
Midway through the African gallery, visitors enter a 
niche that is literally carved out of the central plat-
form that divides the gallery. This niche is intended to 
create an intimate area conducive to an art experience 
that incorporates sounds and visuals. The alcove 
features two large paintings on canvas by Nigerian 
artists from the town of Ile Ife who are part of a group 
known as the Akire painters. On a wall adjacent 
to the art are seven small (about six-by-eight-inch) 
embedded video monitors that display continuously 
looping footage of these artists at work. An outside 
editor helped the museum group the footageñwhich 
was shot by DAM native arts curator Moyo Okedijiñ



into three phases: preparing, painting, and praying. 
òI think collage is an accurate word. Itõs not meant 
to be didactic or documentary; itõs meant to evoke 
the process,ó says master teacher Heather Nielsen of 
the interpretive area, which is titled Beyond the Brush. 
òAlso, given the importance of the performance 
elementsñsinging and prayingñto the artmaking 
process, it was important to include a soundtrack.ó



The Daniel Sprick focus area in the western American 
art galleries is one of the museumõs most elaborate 
efforts to get inside the mind of the artist. The painting 
itself, Release Your Plans, hangs in an alcove with a sofa. 
To the viewerõs right as he or she is seated on the sofa 
are a foldout booklet that focuses on different parts of 
the painting in progress and twelve FAQ cards that 
hang on rings in two sets of six for easy browsing.  
(The cards are double-sided prints sandwiched 
between two pieces of non-glare acrylic.) Each card 
contains a question that is answered in the artistõs own 
words on the back. The foldout booklet is divided into 
four sections that focus on four different parts of the 
painting (the skull, wall, rug, and table). Each section 
folds out to display a series of photos showing the 
painting at different stages of Sprickõs process. Except 
for captions, all the words are the artistõs. 



To the left of the entrance into the Sprick mini-gallery 
is a sign that invites visitors to òExplore this painting 
from the artistõs point of view. Discover touchscreens 
and a 14-minute video about Daniel Sprickõs Release 
Your Plans in the Monfort Gallery, straight ahead.ó

The next part of the Sprick area is a separate room 
devoted to the video, projected quotes, touchscreens, 
and a display of objects seen in the painting (some 
of which are the same ones the artist used as props). 

The roomõs shape reÿ ects the buildingõs quirky archi-
tecture, and the design of the interactive area and its 
elements takes full advantage of the sharp angles and 
slanted walls. Whereas the þ rst areañthe foyer, if you 
willñstill feels like part of the main gallery, this mini-
gallery, with its low lighting, is distinctly set apart. 
The low light level makes it easier to see the video 
and the isolation keeps the soundtrack from spilling 
into other spaces, but the sense of separateness also 
helps promote a more contemplative mood. The 



video projection is quite largeñabout the size one 
would þnd on an old-fashioned slide screenñand 
loops continuously with no obvious beginning or  
end (the visitor doesnõt have to do anything to make 
it start). Thereõs a box on the wall with transcripts.

On a triangular section of wall next to the video are 
projected quotes (pulled from the video) that come 
together and disperse as the video plays. To the right 
is a wall with cutout niches in which are placed actual 
objects from the paintingña table wrapped in cloth, a 

red rose, a skull, a candelabrum, and a soup can. Three 
touchscreens on this wall, when activated by viewers, 
display quotes from the artist related to the objects.

On the wall thatõs now behind the visitor, thereõs a 
self-portrait of the artist and a touchscreen with quotes 
from the artist about using himself as a subject.

In the center of the room, a large black leather ot-
toman provides seating for at least four people at a 
time, who can face in any direction.



Tucked into yet another of the Hamilton Buildingõs 
sharply angled corners, Select-a-Chat enables visitors 
to listen to one of þve videotaped artists in the west-
ern art collection answer questions about his or her 
work. The artists appear as projected images that are 
partially visible from well across the gallery. When no 
one is activating the video, a continuously playing, 
soundless attract loop alternates short clips of the art-
ists with photos of their work and the prompt, òAsk 
an artist a question.ó

To ask a question, visitors sit on a black leather sofa. 
In front of them, a coffee table with a graphic overlay 
shows the artistsõ names and photos of their work, 
together with þve questions (the same þve questions 
for each artist). A sensing technology embedded under-
neath the table is activated when a visitor slides an X-
shaped sensor onto the question he or she wants to ask:

Å What does it feel like to be an artist? 

Å How do you start?

Å Do you ever get stuck? What do you do?

Å  Talk about your artwork thatõs on view  
at the DAM.

Å How do you hope viewers respond to your art?

After the visitor places the X, a one-to-three-minute 
video of the artist answering the question will play. 
Speakers discreetly positioned to the visitorõs left  
provide the soundtrack. A video transcript is avail-
able in a box by the sofa.



An area off the lobby on the DAMõs third ÿoor houses 
Marcel Duchampõs 1935 Bo´te (Box) and a wealth of 
interpretive material related to this paradigm-chang-
ing object. A portable museum, the Bo´te has fold-out 
ÿoors and walls that display 68 miniature reproduc-
tions of Duchampõs lifeõs workñhis early paintings, 
groundbreaking readymades, and works of art in 
unprecedented forms. The box and its sprawling con-
tents are protected under a Plexiglas cover on top of a 
case whose jagged angles mirror the geometry of the 
Hamilton Building, which is more acute the higher 
one goes in the museum. 



On a wall across from the Bo´te are three wall panels 
(known as òidea bannersó) that swing out from the 
wall. The banners tackle three different ideas relevant 
to the artist and the work on display and are titled 
òôBorrowingõ as Art,ó òIdea as Art,ó and òEveryday 
Object as Art.ó Under the banners are òcollection 
connectionó handouts that trace the ideas illuminated 
in the wall panels, starting with Duchamp and car-
rying through to other artists in the DAM collection. 
These handouts were inspired by the Modern and 
Contemporary Art Departmentõs belief that nearly 
every work of art in the modern and contemporary 
art galleries is rooted in the ideas embodied by the 
collective work of Duchamp, which is displayed in 
miniature in the Bo´te. Each handout ends with a 
Make Your Own Art section that visitors can try at 
home. As seems apt when writing about an artist who 
drew a moustache on a postcard of the Mona Lisa, the 
tone of the handouts is fairly irreverent (one is titled 
òYou Say Urinal, I Say Fountainó).

A bright red, ÿoor-to-ceiling graphic of pointing 
þngers alerts visitors in the lobby to the activity area. 
The graphic repeats at a smaller size to indicate the 
handouts, where thereõs also a written invitation to 
òTake one home.ó Above and to the left of the area, 
visible from the lobby, are the words òSpotlight on 
Marcel Duchamp.ó 

Finally, the Duchamp nook contains a seating area 
composed of four chairs and a low table on which  
are placed books, a framed photo showing the artist 
with his chess set, a quote where he equates chess 
playing with art, and a chess set for visitor use.





In the western studioña space off the main galleries 
that houses several interactive areas, including Select-
a-Chat and the postcard activityñ objects provide 
an unexpected and tactile entry point to thinking 
about the creative process. A wall unit of shelves and 
drawers is þ lled with touchable objects, each with a 
tag identifying which artist in the collection used or 
uses it and how. Some are actual items used by the 
artist and others are replicas. DAM educators pored 
through their þ les, searching for examples of things 
to display, with an emphasis on the surprising, the 
quirky, and the improvised. They then sent letters 
to living artists asking for ideas and got back some 
actual gifts. Interviews with artists yielded offers of 
additional material. Examples of objects on view are 
credit cards used for pushing ink and scraping away 
mistakes and a slow cooker to keep wax at optimum 
temperature for shaping into models. Tiny metal 
signs afþ xed to the drawers and shelves provide brief 
instruction and reassurance such as òplease pick up,ó 
òokay to touch,ó and òopen.ó
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Georgia O’Keeffe preferred glass 
palettes because she could scrape 
their smooth surfaces completely 
clean after each use, even if the 
paint had already dried. O’Keeffe 
was a tad obsessive about her 
paints—she also used a separate 
brush for each hue.

This palette did not belong to 
Georgia O’Keeffe.

Georgia O’Keeffe: A Portrait (detail), 1918, Alfred Stieglitz.
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