode

Example: A visitor looks at a flatwork exhibit of Alaskan
glaciers behind glass which includes maps, photos, and
text.

Highest intrinsic
interest

Least interpretive
technique required

Lowest intrinsic
interest

Least interpretive
technique required
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A 1991 study by Korenic and Young at the
“Rain Forest” exhibit of the Milwaukee
Public Museum reveals more specifically the
types and factors of exhibits found to be
successful. Their findings showed that the
most attractive exhibits “were in direct sight
lines; utilized diorama techniques; or
included flips or oculars or objects unusual in
size, colors, or variety.” “The least attractive
were those (1) opposite a highly attractive
unit or (2) in an area where the path
bifurcates, and (3) those having a great deal
of text in relation to objects.” A correlation
was also established between exhibit type
and age of interested viewer. Manipulative
exhibits (push-button and flips) attracted all
ages. Ages 9 to 19 were more attracted to

oculars than others. Ages 60 and older were
more attracted to walkway units containing
objects and labels than other age groups.
Dioramas appealed to all age groups.
However, as Shettel (1973) noted, regardless
of exhibit type, an exhibit must attract and
maintain attention and be informative to be
educationally effective.

Many exhibit examples of the four
different modes can be found in
Interpretive Centers: The History, Design,
and Development of Nature and Visitor
Centers by Gross and Zimmerman on
pages 165-183.

The “Rain Forest” exhibition at the Milwaukee Public Museum in Wisconsin incorporates exhibits of all
four exhibit communication mode types.
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Exhibit Labels

Labels are composed of text that describe or
interpret exhibit components. Today, most
labels also include graphics that visually
interpret aspects of the exhibit. Labels
establish a conversational relationship
between the visitor and the exhibit. Effective
labels do more than just provide facts; they
provide meaningful connections to an object
or artifact that might otherwise be ignored.
Labels supplement and complement other
exhibit media, and provide instructions on
how to operate an exhibit.

Do Visitors Read Exhibit Labels?

HOME SWEET Hop
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Labels can be used in conjunction with graphics to
connect visitors to the different exhibit
components; in this case, a model beaver lodge.

Falk, John and Lynn Dierking (1994). The Museum Experience.

It has become one of the axioms of the museum world that visitors do not read labels. This is definitely not
true. All visitors capable of reading, read some labels; no visitor reads all labels.

A great deal of research concludes that visitors spend, on average, only a few seconds reading a particular label.
Because most labels cannot be read in a few seconds, it is usually concluded that the average visitor does not
read labels. By and large, this conclusion was reached by watching visitors in front of exhibits and noting
whether they read the labels or not. More than 90 percent of the visitors did not even bother to read the label at
all; at best, they glanced at it for a couple of seconds. A few visitors actually read the entire label. When the
total time all visitors spent reading labels was summed and divided by the total number of visitors, the average
reading time per label was in the range of ten seconds or less. Although these results suggest that visitors do
not spend much time reading labels, there may be another interpretation.

Research in which visitors were followed during the entire course of the visit from entrance to exit, indicates
that virtually all visitors read some labels, but no visitor reads all labels. It also suggests that most label
reading happens in the first twenty to thirty minutes of the visit.

McManus has also pointed out that reading behavior is an extremely difficult human behavior to observe. Her
data show that visitors who appeared not to be reading, or who did not have full attention and eyes fixed on
text, actually included in their conversations verbatim segments of exhibit texts or paraphrases of the texts. She
concluded, after reanalyzing her data, that more than eight out of ten groups of visitors studied had read the

label texts at exhibits.
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Increase the “Fraction of
Selection” with Labels

The fall, 1989 issue of Visitor Behavior,
summarized research on effective labels:

Exhibit Labels

Cable Natural History Museum, WI

Empirical Observation

Explanation

Short labels are read more than long
labels.

Perceived effort to read long labels over-
powers the perceived benefit.

High density of labels results in lower
probability of reading.

High concentration makes detection of
individual labels difficult.

Better contrast results in increased
reading.

If labels and letters blend into the
background, they are difficult to detect.

Labels placed high on the vertical plane
are read less often.

Visitors are less likely to perceive labels
not in their line of site.

Labels with large letters are more likely to
be read than labels with small letters.

Large letters help visitors detect labels
from the visual “noise” of the other
exhibit media.

Type faces that are unusual or difficult to
read will be read less often.

Typography can influence the fraction of
selection by increasing or decreasing
effort.

Larger label backgrounds (white space)
increase reading.

Large label backgrounds help visitors
detect labels from the visual “noise.”

Content of labels influences reading.

Topics easily understood or of personal
interest are more likely to be read.

Labels which supplement and amplify
media such as sound, movement,
manipulative stimuli, diagrams, and
objects are more likely to be read.

Most visitors prefer visual, auditory, and
kinesthetic communications and will
read as a last resort.

Labels placed away from circulation flow
or adjacent to the exhibit are seldom read.

Labels which have no apparent
relationship to an exhibit are not selected
for reading.
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Suggestions for Improving Labels

¢ Labels must adhere to the topic of the
exhibit.

* Labels must not assume prior
knowledge or experience.

¢ Labels must be readable (short
sentences, short paragraphs, active
verbs, concrete nouns).

¢ Labels must be concise.

¢ Labels must be written in an
appropriate conversational and social
tone.

¢ Labels should be stated in the positive
rather than the negative (state was is
rather than what is not).

¢ Labels should be personalized with
stories, metaphors, and analogies.

Tarbat Discovery Centre, Scotland

Successful labels are concise and directly
interpret the exhibit. Light text on a dark
background, however, should be avoided.
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Avoid creating a “book on a wall” with labels.
Exhibit labels should be concise and readable.

¢ Technical information should be
explained in layperson’s terms.

¢ Other means of communication (e.g.,
pictures, objects, drawings) should be
considered before resorting to labels.

¢ The entire exhibit, including labels, must
communicate to the diverse visitor (see
Universal Accessibility).

¢ Use familiar serif and sanserif typefaces
(Helvetica is the most legible typeface).

* Use type sizes of at least 18 point with
24 point even better.

¢ Use dark letters on a light background.

¢ Never print labels on clear glass.

¢ Labels should be typeset and screened
or printed to improve resolution and
“professional” quality.
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Exhibit Labels

Example from Begich, Boggs
Visitor Center, Alaska

The Begich, Boggs Visitor Center was built to
interpret Portage Glacier to hundreds of
thousands of Alaska tourists. One of the
most popular exhibits in the visitor center
was a chunk of actual glacial ice that people
could touch.

The exhibit served as the focal point of the
visitor center, standing in front of an ice People of all ages and types touch the ice, but
tunnel that led to the main exhibit hall. how many read the label?

Below is a copy of the exhibit label that hung
on a wall behind the ice chunk. How could
this label be improved? This exhibit and
label are no longer at the visitor center—the
exhibit hall has since been renovated.

& "
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Glacial Ice Exhibit Label 5

This Portage Lake iceberg began as snow and was ek b

compressed into glacial ice. After piling up for ten o
years, the snow became ice—a part of the glacier. In

that form, it traveled about five miles (eight

kilometers) from its source before breaking away—or

“calving”—from the face of Portage Glacier to float as an iceberg.

This particular fragment of Portage Glacier began its journey, as snow,
about 50 years ago. Snow from the same storms that created this piece of
glacial ice may well have been shoveled by workers on the Alaska
Railroad line between Seward and Anchorage in the 1930’s.

This sample weighs about 57 pounds per cubic foot (0.9 kilograms/liter).
A block of ice three feet by three feet by three feet weighs nearly as much
as a small automobile.

As long as Portage Glacier flows down into the lake, icebergs will calve Consider the size of the Ial?e/ and
from its face. Scientists predict that, until 2020, the glacier will continue to text, the location, the wording, the
retreat by melting and breaking off. At that time, when Portage Glacier appearance, the Cf)n_tr as_t, and the
has retreated to the far end of Portage Lake, the glacier is expected to halt potential for descriptive images

its retreat and slowly begin advancing again into the lake. and illustrations.
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Logan Canyon National Scenic Byway, Utah

Seven Ways to an Effective
Interpretive Message

When developing exhibit labels, interpretive
panels, and other types of media, these
simple steps can help keep your message
fresh, short, and involving.

The best interpretive panels and labels
communicate visually, reveal meanings, and
connect with people on a personal level.

1. Communicate visually. Use photos and drawings to help
tell the story.

2. Graphics should do more than duplicate what can be seen
at the site. They should reveal hidden meanings and ideas.

3. Use a message pyramid: develop a descending order of
message importance. This can be expressed as the 3-30-3
rule. Visitors can receive a message in 3 seconds, 30
seconds, or 3 minutes.

4. Keep the message short. Use short sentences and
paragraphs.

5. Create imagery with concrete nouns and active verbs.
Avoid adjectives and adverbs.

6. Relate to the visitor’s experience. Use personal pronouns,
personal language, and familiar terms. Illustrate with
metaphors, analogies, quotes, questions, and real examples.

7. Provide for multi-sensory involvement. Use digital audio

repeaters and participatory devices. This may include
tactiles, models, and relief maps.
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Circulation and Traffic Flow

Circulation and Traffic
Flow

Visitors should feel free to pick and choose
what they want to see. Therefore, “linear
sequencing of topics is sometimes necessary
to present hierarchical ideas that depend on
one another, but enforcing specific routes
should be used with caution” (Screven, 1986).

Traffic flow is also affected by the type of
exhibits used and the amount of time visitors
spend at each exhibit. Research on the time
visitors spend viewing exhibits can help
determine appropriate exhibit types to
improve traffic flow. Several authors have
found that visitors view exhibits on the
average of 30 to 45 seconds (Cone, Kendall,
1978; Linn, 1976; Neal, 1969).

By incorporating interactive exhibits, visitor
viewing time is increased, which may
positively impact on visitor learning, but the
rate of traffic flow may be slowed. Stephan
de Borhegyi (1963) has developed a set of
guidelines concerning the type of exhibit and
the rate of traffic flow:

* Areas of constant crowd flow should
have terse, repetitive exhibits that can be
quickly understood by the viewers.
Such displays are most useful when
they include limited introductory
material desirable for all visitors.

* Areas of crowd stoppage, in addition to
displays of a general nature, should
have a few exhibits of a conceptual
nature which can be absorbed and
enjoyed unhurriedly while the visitor
waits his turn to move on. Both types of
exhibits need to be geared to the
educational level of a general audience.
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¢ Areas of variable crowd flow should
allow the visitor to choose among
simple and complex exhibits. Displays
here need a single, easily read sentence
covering the over-all theme of the
display, a lead paragraph or image
which communicates the main idea,
intermixed with more complex exhibits
with longer statements which can be
studied at leisure by the more interested
visitors.

Planning an appropriate circulation pattern is
necessary to accommodate anticipated areas
of congestion. In planning for circulation, the
Royal Ontario Museum (1976) has noted
several tendencies of North American
visitors.

1.

Planning for visitor
circulation through a
space is an
important part of
exhibit development.

. Upon entry to

There is a general tendency for visitors to
move through a gallery slowly at first and
then gradually more quickly; when the
exit sign comes into view they tend to
move even more quickly directly towards
the sign and out.

Northern Great Lakes Visitor Center, WI

an exhibit or
hall, visitors
turn to the
right.
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Lehmbruck (1974) suggests five circulation
patterns; arterial, comb, chain, star (or fan),
and block.

Arterial: The main path is continuous and no
options exist for the visitor; the path can be
virtually any shape. This type of pattern can
be used where the presentation of material is
dependent upon a fixed sequence. The major
limitation is the rigidity which confronts the
visitor.

Comb: There is a main circulation path with
optional alcoves.

Chain: The main path is generously
continuous and leads to a series of self-
contained units.
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Circulation and Traffic Flow

Star or Fan: A series of alternatives from a
central area.

Block: Unconstrained, allowing the visitor to
be as random or self-directed as desired.

-
---_____l.-__-_,

------ il

Effective exhibit location and sequence can
be determined by combining a balance of
exhibit types, logical dissemination of
information, traffic flow and circulation.
All of these elements integrated into the
floor plan will greatly increase the
potential for a successful museum
experience.

A “block circulation pattern” allows
the visitor to freely explore an exhibit
hall and choose their own path.
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Exhibit Evaluation

The process of exhibit development should
include some form of evaluation to insure
effective exhibits and satisfaction of the
visitors, maintenance staff, and
administration. Evaluation can help locate
and avoid potentially expensive exhibit
problems as well as fine tune exhibits for
greater visitor appeal. Interviews with
curators revealed that exhibit evaluation is
often looked on as a luxury requiring
additional time and money. Because of this,
formal evaluation is sometimes overlooked
and exhibit design is simply performed “on
the back of a matchbook cover.”

Front-End Evaluation

To save money and time and to make better
use of energy and other scarce resources, ask
your audience about their interests,
knowledge, and concerns before you plan
and construct an exhibit. Steven Griggs calls
this process “front-end evaluation.” Through
interviews, surveys, or focus groups visitors
can tell us what interests them, what they
already know about a topic or what they
don’t understand about it. We can learn what
they might expect or what they might want
to experience.

In front-end interviews to develop exhibits at
the Mt. St. Helen’s Forest Learning Center, it
was learned that a significant number of
potential visitors held negative opinions
about forest product companies (exhibit
sponsors). As a result, commercial logos and
corporate statements were minimized.

Techniques of front-end evaluation include:
¢ Interviews
* Surveys
* Focus Groups
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Focus groups can provide insight into visitors’
attitudes, perceptions, and knowledge.

Focus Groups

Focus groups are structured group
discussions on a specific topic or area of
interest. Focus groups reveal participants’
attitudes, perceptions, and knowledge about
a specific topic of interest. This technique has
been used extensively marketing research to
find out what consumers think about
products, advertising campaigns, services,
and so on. A good reference is Focus Groups:
A Tool for Evaluating Interpretive Services. A
training package prepared by the National
Park Services available from Chief of
Interpretation.

General procedures to follow in developing a
focus group:

1. Selecting a moderator. An in-house
moderator is cheaper and more familiar
with the topic. The moderator must be
very skilled in managing group dynamics:
controlling dominant members, drawing
out unresponsive individuals, avoiding
irrelevant chatter, and identifying and
exploring contradictions. The moderator
must communicate non-directively; the
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Exhibit Evaluation
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group members must be free to express
their views.

Define objectives. The moderator can
assist, but the design team must reach
consensus about its goals. This process
can be a very important benefit of doing
evaluation: it forces a team to get on with
clarifying its purposes.

Inform your moderator about the subject.

Write a discussion guideline with a flow
of topics designed to keep interest high.

Recruit participants. Each group should
have a maximum of ten participants; six to
eight is more manageable, allowing more
time for in-depth discussions.

Prepare a question-probe route for each
interpretive service to be evaluated. A
question-probe route is simply a list of the
questions that the moderators will ask
during the focus groups, with reminders
to probe for details if needed. There are a
few points to keep in mind when you
prepare the question route:

¢ Limit each question route to five
questions, in order to keep the length of
the focus group to 15-20 minutes.

* Questions should be “open-ended,”
meaning no answer is implied, and

participants can answer in any direction.

Here are some examples of open-ended
questions:

What would you like to know about
alligators?

What do you know about the endangered
Everglades kite?

Note how the following close-ended
questions differ and why they are
inappropriate.

Do you know anything about the
Everglades kite?

Do you know why the Everglades kite is
endangered?

The answer to either of these questions
could be a simple “yes” or “no,”
revealing little information, thus making
it necessary to probe.

* Questions should be nonthreatening so
that participants never feel as though
they might give a “wrong” answer.

¢ Questions should be simple and clear. A
question such as “What did you like and
dislike? Is really two questions in one,
and should be split up.

Now, think about what it is you want to
find out about a particular interpretive
service and write the question route,
beginning with an easy question. Each
question should build upon the previous
one.

Here is an example of a question-probe
route for evaluating what visitors know
and want to learn about alligators:

What do you know about alligators?

What would you like to learn about
alligators.

What foods might alligators eat?

What techniques might they use to catch
this food?

Why might “gators” dig out gator holes?
How are gators different from crocodiles?
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Formative Evaluation

Formative evaluation as described by Griggs
(1981) “is carried out as an integral part of the
development process. The primary aim...is to
test ideas for exhibits, and where these do
poorly, to modify the design to correct its
failings.” One way of accomplishing this is
through exhibit prototypes such as mock-ups.
The mock-ups function as an inexpensive and
more easily changeable way of thoroughly
examining ideas. However, Eason and Linn
(1976) noted that every exhibit, even after
permanent installation, should be changeable.
Screven (1986) has listed several reasons to
justify formative evaluation.

1. Increases the likelihood that, when
installed, exhibits will work the way
they are intended to work;

2. Replaces design decisions based on
hypothetical audiences with a realistic
view of real audiences capabilities and
limitations;

3. Identifies approaches that are unlikely
to work, are impractical, or costly;

4. Avoids the cost and demoralizing effects
of later changes.

Some exhibit areas such as audio-video
equipment, are difficult to pretest without
major expense. However, labels can be
inexpensively made and checked for
readability and content effectiveness.
Readability can be measured using several
types of tests. Scores falling in the range of
70 to 80 are about right for the average reader
using the Flesch test (Trapp, 1991).

Another frequently used readability
assessment formula is the Write Formula.
The Write Formula compensates for
commonly used words like “the” and “is”
and is also based on a 100 word sample.

Flesch Readability Formula

Using a random 100 word sample:
206.835 - (.846 x S) - (1.015 x W)

S = the average number of syllables per
100 words

W = the average number of words per
sentence

Reading Ease Score
90-100: Very easy

80-90: Easy

70-80: Fairly easy
60-70: Standard
50-60: Fairly difficult
0-30: Very difficult

Write Formula
Using a random 100 word sample:

1. Count all one syllable words except:
the, is, are, was, were.
Give 1 point for each one syllable word.
2. Count the number of sentences to the
nearest period or colon.
Give 3 points for each sentence
3. Add the one syllable word count and
the sentence score.

Reading Ease Score

85-100+: Very easy
75-85: Easy
65-75: Fairly easy

A score of 80 is close to ideal.



Exhibit Evaluation

Martin Luther King, Jr. National Historic Site, Georgia

Using exhibit mock-ups is an inexpensive way to
test exhibit ideas and concepts.

Content effectiveness can be checked by
surveying exhibit visitors through interviews,
computer quizzes, or written tests. Through
continued testing and modification labels can
often be condensed and simplified without
sacrificing the overall message.

Formative evaluation should continue
through the fabrication and installation
process to insure that any unforeseen
alterations do not distort the exhibit’s
objectives. Numerous exhibit components
(i.e. lighting, spatial requirements, labels,
traffic flow, etc.) and their combinations make
exhibit planning difficult in a two-
dimensional drawing. Professional exhibit
design firms simplify the evaluation process
by testing their ideas on a three-dimensional
computer display. Computers enable
designers to view exhibit proposals from
infinite angles, creating an image very close
to reality. However, for those without access
to sophisticated design programs, standing in
the actual exhibit space among prototypes
may be easier to visualize and get a “feeling”
for the space.

43

Summative Evaluation

“Exhibit designers and budget planners
should not only assume a need for
adjustments, additions, and changes during
exhibit development but also after
installation,” (Screven, 1986, p. 123). Griggs
(1981) notes that “summative evaluation
takes place on exhibits that are already
installed in a gallery.” Its aim is to provide
information concerning how well the
installed exhibits are functioning. The
information gained from summative
evaluation must be interpreted as it does not
explain why an exhibit fails or succeeds
(Korenic, Young, 1991). In an evaluation of
the “Rain Forest” exhibit at the Milwaukee
Public Museum, Korenic and Young (1991)
formulated several goals for performing
summative evaluation that can easily apply
to other situations.

1. To evaluate the exhibit’s effectiveness in
getting its message across;

2. To provide information that could be
used to alter and modify exhibits where
desirable;

3. To provide a guide for future exhibit
planning.

Summative evaluation can be performed
using a variety of unobtrusive and/or
obtrusive methods. Observing the time
people spend at exhibits, exit interviews, and
written surveys have commonly been used.
Videotaping with hidden cameras, and
observing and timing from a secret location
are two types of unobtrusive observation
which assist evaluators in measuring the
amount of information read. Timing visitor
interaction with exhibits can also be
performed by following the visitor.
Permission from the visitor is needed prior to
initiating this method. In this method of
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obtrusive observation, visitors may react
differently knowing they are being observed.
Surveys, either through oral interviews or
written questionnaires, can provide an
immediate assessment of how well exhibit
messages are being communicated.

By applying these methods to various visitor
groups, exhibit shortcomings will be
revealed. Modifications or corrections will
also need to be tested until satisfactory
results are attained. If formative evaluation
has been performed throughout the
development process, modifications found
necessary during summative evaluation will
be minimized. However, those changes
deemed necessary should be reevaluated
after they have been made.

Evaluation of fabricated exhibits should
continue as part of a regular routine to avoid
a build up of problems or exhibit failure.
Exhibits which do not work can be very
discouraging for visitors and lead to a
negative image of the facility.
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Observing the time people spend at different
exhibits and administering written surveys are
common methods of summative evaluation.
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Summary

Summary

Research has shown a need to balance
education, entertainment, and exhibit types
to effectively reach the visitor. Documented
principles should be considered when
designing the exhibits, and when planning
circulation and traffic flow. These principles
are included in a suggested planning process
which serves to guide the project smoothly
from one phase to the next until the physical,
behavioral, and interpretive designs
effectively communicate each exhibit’s
message.

To insure exhibit effectiveness, formative and
summative evaluation are recommended.

The evaluation process begins at the outset of
the project and continues after the permanent
exhibits have been fabricated and installed.
Continuous evaluation can alleviate major
changes and costly mistakes, while enhancing
the exhibit’s educational and entertainment
qualities, and maintaining original goals and
objectives. As more museums and
interpretive centers strengthen the
effectiveness of their exhibits through
evaluation, a better substantiated base of
information will become available. The new
information combined with ever changing
advances in technology will undoubtedly
have significant ramifications for future
exhibit design.

Total Interpretive Exhibit Design Process

Physical
Design

Interpretive
Design

Behavioral
Design
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Interpretive Media Selection

Excerpted from Planning for Interpretation and Visitor Experience,
National Park Service, Harpers Ferry Center, Department of
Interpretive Planning, 1998, pps.33-39

Interpretive media selection is as much art as science. There is rarely only one way to
achieve a goal. Involving specialists in key media is highly recommended. Each
situation has its own particular mix of factors to consider. Some of the most
important elements in a media decision are: message, audience, and resources.

Message

What is to be communicated affects the method of communication, and vice-versa. Is
the message simple or complex? Is it an abstract concept that can only be presented
verbally or are there graphic components? Does the concept require a specific
sequence or chronology to be understood? Is it helpful or necessary to involve many
senses? How can we make the messages attractive, compelling, and relevant? What
priority does this information have in relation to the overall interpretive program?
Should the message be experienced in addition to - or rather than - learned
didactically? What are the desired outcomes of this communication?

Audience

The audience must be able to access and comprehend the information. What
knowledge and expectations are they likely to have when they arrive at the site?
How much time do they have? When would this information be most useful: before,
during, or after experiencing the resource? What primary languages, literacy
patterns, ages, and group types? What are their motivations for coming to the site?
Are there cultural differences to take into account? What physical abilities do they
have? The more detailed the audience profile, the easier it is to select appropriate
media.

Resources

The quality and quantity of resources available to support media development will
not only affect the kind of media selected, but may determine the feasibility and cost
of production. Are there landscape elements to support the message? Are they
accessible? How much information is available on the selected subject? Has the
accuracy of the information been certified? Are there additional perspectives that
should be interpreted? Are quality photographs and other graphic elements
available and can the proper use rights be obtained? Does the message rely heavily
on the use of artifacts and are these artifacts extant and available? Can the artifacts
be adequately protected while on display? What kind of budget can be projected?
Common types of media used to deliver interpretive messages include audiovisual
products, museum exhibits, wayside exhibits, publications, and personal services.
Each has qualities which make it more or less suitable for a given application. Some
of the recognized strengths and limitations of each medium are listed below. Note
that these are generalizations; exceptions can usually be found.
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Audiovisual Media

Advantages
* Well suited to the presentation of chronological and sequential material
¢ Can capture realism and provide emotional impact
¢ Provide opportunities for dramatization
¢ Can be portable for off-site use
¢ Provide views of places, animals, plants, and seasons otherwise unavailable or
inaccessible
¢ Can create a mood or atmosphere
¢ Can reach many visitors at one time
¢ Can be adapted to serve physically impaired visitors
¢ Can illustrate before and after effects
¢ Can be produced in different languages

Limitations

¢ Cannot be used everywhere

* Require back-up equipment, periodic maintenance, and regular monitoring

* May be perceived as sterile or impersonal

* May offer little opportunity for visitors to browse or study an item in depth or at their
own pace

¢ Repetitious sound tracks can annoy visitor center staff

* May be a visual or auditory intrusion

¢ Production and maintenance costs can be expensive

¢ People usually have high expectations of audiovisual media; low-budget products can fall
short of expectations

Historic Furnishings

Advantages

¢ Offers visitors a special interpretive experience by allowing them to go inside historic
spaces

¢ Being surrounded by historic artifacts helps visitors feel that places "come alive," and
relate more directly to the historic events and personalities commemorated by parks

* Frequently historic furnishings researchers unearth new archival resources, make new
contacts, or discover previously unknown artifacts that add to the site's interpretation

* Experiencing an accurately reproduced historically furnished room helps visitors develop
a visual vocabulary of material culture and decorative arts

Limitations

¢ Expensive to maintain due to security, housekeeping, and conservation costs

¢ Accessibility can be a problem because of narrow hallways and doorways for visitors in
wheelchairs, and low light levels for visually impaired visitors

¢ Historically furnished rooms usually cannot "stand alone," but require some kind of
additional interpretation (e.g. tour guides, interpretive panels, audio stations, etc.)

* Barriers can block sight lines or seem obtrusive, but are necessary if room is not restricted
to visitors on guided tours
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Museum Exhibits

Advantages

¢ Can be viewed at visitors' own paces

¢ Can be designed in all shapes, sizes, colors, and textures

¢ Can display objects associated with the site

¢ Can incorporate artifacts, artwork, or mixed media to produce desired atmosphere and
effects

¢ Can transcend language and cultural barriers

¢ Can promote the use of the senses to aid the perception of the able-bodied and
handicapped visitor alike

¢ Can promote visitor participation

¢ Can be designed for both indoor and outdoor use

* Are well suited for ideas which can be illustrated graphically

¢ Permanent exhibits can be grouped with rotating, seasonal, or temporary displays to
provide a sense of change

* Can provide experiences of varying complexity, allowing visitors to select the depth they
choose

Limitations
¢ Are sensitive to agents of deterioration
* Require security and maintenance
* Must be housed in adequate facilities
* Do not work well to tell largely verbal, complex, or sequential stories
¢ Exhibit materials may have high commercial value, making them targets for theft
¢ Can be very expensive
¢ Inexpensive exhibits may look amateurish, and are usually less effective than higher
quality (and more expensive) productions
¢ Technology and materials can overwhelm the message

Personal Services

Advantages

¢ Direct human to human communication is often more enjoyable to visitors than
communication by impersonal media

¢ Can easily be customized to meet visitor needs or changing conditions

¢ Can use group/visitor reactions to stimulate interest

¢ Can be interactive

* May be monitored and changed accordingly

e Tap diverse skills of interpreters

¢ Versatile, effective, and relatively easy to implement

¢ Can be cost effective, especially in the short term

¢ Can convey complex messages, and help visitors connect tangibles and intangibles to
universal concepts

Limitations
® Require well-trained interpreters
* May not give consistent messages
¢ Require close supervision and management
¢ Can be difficult and expensive to maintain year round
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¢ High recurring costs
¢ Can be difficult to critique properly

Publications

Advantages
e Are portable
¢ Can treat a subject in-depth
¢ Provide a source of detailed reference information
¢ Can be produced in different languages
¢ Suited to presenting sequential or complex material
¢ Can be read at visitors' own pace
¢ Can produce income
¢ Can often be revised at a reasonable cost
* Can be produced at various levels of detail
* Have value as a souvenir, something to take home
¢ Can be used before going to a site, during the visit, or after returning home
* Can be produced to treat the same subject for different audiences
* May be appropriate for stories lacking in artifacts or photographs

Limitations
¢ Can discourage potential readers with lengthy and/or complex texts
¢ Can be a source of litter
* Require periodic revision to remain current and accurate
* May require facilities and maintenance (such as brochure dispensers)

Wayside Exhibits

Advantages
¢ Can be available 24 hours a day
¢ Use real objects and features in their own setting as objects of interpretation
¢ Are relatively inexpensive
¢ Can be designed to blend with site environment
* Provide on-site interpretation of specific sites and stories
* Can depict a place as it appeared many years before
¢ Can show a feature from a view unattainable by visitors
¢ Can illustrate phenomena that are invisibly affecting a resource
* Establish a park identity at remote, unstaffed locations
e Alert visitors to safety or resource management issues at the point of danger, decision, or
environmental impact
¢ Can be replaced relatively quickly and inexpensively

Limitations
¢ Limited amount of text and graphics per panel
* Don't work well for complicated subject matter
* Focus attention on tangible resources; less effective with intangibles and universal
concepts
* May intrude on a park's visual landscape
* May not be practical at sites with climatic or environmental extremes
¢ Susceptible to vandalism
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Four Criteria and Aspects of Excellence in Exhibitions

from a Visitor-Experience Perspective

April 30, 2004

1. Comfortable-An excellent exhibition helps visitors feel comfortable-physically and
psychologically. Good comfort opens the doors to other positive experiences. Lack
of comfort prevents them.

Aspects of Comfort found in the exhibition:

©op o

lmal

Physical and conceptual orientation devices were present.
There were convenient places to rest.
The lighting, temperature, and sound levels were appropriate.

. Everything was well-kept, functioning, and in good repair.

There was a good ergonomic fit. Exhibit elements could be read, viewed and
used with ease.

Choices and options for things to do were clear. Visitors were encouraged to feel
in control of their own experiences.

Authorship, biases, intent, and perspectives of the exhibition were revealed,
identified, or attributed. The exhibits reveal who is talking, fact from fiction or
opinion, the real from the not real.

The exhibition welcomed people of different cultural backgrounds.

Engaging—-An Excellent exhibition is engaging for visitors. It entices them to pay

attention. Engagement is the first step toward finding meaning.

Aspects of Engagement found in the exhibition:

a.
b.

The physical environment looked interesting and invited exploration.

Exhibits caught my attention and enticed me to slow down, to look, interact, and
spend time attending to many elements.

Exhibits were fun—pleasurable, challenging, amusing, intriguing, and
intellectually or physically stimulating.

. Exhibit components encouraged and promoted social behaviors. Exhibits

encouraged visitors to call one another over, read out loud, point at, and
converse about the exhibit material.

. Experiences came in a variety of formats (e.g., graphics, text, objects. AV,

computers, living things, models, phenomena) and a variety of sensual
modalities—sight, sound, motion, touch, etc..

Regardless of a visitor’s prior knowledge or interests, there were interesting
things to do.
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3. Reinforcing-In an excellent exhibition, the exhibits provide visitors with abundant
opportunities to be successful and to feel intellectually competent-beyond the
"wow" of engagement. In addition, the exhibits reinforce each other, providing
multiple means of accessing similar bits of information that are all part of a
cohesive whole. Visitors are confidently well on their way to having meaningful
experiences.

Aspects of Reinforcement found in the exhibition:

a. The exhibition was not overwhelming. There were “just enough” things to do.

b. Challenging or complex exhibit experiences were structured so that visitors who
tried to figure them out were likely to say, “I got it,” and feel confident and
motivated to do more.

c. The presentation had a logic. It held together intellectually in a way that was
easily followed and understood.

d. The information and ideas in different parts of the exhibition were
complementary and reinforced each other.

e. The exhibit built on itself.

4. Meaningful-An excellent exhibition provides personally relevant experiences for
visitors. Beyond being engaged and feeling competent, visitors find themselves
changed, cognitively and affectively, in immediate and long-lasting ways.

Aspects of Meaningfulness found in the exhibition:

a. Ideas and objects in the exhibition (natural specimens, living collections, cultural
artifacts, demonstrations, and activities) were made relevant to and easily
integrated into the visitors” experience, regardless of their levels of knowledge or
motivation.

b. The exhibition made a case that its content had value. The material was timely,
important, and resonated with the visitors” values. Meaning is the “so what.”

c. The exhibition content touched on universal human concerns and didn’t shy
away from deep or controversial issues.

d. The exhibit experience promoted change in people’s thinking and feeling, even
transcendence. Exhibits gave visitors the means to make generalizations, change
beliefs and attitudes, and/or take action.

Source: Beverly Serrell, et al

Developed under an NSF grant on behalf of the National Association for Museum
Exhibition, an affiliate of the American Association of Museums. For the latest version
of the assessment tool go to www.msu.edu/~dillenbu/E]/home.html.
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Elements of Presentation

(Courtesy of Don Branch, Senior Exhibit Designer, National Park Service Interpretive
Media Division)

Text: Effective in supporting and elaborating on content, but often overused because it
is easy and inexpensive.

Photographs: Historic or contemporary, lends a measure of reality to the exhibit. May
be enlarged, cut out, tinted, etc. to enhance the presentation. Careful...too much
digital manipulation can result in misleading the viewer.

Graphic Design: Imparts a style to exhibits that subtly reinforce the content.
Organizes text and graphics to clearly present information.

Original Art/Illustrations: Recreate scenes that no longer exist, or would be difficult
to image through photography. Show information or concepts that my not
normally be obvious.

Artifact Display: Cases or other structures required to protect valuable objects while
allowing for their display and interpretation. Can be technically challenging for the
exhibit designer.

Models & Reproductions: Less authentic but more flexible than original artifacts.
Allow us to play with scale, to show information or concepts that may not normally
be obvious. Are three dimensional, may be tactile.

Other Three-Dimensional Elements: Topographic maps, mannequins, dioramas.

Audiovisual Presentation and Effects: To visualize dynamic processes, tell a linear
story, and add the dimension of sound.

Immersive Environments: Surround the visitor with a recreation of another place or
time. Takes advantage of the three dimensional exhibit space.

Interactives: Mechanical or electronic devices that allow visitors to learn by doing.
Involves additional senses. Personalizes the exhibit experience.

Lighting: Critical to effective exhibits. An integral part of presentation when done
well.

Elements of Presentation VI



Sample RFP Contents

I. Scope of Work
A. Description and Background of Project
B. Goals and Objectives of the Project
C. Scope of Work (typically describes what the contracted firm will be responsible for and
what the client will provide)
i. Develop/Design
ii. Acquire/Create
iii. Fabricate /Install
D. Project Schedule
E. Cost Considerations

II. Proposal Submittal Guidelines (identify where proposals should be sent and the date and
time that they are due)
(For example: Proposals must, at a minimum, include the following)
. Firm's general background, resources, and relevant experience
Names and qualifications of key personnel to be involved in the project
. References from past projects of a similar size and scope
. Proposed schedule for the project, including project stages and milestones
Proposed budget for the project, with design fees listed separately from installation and
fabrication costs
Additional information, as necessary
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III.Contract Terms

IV. Proposal Evaluation (evaluation criteria and % weight)

V. Relevant Project Dates

VI.Contact Person (firms may call this person if they have any questions regarding the RFP)

*Other important items to include are:
1. Floorplan of the facility

2. Previous work completed
(interpretive master plan,

concept plan, etc.) | \\{g

3. Photographs of existing -;.;: va (olit Rack Studio Moo Qurrirens
exhibite UMK Split Rock Studios Museon Ourrimeas

4. Any special considerations ,“ 2071 Gateway Boulevard
(special events planned, etc.) Arden Hills, MN 55112

Office: 651-631-2211
Fax: 651-631-0707
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10.

11.

12.

13.

14.

15.

20 Questions to Answer
When Starting an Exhibit Project

. What are the overall project goals? What do you want to accomplish with the new center?

What one message do you want the visitor to walk away with?
What topics should be covered? How should they be prioritized?
Who are your primary audiences?

What is the size of exhibit space?

What is the exhibit budget?
($300-350 per square foot is the industry average)

What, if any, arrangements have been made with funders regarding participation, products,
or activities?

What exhibit ideas do you have in mind and how will they affect the space?
What artifacts and graphic collections are available?

What successful exhibit ideas have you seen in other museums or interpretive centers?
What exhibits have you seen that you don't like?

How will the center be staffed, and what maintenance capabilities do you have?
Might changing seasons or visitation patterns influence exhibit design choices?
What is the project schedule? When do you hope to open?

Will the concept design materials be needed for fund-raising?

What parts of the project would you be doing? What special talents and
interests do you have on your staff, in your community?

Research

Text Writing

Obtaining Graphic Originals

Making Replicas/Models

Artifact Mounting

Taxidermy

General Contract Work

20 Questions to Answer When Starting an Exhibit Project X



16.

17.

18.

19.

20.

Are the gallery track lights, track light fixtures, carpet, and electrical/ AV conduit in the
building budget or the exhibit budget?

What are the local sources for content information, graphic images, video
footage?

Are there any special issues or community concerns that must be addressed?
Have you identified the persons who will be involved in the review process?

Who will be the primary contact and who will give final approval?

o |
\?%éﬂi Split Rock Studios Mustun Durrimens

2071 Gateway Boulevard
Arden Hills, MN 55112
Office: 651-631-2211
Fax: 651-631-0707
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Split Rock Studios Work Plan

Design Phase

This phase is typically broken down into 2-3 submittals.

Tasks:

Review work to date.

Discuss goals, objectives, and existing
themes.

Review potential exhibit materials
including taxidermy, artifacts and
graphics.

Prioritize exhibit topics.

Address any staff concerns.

Review budget and budget concerns.
Review and brainstorm possible
approaches.

Conduct content/graphic research.

Select images and artifacts.

Write sample exhibit text and continue to
assemble the Text, Graphics, and Artifacts
Notebook (TGA).

Organize story on floor plan.

Determine traffic flow.

Prepare graphic typicals of selected panels.

Refine and illustrate exhibit ideas.
Develop cost estimates.

Deliverables:

Design Submittal(s) for client approval will
include:

Exhibit outline.

Executive summary of exhibits.
Exhibit floor plan.

Rough sketches of centerpiece exhibit
components.

Full-colored renderings of exhibit
components.

Final exhibit elevation drawings
Graphic design direction.

Schedule for fabrication.

Exhibit budget analysis.

Final line-item cost estimate.

Final exhibit elevation drawings.
Draft exhibit text.

Graphic design typicals.

Gallery lighting plans.

Exhibit materials board.

Modifications based on client response.
Presentation/fundraising booklet
(if necessary).

Split Rock Studios Work Plan Xl




Fabrication and Installation Phases

Tasks:

Write final exhibit text.

Finalize selection of graphic images.
Obtain and scan graphic images.
Create original illustrations and maps.
Complete graphic pre-production.
Develop computer interactives.
Write and produce videos and AV
components.

Prototype mechanical interactives.
Detail exhibit elements. (construction
drawings)

Build exhibit components.

Casework

Interactives

Dioramas

Murals

Sculpture

Models

Etc.

In-progress review by client, if possible.
Progress report submittals.

Complete site preparation.

Install exhibit components.

Deliverables:

Final text, as produced.

Acquisition of all graphics.

Graphic production layouts of all panels.
AV programs as completed.

Final TGA.

Delivery and installation of all exhibits.
Clean exhibit gallery.

Maintenance manual for exhibits and
audiovisuals.

One year warranty on exhibits.

\?}Tué;fi SLliiT Rock Studios Museos Ourrimens

2071 Gateway Boulevard
Arden Hills, MN 55112
Office: 651-631-2211
Fax: 651-631-0707
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A.

II.

SMITHSONIAN INSTITUTION
ACCESSIBILITY PROGRAM

EXHIBITION ACCESSIBILITY CHECKLIST
(Edited to conform with USDA Forest Service Regulations)

ROUTE TO AND THROUGH THE EXHIBITION
The route from the accessible entrance to the exhibition space and through the exhibition
space is without obstructions and changes in level (or provides ramps, lifts, or elevators to

negotiate those changes).

The route has sufficient width (minimum 36" [914mm)]), lighting (minimum 10
footcandles), and good directional signs.

There are no protruding objects with bottom edges above 27" [685mm] or below 80"
[2030mm] above the floor.

EXHIBITION SPACE

Exhibition Content and Collections

A.

The exhibition content is offered in such a way that information can be gathered -- either
redundantly or in part -- aurally, tactually, and visually.

For example, someone who is deaf can understand all key points of an exhibition because
he can receive the information visually; someone who is blind or has low vision can
understand all the same key points by receiving the information both tactually and aurally.

The content presentation offers several levels of intellectual access (i.e., people who have
cognitive disabilities can understand key information presented in the exhibition).

Objects, models, or reproductions that illustrate key exhibition information and convey a
coherent story are available for tactile examination.

Audio descriptions for exhibitions are integrated into larger presentations, such as
highlights tours of a series of exhibits or tour of the visitors center.

Audio description is required on all FS training, informational and multimedia
productions, that contain visual information necessary to comprehend the content,
regardless of format. (36 CFR Part 1145)

The audio description symbol is displayed to indicate its availability.

Appropriate equipment for accessing the audio description is available on site, and directions

for obtaining the equipment are shown at the exhibit entrance.

Exhibition Accessibility Checklist A\



E. There are no obstructions to seeing objects in the exhibition space if the visitor is short or

seated (e.g., high pedestals, railings that obscure the view).

F. Railings can be detected by a cane. (Railings at the lowest point may be no higher than 27"

[685mm] above the floor to be cane detectable.)

Color In Exhibitions

A.

There is 70% light reflectance value contrast between the colors of the floors and the walls
to differentiate vertical and horizontal planes. The following formula for determining
contrast is located in the appendix section of the Americans with Disabilities Act
Accessibility Guidelines, Section A4.30:

Contrast = [(B1 - B2)/B1] x 100

where Bl=light reflectance value of the lighter area and B2 = light reflectance value of

the darker area.

Note that in any application both white and black are never absolute; thus B1 never

equals 100 and B2 is always greater than 0.

The furniture color contrasts the floor and walls nearby. Furniture should not be the same
color as the flooring so that it can be seen clearly and does not become a tripping hazard.

There are no patterns created by color and shape in the flooring which create an optical
illusion of depth or height change. For example, a herringbone pattern of bricks with
beveled edges may give the illusion of a raised edge at the center of each row; dark colors
may appear as a lowered section of the floor.

The colors work with the lighting to create a well-lit, easily navigated exhibition space.
Dark colors will absorb the limited light; light colors may be reflected in cases, potentially
creating confusing areas.

Exhibition Lighting

A.

D

If light levels in galleries change from room to room, there is a gentle transition in lighting
level from room to room.

The level of light on circulation routes is at least 10 footcandles.

If light levels are restricted by conservation requirements, there are at least 10 footcandles
of light on the floor and label text.

The light is adequate and even (i.e., not creating shadows and under-lit areas) across all
objects and the galleries.

. The lighting in the space minimizes the pooling of light and shadow on the floor that can

cause problems with depth perception.

E. The lighting minimizes the glare on the objects, labels, panels, and cases for a visitor who is

either standing or seated.
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F. The visitor creates no shadows on objects, labels, and text when standing or sitting in front

of them.

Furniture in Exhibitions

A.

Cases, benches, and exhibit barriers are positioned so the circulation route is clear and
predictable (i.e., cases and objects do not jut out unexpectedly).

There is seating with arm and back support in the galleries and corridors (50% of the
seating in every area is recommended).

There is enough space (36" [914mm] wide for routes; 30" X 48" [760mm X 1220mm] for
clear floor space; 5' [1525mm] diameter for turnaround) around all sides of exhibition cases
for people using wheelchairs, walkers and crutches to circulate and view the exhibits.

The cases are not bumping or tripping hazards. Wall-mounted cases protruding out from
the wall must have their lower edges no higher than 27" [914mm] above the floor to be
cane detectable. If their lower edges are cane detectable, they can protrude any amount as
long as they do not diminish the required 36" [914mm] wide circulation route.

If they are higher than the 27" [685mm] maximum, they can project no more than 4"
[100mm] from the wall.

Case floors are low enough for someone who is short or seated to see everything inside the
case. (Actual maximum floor height varies with the size and number of objects within the
case.)

Labels in Exhibitions

A.

B.

The letters are in a readable type face (sans serif or slab serif).
The letters are in a readable size (minimum: 1/4" [6.5mm] x-height).

There is enough letter spacing so that letters are neither crowded nor separated from each
other by large amounts of white space.

Type is flush left. Label text of more than 3 lines is never centered.

There is sufficient color contrast between the letters and the background (a minimum of
70% is recommended).

Letters are not printed over a patterned background in a way that they are difficult to
read.

The labels are placed so that they can be seen and read if someone is short or seated. (For
example, labels should not be placed on a horizontal surface higher than 36" [914mm]
above the floor.) Wall-mounted labels should be located between 43" [1220mm] and 67"
[1675mm] above the floor (depending on type size) for easy viewing by both those seated
and standing.

Exhibition Accessibility Checklist XVI



Labels are placed in consistent, predictable locations, with relation to the objects, so that
they are easy to find.

The text is written in concise, simple language.
Label text -- totally or in part -- is available in Braille, or on computer disk or audiotape.

As with cultural and gender equity, where appropriate, information about the life
experiences of people with disabilities is included in the content.

When included, information regarding people with disabilities uses language that is
correct and appropriate.

Audiovisuals and Manipulatives in Exhibitions

A.

There is enough room for a wheelchair user to use an interactive station. Wheelchair users
need clear floor space of at least 30" [760mm] wide by 48" [1220mm] long to use a station.

They need knee clearance of 19" [485mm] deep X 27" [685mm] high x 30" [760mm] wide.
The controls at the stations are reachable by people who are short or seated. Controls, at
the highest position, can be no higher than 48" [1220mm] above the ground. If the controls
are obstructed by a barrier, they can be no higher than 42" [1065mm] above the barrier.

The controls are not difficult to use. Controls must require use by only one hand, no more
than 5 pounds of force, and no pinching, grasping, and twisting to operate.

The control buttons are large enough. Buttons should be at least 3/4" [19mm] at the
smallest diameter.

The interactives are captioned (including instructions for use) for those who cannot hear
narration or instruction.

If the presentation has no narration, there is a label to indicate this.

If closed captioning is used on an interactive, the decoder activator is clearly marked and
easy to find.

Instructions for the interactive are easy to understand.
The instructions are available in audio and in Braille.

Audio presentations are not loud or located near each other so that they conflict with each
other or provide distracting background noise.

Audio-only presentations have provided a transcript of the narration within the exhibition
space.
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Public Programming Spaces in Exhibitions

A.

Assistive listening systems are available, the assistive listening system symbol is displayed
and directions for obtaining the equipment are shown at the exhibit entrance.

The presentation/exhibit is captioned. The presentation is shown with the captioning
open, regardless of the anticipated audience. (36 CFR Part 1194)

If the presentation has no narration, there is a label to indicate this.

The presentation/exhibit is audio described. (36 CFR Part 1194)

The audio description symbol is displayed to indicate its availability.

Appropriate equipment for accessing the audio description is available on site, and
directions for obtaining the equipment are shown at the exhibit entrance.

There are locations for seating for wheelchair users (minimum 30" [760mm] wide by 48"
[1220mm] long), and there are signs to indicate the locations. Required number of seating

locations are listed at the end of this checklist.

Designated wheelchair locations are dispersed to provide a variety of views comparable to
those offered in fixed seat locations.

Locations for wheelchair users are next to spaces with seats.

One percent of the total seats (no fewer than one seat) are available with removable or no
armrests. These seats are located on the aisle.

These are marked as accessible to people with disabilities.
If there is a raised stage designated for audience and staff involvement, it must be
accessible from both the audience level and behind stage with the following
characteristics:

1. There is a ramp that meets all access requirements up to the stage.

2. There is enough maneuvering room on the stage for a wheelchair user.

3. There is a detectable warning at the edge of the stage (e.g., railing, color strip,
detectable
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Emergency Egress

A.

Emergency routes out of the exhibition are accessible paths of travel (i.e., free of changes in
level, sufficient width and light level, accessible doors and hardware, accessible signs
directing to the exits).

Emergency routes connect directly to accessible routes within the museum.

Emergency exits are obvious and clearly marked as such.

There are the required number and configuration of visual fire alarms within the exhibit
space.

Information on emergency egress (i.e., floor plans indicating accessible egress) is available
to visitors.

The information on emergency egress is available in large print, in Braille, and on
audiotape.

Capacity of seating
in assembly areas Number of required
wheelchair locations

4t025.. ... 1

26t050 ... .. 2

50t075 . 3

7610100 ... .. 4

101t0150 . ... 5

151t0200. ... 6

200t0300. ... 7

301t0400. ... 8

401t0500 ... 9
501t01000....... ...t 2 percent of total
Over1000........ ...t 20 plus 1 for each 100 over 1000
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