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STUDIE/ARTICLES

 EDUCATION, INCLUSION AND PARTICIPATORY 
APPROACHES: HIDDEN ASYMMETRY OR HOPE IN 
COLLABORATIVE PRACTICE?1

 ELIŠKA PEKÁRKOVÁ, MICHAELA SMIDOVÁ

ABSTRACT/ABSTRAKT:

This paper examines recent 
developments in museum 
education in light of the new 
museum definition adopted at the 
2022 ICOM General Conference, 
which emphasizes diversity, 
inclusion, accessibility, and the 
museum‘s role as an agent of 
social change. It focuses on the 
evolving postcolonial discourse 
within museum education. The 
new approaches are presented and 
examined through examples from 
both the various European museum 
institutions and the programs 
developed by the department of 
museum education of the National 
Museum of the Czech Republic.

Vzdělávání, inkluze 
a participativní přístupy: skrytá 
asymetrie, nebo naděje na 
spolupráci?1

Tento článek se zabývá nejnovějším 
vývojem muzejního vzdělávání 
s ohledem na novou definici muzea 
přijatou na Generální konferenci 
ICOM v roce 2022, která zdůrazňuje 
rozmanitost, inkluzi, přístupnost 
a roli muzea jako hybatele 
společenských změn. Zaměřuje se 
na vývoj postkoloniálního diskurzu 
v rámci muzejního vzdělávání. 
Nové přístupy jsou prezentovány 
a zkoumány na příkladech z různých 
evropských muzejních institucí i na 

1 This work was financially supported by the 
Ministry of Culture of the Czech Republic (DKRVO 
2024–2028/26.I.b, National Museum, 00023272).

programech vytvořených Oddělením 
vzdělávání a kulturních aktivit 
Národního muzea v Praze.
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Introduction

The revised definition of a museum, 
adopted at the ICOM General 
Conference in 2022, reflects the 
long-standing commitment of the 
global museum community to 
promoting diversity, inclusion,2 
universal accessibility, and to 
strengthening the active role of 
museums as proactive agents of 
social change. This paper examines 
the developments in museology over 
the recent decades, focusing on the 
struggle for participatory approaches 
and inclusion with a specific focus 
on the framework of museums with 
a specific focus on the framework of 
museum education.3

This evolving context necessitates 
a deeper interrogation of how 

2 In this study we use the term inclusion in 
a broader context encompassing race, ethnicity 
and gender diversity following: ROBENALT, Erica. 
The Queer Museum: Radical Inclusion and Western 
Museology. New York: Routledge, 2024.

3 MCCOLL, Maggie; BROWN, Pete; DELANEY, 
Michelle; MURR, Karl Borromäus and ZIPSANE, 
Henrik (eds.). The Routledge Handbook of Museum 
and Heritage Education. London: Routledge, 2025.

museums construct and present 
narratives, particularly in relation 
to cultural diversity. It also 
calls for a reassessment of the 
museum‘s historical function as 
a “colonial institution” that has long 
shaped collective memory.4 The 
paper discusses critical perspectives 
on this issue based on the 
thematically and methodologically 
unique work of Bernadette Lynch.5 
Aside from the key debates in 
the field, it also aims to explore 
inspirational and innovative 
approaches from selected European 
museums, as well as to present the 
implementation of the proposed 
strategies in the educational 
activities of the National Museum 
in Prague, Czech Republic.

 Foundations and critique

The shift of the museum practice 
towards social inclusivity, 
participation and decolonization is 
often associated with the theoretical 
and practical movement of the “new 
museology.”6 Emerging in the late 
20th century, this movement has 

4 DRIJONO, Sabila Duhita and GINAJAR, Agi. 
Decolonisation: What Does It Mean for Museum 
Education? In: MCCOLL, Maggie; BROWN, Pete; 
DELANEY, Michelle; MURR, Karl Borromäus and 
ZIPSANE, Henrik (eds.). The Routledge Handbook 
of Museum and Heritage Education. London: 
Routledge, 2025, pp. 73–98.

5 LYNCH, Bernadette. ‘Good for You, but 
I Don’t Care!’: Critical Museum Pedagogy 
in Educational and Curatorial Practice. In: 
‘DIFFERENCES’ Symposium Publication. Zürich: 
Zurich University of the Arts, ZHdK, 2016, 
pp. 256–268.

6 LINN, Sarah; HALL, Olivia A.; NUNN, Caitlin 
and CROMWELL, Jennifer. Participatory Museum 
Projects with Refugee-Background Young People. 

https://doi.org/10.5817/MuB2026-1-3
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been challenging the traditional, 
collection-centered museum 
model, putting an emphasis on 
the institution‘s social role.7 It 
particularly accentuated social 
engagement, curatorial reform, and 
the redistribution of authority and 
representation – particularly with 
regard to historically marginalized 
communities.8

The discernible shift in the efforts 
of museum institutions to foster 
inclusivity and collaboration as part 
of a broader pursuit of postcolonial9 
reorientation has been visible 
observable since the 1990s. In this 
context, the opening of the museum 
to public engagement must also be 
understood as a significant factor. 
This shift, often conceptualized 
as the “educational turn” within 
new museology, reflects a growing 
convergence between curatorship 
and education, suggesting that 
educational practices are no longer 
secondary but central to museum 
function. 

Since the turn of the century, the 
museum practice in the United 
Kingdom and other countries with 
significant diasporic communities,10 
such as Germany,11 has been 
heavily influenced by James 

Museums & Social Issues. 2024, vol. 18, no. 1–2, 
p. 29.

7 DESVALLÉES, André and MAIRESSE, François 
(eds.). Key Concepts of Museology. Online. Paris: 
Armand Colin; International Council of Museums 
(ICOM), 2010, p. 55. Available from: https://www.
icom-italia.org/wp-content/uploads/2018/02/
ICOMItalia.KeyconceptsofMuseology.
Pubblicazioni.2010.pdf. [accessed 2026-05-18].

8 STAM, Deirdre C. The Informed Muse: The 
Implications of ‘the New Museology’ for Museum 
Practice. Museum Management and Curatorship. 
1993, vol. 12, no. 3, p. 267.

9 The term is used based on its definition in 
Palladino, Mariangela. The Postcolonial Museum: 
The Arts of Memory and the Pressures of 
Histories. Journal of Postcolonial Writing. 2016, 
vol. 52, no. 6, pp. 754–755.

10 LYNCH, Bernadette. ‘Good for You, but 
I Don’t Care!’: Critical Museum Pedagogy 
in Educational and Curatorial Practice. In: 
‘DIFFERENCES’ Symposium Publication. Zürich: 
Zurich University of the Arts, ZHdK, 2016, p. 257.

11 CAN-MOLLAER, Esra. Representing Migration 
in Museums ‘From Below’: The Case of DOMiD as 
a Migration Museum in Germany. Bursa Uludağ 

Clifford‘s concept of “contact 
zones”.12 In his frequently cited 
1997 work, Clifford defines them 
as places of hybrid possibility 
and political negotiation, sites of 
exclusion and struggle.13 In these 
dynamic spaces, the asymmetries 
of power are both reproduced and 
contested. He contends that when 
museums are framed as contact 
zones, their role as collectors 
and interpreters of culture 
becomes a “power-charged set 
of exchanges” involving ongoing 
political and moral negotiations. 
He claims that “when museums 
are seen as contact zones, their 
organizing structure as a collection 
becomes an ongoing historical, 
political, moral relationship – 
power-charged set of exchanges, 
of push and pull”.14 Despite its 
immense popularity, the so-called 
“participatory turn” in museums 
has quickly attracted critical 
scrutiny.15 Robin Boast highlights 
the persistent asymmetries 
embedded in these participatory 
practices, asserting that intellectual 
control largely remains within 
institutional hands He challenges 
the “general optimism” about 
the nature of a new collaborative 
approach to representation in 
museums, arguing that many such 
initiatives continue to operate 
within neocolonial frameworks.16 
Boats calls for a redrafting of 
the museum‘s role – as a site of 
accumulation, a gatekeeper of 
authority, and an arbiter of expert 
accounts – and argues that 21st-

Üniversitesi İktisadi ve İdari Bilimler Fakültesi 
Dergisi. 2024, vol. 42, no. 2, pp. 142–156.

12 CLIFFORD, James. Routes: Travel and 
Translation in the Late Twentieth Century. 
Cambridge (MA): Harvard University Press, 1997, 
pp. 188–219.

13 Ibidem, p. 212.

14 Ibidem, p. 192.

15 LYNCH, Bernadette. ‘Good for You, but 
I Don’t Care!’: Critical Museum Pedagogy 
in Educational and Curatorial Practice. In: 
‘DIFFERENCES’ Symposium Publication. Zürich: 
Zurich University of the Arts, ZHdK, 2016, p. 258.

16 BOAST, Robin. Neocolonial Collaboration: 
Museum as Contact Zone Revisited. Museum 
Anthropology. 2011, vol. 34, no. 1, p. 57.

century museology must confront 
its deeper neocolonial legacy. 

This critical perspective can be 
effectively applied also to museum 
education, as Bernadette Lynch has 
demonstrated.17 She accentuates that 
although museum education has 
gained significance in the context 
of participatory approaches, its 
similarities with curatorship and 
the underlying power dynamics 
within museums have remained 
and must inevitably be questioned 
and consciously challenged.18 Lynch 
criticizes the remaining power 
dynamics and warns against 
the “false consensus” within 
projects promoting postcolonial 
approaches and youth collaboration, 
emphasizing that shared authority 
often remains structurally skewed.19 
Lynch advocates for the application 
of the principles of Freire‘s critical 
pedagogy and in the work of 
museum education theorists such 
as Eilean, which, according to her, 
can at least partially balance the 
inherent inequalities.20 Nevertheless, 
she admits that these concepts can 
and have often been misunderstood, 
misapplied or used in a rather 
performative capacity and/or in ways 
that obscure rather than dismantle 
entrenched power hierarchies.21 
Lynch calls for museum education 
to be reconceptualized not merely 
as a pedagogical function, but as 
a praxis-oriented cultural practice 
aimed at fostering democratic 
engagement and social justice.22 In 

17 LYNCH, Bernadette. ‘Good for You, but 
I Don’t Care!’: Critical Museum Pedagogy 
in Educational and Curatorial Practice. In: 
‘DIFFERENCES’ Symposium Publication. Zürich: 
Zurich University of the Arts, ZHdK, 2016, 
pp. 255–268.

18 Ibidem, p. 259.

19 LYNCH, Bernadette. Generally Dissatisfied: 
Hidden Pedagogy in the Postcolonial Museum. 
THEMA: La revue des musées de la civilisation. 
2014, vol. 1, no. 1, p. 5.

20 Ibidem, p. 5.

21 Ibidem, p. 6.

22 SHOR, Ira. Empowering Education. Quoted 
in: LYNCH, Bernadette. ‘Good for You, but 
I Don’t Care!’: Critical Museum Pedagogy 
in Educational and Curatorial Practice. In: 
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the context of museums, Lynch 
advocates for a dialogue between 
museum staff and community 
partners, aiming to destabilize 
and overcome the traditional “us 
versus them” dichotomy. In this 
dialogical approach, the community 
partners are treated not as passive 
beneficiaries, but rather as “critical 
friends”.23 Museum education 
should be also understood and 
conceptualised as a “cultural practice 
that attempts to empower and to 
interrogate taken for granted aspects 
of society as a step toward creating 
more just and egalitarian democratic”.24 
A practical and inspiring way 
to rethink museum education is 
through a human-centred design 
approach. Instead of only identifying 
problems or barriers that visitors 
may face and creating quick 
solutions, this method encourages 
museums to focus on understanding 
the needs, motivations, and interests 
of their audiences. By doing so, 
cultural institutions can create more 
inclusive and meaningful educational 
experiences.25 As Salvador Acedo 
noted, “learning for example about 
our heritage, could have many 
different meanings for an immigrant 
than for a person whose last name is 
above the door of a museum‘s”.26

 Balancing the unequal: 
reflections from practice

Bernadette Lynch presents several 
potential solutions and illustrative 
examples for addressing the 
asymmetry and power dynamics 
inherent in participatory approaches 

‘DIFFERENCES’ Symposium Publication. Zürich: 
Zurich University of the Arts, ZHdK, 2016, p. 264.

23 Ibidem, pp. 265–266.

24 LYNCH, Bernadette. Generally Dissatisfied: 
Hidden Pedagogy in the Postcolonial Museum. 
THEMA: La revue des musées de la civilisation. 
2014, vol. 1, no. 1, p. 12.

25 ACEVEDO, Salvador. Designing Experiences 
for Audience Diversity: A Guide for Audience-
Centered Program Design. In: WOOD, Elizabeth 
(ed.). A New Role for Museum Educators: Purpose, 
Approach, and Mindset. London: Routledge, 2023, 
pp. 89–98.

26 Ibidem, p. 90.

to museum education. It should be 
noted that examples presented both 
by Lynch and further in this paper 
are unique in their approach that 
is not common among the museum 
institutions worldwide. One of them 
is the “Our Museum” program.27 
This program was funded by the 
Paul Hamlyn Foundation between 
2012–2016. Nine museums and 
galleries participated in the 
project, committing to active 
partnerships with their respective 
communities. The initiative fostered 
a collaborative learning process in 
which institutions and communities 
exchanged experiences and engaged 
in mutual reflection, 33 positioning 
themselves as “critical friends”.28 
Lynch considers his program offers 
a renewed focus on the politics of 
the museum and sees it as a way for 
critical pedagogy in the context of 
the museum education.29

A notable example of implementing 
the abovementioned approaches 
in practice is the project “State of 
Things”, funded by the Swedish Art 
Council and jointly organized by the 
Swedish Museum of Ethnography 
and the Museum of World Culture 
between 2011 and 2012. The project 
aimed to promote intercultural 
and interdisciplinary inquiry by 
centering the interaction between 
material objects and multiple 
forms of expertise at the core of 
its inquiry while re-invigorating 
the research on the collections 
through dialogical and alternative 
methodological approaches.30 Lynch 

27 HASWELL-WALLS, Fran; VITTLE, Kate and 
HALE, Amy. Our Museum Influence: Summary 
Report November 2018. Online. London: Paul 
Hamlyn Foundation / ERS, 2018. Available from: 
https://www.phf.org.uk/assets/documents/
Our-Museum-Influence-Summary-Report.
pdf?v=1715615644. [accessed 2026-05-18].

28 LYNCH, Bernadette. ‘Good for You, but 
I Don’t Care!’: Critical Museum Pedagogy 
in Educational and Curatorial Practice. In: 
‘DIFFERENCES’ Symposium Publication. Zürich: 
Zurich University of the Arts, ZHdK, 2016, p. 266. 

29 Ibidem, pp. 265–266.

30 GRINELL, Klas and GUSTAVSSON RENIUS, 
Lotten. The King is Dead. Long Live the King! Un-
inheriting Modern Ethnography while Inheriting 
Objects of Ethnography. Online. In: FERRACUTI, 

appreciates the project‘s innovative 
form of collaboration, particularly 
its international aspect in engaging 
with partners outside Sweden.31

The opening of the FENIX Museum 
of Migration in Rotterdam in 
May 2025 may be interpreted 
as an attempt to renegotiate 
power dynamics within cultural 
institutions. The museum project 
Plain is an inspiring example of 
participatory museum practice 
outside the more traditional 
framework. Plain is a space within 
the museum‘s building which has 
been designed to resemble a covered 
city square. Admission is free, 
and the institution regularly hosts 
a wide array of programs and events 
aimed at the general public, such 
as free Dutch conversation sessions 
or culinary tastings of various 
diaspora cuisines around the world. 
However, Plain‘s primary function is 
to serve as an open, co-constructed, 
dynamic and ever-evolving platform 
for local communities. The project 
has been conceived not as a fixed 
concept but as an evolving space 
that grows alongside the city and 
its inhabitants itself. It embodies 
the participatory approach, 
inviting the people of Rotterdam 
to actively shape its programming 
alongside the museum institution – 
programming – from markets and 
performances to public discussions 
and community celebrations.32 
Since its opening, the museum has 
emphasized its commitment to the 
participatory approach through 
measures such as staff training in 

Sandra and FRASCA, Elisabetta (eds.). Beyond 
Modernity: Do Ethnographic Museums Need 
Ethnography? Rome: Espera, 2013, p. 8. 
Available from: https://www.researchgate.net/
publication/336847323_The_King_is_dead_Long_
live_the_King_Un-inheriting_Modern_Ethnography_
while_Inheriting_Objects_of_Ethnography. 
[accessed 2025-10-10].

31 LYNCH, Bernadette. Generally Dissatisfied: 
Hidden Pedagogy in the Postcolonial Museum. 
THEMA: La revue des musées de la civilisation. 
2014, vol. 1, no. 1, p. 11.

32 Plein. Online. In: FENIX Museum. Available 
from: https://www.fenix.nl/en/plein/. [accessed 
2026-05-18].
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cultural communication.33 This 
approach encompasses two aspects 
which Lynch sees as essential for the 
effective and inclusive participatory 
approach – viewing community 
members as “critical friends” 
rather than passive beneficiaries, 
and fostering internal institutional 
dialogue as a foundation for genuine 
collaboration.34

However, it should be noted 
that the potential to destabilize 
existing asymmetries within 
museum education extends 
beyond the collaborative projects. 
It is essential to recognize that 
the museum space itself is 
inherently shaped by certain 
power dynamics. Nevertheless, as 
previously discussed, it remains 
possible to construct and cultivate 
a participatory environment in 
which dialogue – particularly with 
community partners or “critical 
friends” – can be fostered.

One effective approach involves 
critical docent training, as 
exemplified by the Montreal 
Museum of Fine Arts.35 Within the 
proposed methodology, docents 
are encouraged to engage in 
ongoing self-reflection on their own 
identities with a goal to foster more 
nuanced and empathetic dialogues 
with visitors. The reflection upon 
one’s own identity and introspection 
acknowledging that museums 
are not neutral spaces but are 
shaped by the perspectives and 
identities of those who operate 
them is a fundamental condition 
for transforming the museum 

33 BOUTROS, Lilian. Minorities in The FENIX 
Museum of Migration. Paper presented at the 
workshop: Prezentace menšin v evropských 
a českých paměťových institucích. Praha, 
23 October 2025.

34 LYNCH, Bernadette. Reflective Debate, 
Radical Transparency and Trust in the Museum. 
Museum Management and Curatorship. 2013, 
vol. 28, no. 1, p. 2.

35 ANDERSON, Stephanie and KEENLYSIDE, 
Emily. Art Museums and Exclusionary Visions of 
Nationhood: The Possibilities for Docent Training. 
Journal of Museum Education. 2021, vol. 46, no. 3, 
pp. 375–392.

institutions rooted in colonial 
legacies.36

The training methodology includes 
self-reflecting exercises such as 
journal writing, mind mapping or 
engaging with critical questions 
(such as “How has my knowledge 
and understanding of the world 
been constructed over time?”).37 
These tools provide docents and 
educators with new interpretive 
frameworks while also offering 
potential strategies for visitor 
engagement. A similar activity can 
also be divided into two parts, as 
suggested by Wendy Ng et al.38 In 
the first part, participants describe 
their identity markers (How do you 
define yourself? How do others define 
you?), which helps them understand 
the basis of their worldviews.39 In 
the second part they are asked to 
reflect critically on the implications 
of these identities by addressing 
two further questions: “How have 
your identity makers provided 
privilege?” and “How have you 
created oppression through your 
identity makers?”. As Ng concludes, 
this activity has the potential 
to cultivate empathy and can 
constitute a first step toward an 
anti-oppressive practice.40 Moreover, 
this method can be employed not 
only in the context of internal 
training as a way to encourage 
museum workers (especially the 
frontline ones) to develop and 
deepen their empathy, but it can 

36 DRIJONO, Sabila Duhita and GINANJAR, Agi. 
Decolonisation: What Does It Mean for Museum 
Education? In: MCCOLL, Maggie; BROWN, Pete; 
DELANEY, Michelle; MURR, Karl Borromäus and 
ZIPSANE, Henrik (eds.). The Routledge Handbook 
of Museum and Heritage Education. London: 
Routledge, 2025, p. 76.

37 ANDERSON, Stephanie and KEENLYSIDE, 
Emily. Art Museums and Exclusionary Visions of 
Nationhood: The Possibilities for Docent Training. 
Journal of Museum Education. 2021, vol. 46, no. 3, 
p. 378.

38 NG, Wendy; WARE, Syrus Marcus and 
GREENBERG, Alyssa. Activating Diversity and 
Inclusion: A Blueprint for Museum Educators as 
Allies and Change Makers. Journal of Museum 
Education. 2017, vol. 42, no. 2, pp. 146–147.

39 Ibidem, pp. 146–147.

40 Ibidem, p. 147.

also hold potential to promote 
critical engagement, self-awareness, 
and more equitable museum 
experiences for the visitors.

A compelling example of 
integrating critical self-reflection 
into an interactive exhibition 
feature is Intercultural Museum 
Oslo and its temporary exhibition 
Typical. The exhibition, originally 
planned as a short-term one but 
extended to a long-term one due to 
visitor interest, explores the concept 
of prejudice and its relevance to 
contemporary social discourse. The 
exhibition itself is built on texts, 
conceptual art, and interactive 
elements, rather than authentic 
collection objects, to engage visitors 
in an exploration of how prejudice 
is constructed –particularly through 
processes of categorization.41

In the first part of the exhibition, 
visitors are encouraged to engage 
in self-reflection on their own 
identities and to discuss the 
limits of predetermined identity 
categories among themselves. 
An important element of the 
exhibition is the interactive artistic 
installation “The Anatomy of 
Prejudice” by conceptual artist 
Thierry Geoffry, created for the 
purpose of this exhibition project. 
In its participatory component 
called “The Jungle of Prejudice” 
the visitors are encouraged to co-
create the artwork by documenting 
instances of personal or public 
prejudice using their smartphones, 
print them and add them to the 
installation, contributing to the 
collective artwork. According to the 
museum‘s contents editor Anders 
Bettum, the aim of the installation 
was to encourage “[...] people to come 
and analyze their own experience, 
thoughts, ideas, their own awareness 
around prejudice and to show others”.42

41 JAHNSEN, Sofie Scheen. The Balancing Act. 
Museums as Spaces for Democratic Debate: A Case 
Study from Oslo, Norway. Museums & Social Issues. 
2019, vol. 14, no. 1–2, p. 6. 

42 Ibidem, p. 7.
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 National Museum in Prague: the 
participatory approach and its 
limits in practice

In the case of the National 
Museum in the Czech Republic, 
the described activity which 
encourages visitors in self-reflection 
of their identities is used as an 
introductory part of an interactive 
educational program on LGBTQ+ 
history, embedded in the long-term 
exhibition The History of the 20th 
Century. Students are given cards 
with various forms of identity 
(national, religious, regional, but 
also hobby-based, generation-
based etc.), and they are asked to 
choose the terms they identify with 
(fig. 1). Purposefully the activity 
omits the terms related to gender- 
and sexuality-based identities to 
illustrate the difficulties of coming 
to terms with one‘s identity without 
having a proper vocabulary to 
express it. Consequently, the 
students discuss the benefits and 
shortcomings of the identity terms 
and generally of placing oneself 
in an identity-based category. It 
should be noted that while the 
method‘s use in the educational 
program is different than as a self-
serving installation in Oslo, the aim 
of the activity remains identical 
– motivating the participants to 
reflect on the concept of identity 
and how it pertains to themselves 
as well as to the society in general.

Another way to foster collaborative 
dialogue within the museum 
context is through the critical 
interpretation of exhibitions and 
exhibits and by actively challenging 
colonial or neocolonial narratives 
during guided tours. Docent 
training can play a foundational 
role in this process. For instance, 
Andreson and Keenlyside suggest 
the RAFTS method, originally 
from the field of creative writing, 
which encourages the educators 
to uncover the broader context 
of the exhibits. At the Montreal 
Museum of Fine Arts, this method 

has been employed to analyze 
visual representations of identity, 
nationhood, and belonging over 
time. Educators are encouraged 
to pose seemingly simple yet 
conceptually rich questions, such 
as “What is the role of the creator?” 
or “Who is it created for?” which 
can open space for participatory 
discussion and critique when 
followed by dialogue with visitors.43

A similar approach is evident in 
the case of the National Gallery 
of Ireland. In order to challenge 
the cis-normative narrative of the 
permanent exhibition, Kate Drinane, 
a member of the Education team, 
has developed LGBTQIA+-themed 
programming of the gallery, which 
primarily consists of guided tours 
focused on the queer interpretation 
of the exhibits.44 Inspired by the 
community-led methodology (such 
as the project of People‘s history 
museum Manchester “Never 
Going Underground” or the work 
of the LGBTQ Working Group in 

43 ANDERSON, Stephanie and KEENLYSIDE, 
Emily. Art Museums and Exclusionary Visions of 
Nationhood: The Possibilities for Docent Training. 
Journal of Museum Education. 2021, vol. 46, no. 3, 
p. 380.

44 DRINANE, Kate. Finding the Rainbow Needle 
in the Research Haystack. Museum International. 
2020, vol. 72, no. 3–4, pp. 82–93.

the Victoria and Albert Museum) 
the author developed a guided 
tour based on queer reading of 
the exhibition. During the tour 
the author of the program is in 
a perpetual dialogue with the 
visitors. Visitor feedback, reflections 
on identity, and discussions around 
language and representation are 
all actively incorporated into the 
interpretive process, exemplifying 
an inclusive and evolving 
educational practice.45

In the Czech National Museum, 
a similar approach has been chosen 
for the LGBTQ+-themed guided 
tour. The tour, unprecedented in 
the Czech Republic, is based on the 
exhibits illustrating the history of 
the LGBTQ+ people in the 20th 
century Czechoslovakia and the 
consequent Czech Republic, which 
were added to the exhibition in 
2023 in collaboration with the 
Society for Queer Memory.46 The 
guided tours, aimed at the adult 
audience,47 are conducted by 

45 Ibidem, p. 89.

46 Společnost pro queer paměť. Online. Available 
from: https://www.queerpamet.cz. [accessed 
2025-10-10].

47 It should be noted that the guided tours are 
not age-restricted, meaning people under 18 years 
of age are free to attend.

Fig. 1: Activity on identity reflection during the program (Source: Miroslava Konečná, 2025)
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one of the museum‘s curators in 
collaboration with a representative 
of the Society for Queer Memory, 
providing a multi-perspective 
approach to interpretation that 
includes a member of the LGBTQ+ 
community (fig. 2). 

For the audience of adolescents, 
The National Museum offers an 
educational program (fig. 1) on 
LGBTQ+ history for the middle- 
and high-schoolers. In this case, 
the guided tour is led by one or 
two educators and is followed by 
a workshop and a discussion. The 
workshop consists of an analysis of 
primary sources related to the queer 
history, such as an interwar activist 
press or the laws pertaining to the 
criminalization of queer sex acts 
(fig. 3). The tasks are followed by an 
open discussion in which students 
have the opportunity to express 
their own opinions and beliefs while 
being confronted with the authentic 
historical proofs of the queer 
community‘s existence throughout 
the 20th century. Importantly, the 
museum team uses the feedback 
gathered from these discussions to 
continuously refine and develop the 
educational program, ensuring it 
remains responsive to participants’ 
perspectives (fig. 4).48

Multiperspectivity is also central 
to another educational initiative 
focused on Slovak history in the 
20th century, also situated within 
the same long-term exhibition. This 
program was developed in response 
to scholarly and public critiques 
of the exhibition‘s tendency to 
present Czechoslovak history 
through a predominantly Czech, 
ethnically homogeneous lens – 
neglecting Slovak narratives and 
other minority experiences.49 To 

48 SMIDOVÁ, Michaela and PEKÁRKOVÁ, Eliška. 
Challenging Stereotypes and Distorted Narratives 
in Modern History Exhibitions. Paper presented 
at: ICMEMOHRI Symposium: Fakes and False 
Histories, 1–5 June 2025, Paris.

49 ZÍDEK, Petr. Výstava o dějinách 20. století 
se obešla bez palčivých otázek. Právo. 2021, 
vol. 30, no. 145, 12 August; BARTLOVÁ, Milena. 

address these concerns, the museum 
introduced a bilingual guided tour 
conducted jointly by a Czech and 
a Slovak educator (fig. 5).50 The 
Czech educator provides a general 

Dějiny 20. století očima malého českého člověka. 
K nové expozici Národního muzea. Online. 
In: Deník Alarm. 29. 9. 2021. Available from: 
https://denikalarm.cz/2021/09/dejiny-20-stoleti-
ocima-maleho-ceskeho-cloveka-k-nove-expozici-
narodniho-muzea/. [accessed 2026-05-18].

50 SMIDOVÁ, Michaela and PEKÁRKOVÁ, Eliška. 
Kulturní dědictví národnostních a etnických 
menšin v expozici Dějiny 20. století v Národním 

introduction in Czech, while the 
Slovak educator offers a focused 
interpretation of Slovak history 
in Slovak. Although Czech and 
Slovak are mutually intelligible to 
a significant extent, they are distinct 
languages, and their use in tandem 
symbolizes the plurality of historical 
perspectives. This linguistic 
diversity is not only a pedagogical 

muzeu. Muzeum: Muzejní a vlastivědná práce. 
2023, vol. 62, no. 1, pp. 3–7. 

Fig. 2: Museum‘s curator and representative of the SfQM during LGBTQ+ guided tour (Source: © Společ-
nost pro queer paměť, photo: © Josef Rabara, 2024)

Fig. 3: Participants discussing sources related to queer history (Source: Miroslava Konečná, 2025)
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tool but also a symbolic gesture 
that foregrounds the multicultural 
complexity of Czechoslovak history. 
The Czech educator provides 
a general introduction in Czech, 
while the Slovak educator offers 
a focused interpretation of Slovak 
history in Slovak. Although 
Czech and Slovak are mutually 
intelligible to a significant extent, 
they are distinct languages, and 
their use in tandem symbolizes the 
plurality of historical perspectives. 
This linguistic diversity is not 

only a pedagogical tool but also 
a symbolic gesture that foregrounds 
the multicultural complexity of 
Czechoslovak history.

Conclusion

While museum education holds 
the potential to foster critical 
engagement and promote 
inclusion, it cannot, in isolation, 
rectify systemic social inequities. 
Within the context of state-
funded cultural institutions, the 

ability to meaningfully challenge 
entrenched power dynamics 
and institutional asymmetries 
remains limited in the absence of 
broader structural transformation. 
However, by integrating the 
principles of critical pedagogy and 
embedding neocolonial critique 
into both educational practice and 
institutional discourse, museums can 
contribute to creating more inclusive 
and reflexive cultural spaces.

Although museum educators may 
be unable to eliminate entirely 
the asymmetries inherent in the 
educator-learner relationship, they 
can acknowledge these imbalances 
and intentionally employ 
pedagogical strategies aimed at 
minimizing their effects. Kerry 
Downey, a veteran educator at the 
Museum of Modern Art (MoMA), 
underscores that empathy – when 
grounded in an awareness of power 
relations – can serve as a vital 
ethical stance, particularly in 
contexts where structural change is 
slow or absent. Downey argues that 
while empathy cannot substitute 
for systemic reform, it can serve 
as a means of resisting oppressive 
dynamics at the interpersonal 
level.51 

Nevertheless, it is crucial not 
to conflate individual ethics 
or motivation with sufficient 
institutional transformation. 
Personal awareness and critical 
engagement, though valuable, 
should not replace the imperative 
for structural change. That said, 
a sustained consciousness of 
institutional power hierarchies – 
coupled with ongoing reflection on 
the educator‘s own positionality, 
even within the unfolding of 
educational programs – can serve 
as a critical check against top-
down tendencies. At the very least, 
such reflexivity can help mitigate 

51 DOWNEY, Kerry. Reaching Out, Reaching In: 
Museum Educators and Radical Transformation. 
Journal of Museum Education. 2020, vol. 45, no. 4, 
p. 380.

Fig. 4: Participants during discussion (Source: Miroslava Konečná, 2025)

Fig. 5: Both educators leading the program (Source: Jakub Šedý, 2023)
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the reproduction of institutional 
authority and contribute to more 
dialogical, participatory learning 
environments.

It should be noted that the 
implementation of participatory 
approaches in the museum 
education as well as the museum 
practice in general can be severely 
limited by state control, both 
official and unofficial national 
identity politics and institutional 
inertia. Especially in the region of 
post-socialist Central Europe the 
intertwining between museums 
and political powers is inevitable, 
and any effort for the reform is 
contested, partial and prone to 
frequent revisions based on the 
political cycle.

 REFERENCES:

ANDERSON, Stephanie and KEENLYSIDE, 
Emily. Art Museums and Exclusionary 
Visions of Nationhood: The Possibilities 
for Docent Training. Journal of Museum 
Education. 2021, vol. 46, no. 3, 
pp. 375–392. ISSN 1059-8650. https://doi.

org/10.1080/10598650.2021.1955198

BARTLOVÁ, Milena. Dějiny 20. století 
očima malého českého člověka. K nové 
expozici Národního muzea. Online. 
In: Deník Alarm. 29. 9. 2021. Available 
from: https://denikalarm.cz/2021/09/
dejiny-20-stoleti-ocima-maleho-ceskeho-
cloveka-k-nove-expozici-narodniho-
muzea/. [accessed 2026-05-18].

BOAST, Robin. Neocolonial Collaboration: 
Museum as Contact Zone Revisited. 
Museum Anthropology. 2011, vol. 34, 
no. 1, pp. 56–70. ISSN 0892-8339. https://

doi.org/10.1111/j.1548-1379.2010.01107.x

CAN-MOLLAER, Esra. Representing 
Migration in Museums ‘From Below’: The 
Case of DOMiD as a Migration Museum 
in Germany. Bursa Uludağ Üniversitesi 
İktisadi ve İdari Bilimler Fakültesi Dergisi. 
2024, vol. 42, no. 2, pp. 142–156.  
ISSN 1301-3386.

CLIFFORD, James. Routes: Travel and 
Translation in the Late Twentieth Century. 
Cambridge (MA): Harvard University 
Press, 1997. ISBN 0-674-77961-4.

DESVALLÉES, André and MAIRESSE, 
François (eds.). Key Concepts of 
Museology. Online. Paris: Armand 
Colin; International Council of 
Museums (ICOM), 2010. Available 
from: https://www.icom-italia.
org/wp-content/uploads/2018/02/
ICOMItalia.KeyconceptsofMuseology.
Pubblicazioni.2010.pdf.  
ISBN 978-2-200-25398-1. [accessed 
2026-05-18].

DOWNEY, Kerry. Reaching Out, Reaching 
In: Museum Educators and Radical 
Transformation. Journal of Museum 
Education. 2020, vol. 45, no. 4, 
pp. 375–388. ISSN 1059-8650. https://doi.

org/10.1080/10598650.2020.1831793

DRINANE, Kate. Finding the Rainbow 
Needle in the Research Haystack. 
Museum International. 2020, vol. 72, 
no. 3–4, pp. 82–93. ISSN 1350-0775. 
https://doi.org/10.1080/13500775.2020.187

3498

FREIRE, Paulo. Pedagogy of the Oppressed. 
Harmondsworth: Penguin, 1972.

GRINELL, Klas and GUSTAVSSON 
RENIUS, Lotten. The King is Dead. 
Long Live the King! Un-inheriting 
Modern Ethnography while Inheriting 
Objects of Ethnography. Online. In: 
FERRACUTI, Sandra and FRASCA, 
Elisabetta (eds.). Beyond Modernity: Do 
Ethnographic Museums Need Ethnography? 
Rome: Espera, 2013. Available from: 
https://www.researchgate.net/
publication/336847323_The_King_is_
dead_Long_live_the_King_Un-inheriting_
Modern_Ethnography_while_Inheriting_
Objects_of_Ethnography. [accessed 
2025-10-10].

HASWELL-WALLS, Fran; VITTLE, Kate 
and HALE, Amy. Our Museum Influence: 
Summary Report November 2018. Online. 
London: Paul Hamlyn Foundation / 
ERS, 2018. Available from: https://
www.phf.org.uk/assets/documents/
Our-Museum-Influence-Summary-
Report.pdf?v=1715615644. [accessed 
2026-05-18].

JAHNSEN, Sofie Scheen. The Balancing 
Act. Museums as Spaces for Democratic 
Debate: A Case Study from Oslo, Norway. 
Museums & Social Issues. 2019, vol. 14, 
no. 1–2, pp. 4–22. ISSN 1559-6893. 
https://doi.org/10.1080/15596893.2021.197

0901

LINN, Sarah; HALL, Olivia A.; NUNN, 
Caitlin and CROMWELL, Jennifer. 
Participatory Museum Projects with 
Refugee-Background Young People. 
Museums & Social Issues. 2024, vol. 18, 
no. 1–2, pp. 28–47. ISSN 1559-6893. 
https://doi.org/10.1080/15596893.2023.229

4196

LYNCH, Bernadette. Generally Dissatisfied: 
Hidden Pedagogy in the Postcolonial 
Museum. THEMA: La revue des musées 
de la civilisation. 2014, vol. 1, no. 1, 
pp. 1–17. ISSN 2292-6534.

LYNCH, Bernadette. ‘Good for You, 
but I Don’t Care!’: Critical Museum 
Pedagogy in Educational and Curatorial 
Practice. In: ‘DIFFERENCES’ Symposium 
Publication. Zürich: Zurich University 
of the Arts, ZHdK, 2016, pp. 256–268. 
https://doi.org/10.1515/9783839430804-023

LYNCH, Bernadette. Reflective Debate, 
Radical Transparency and Trust in 
the Museum. Museum Management 
and Curatorship. 2013, vol. 28, no. 1, 
pp. 1–13. ISSN 0964-7775. https://doi.org/

10.1080/09647775.2012.754631

MCCOLL, Maggie; BROWN, Pete; DELANEY, 
Michelle; MURR, Karl Borromäus and 
ZIPSANE, Henrik (eds.). The Routledge 
Handbook of Museum and Heritage 
Education. London: Routledge, 2025. 
ISBN  978-1-003-46208-8. https://doi.

org/10.4324/9781003462088-1

MORIARTY, Gerri and MEDLYN, Sally. 
Our Museum Special Initiative: Summary 
Report of Evaluation. Online. London: 
Paul Hamlyn Foundation, 2016. 
Available from: https://www.phf.org.
uk/assets/documents/Our-Museum-
Evaluation-Report-Summary_June-
16.pdf?v=1715616729. [accessed 
2026-05-18].

NG, Wendy; WARE, Syrus Marcus and 
GREENBERG, Alyssa. Activating 
Diversity and Inclusion: A Blueprint for 
Museum Educators as Allies and Change 
Makers. Journal of Museum Education. 
2017, vol. 42, no. 2, pp. 146–147.  
ISSN 1059-8650. https://doi.org/10.1080/10

598650.2017.1306664

PALLADINO, Mariangela. The Postcolonial 
Museum: The Arts of Memory and 
the Pressures of Histories. Journal of 
Postcolonial Writing. 2016, vol. 52, no. 6, 
pp. 754–755. ISSN 1744-9855. https://doi.

org/10.1080/17449855.2015.1057413



MUSEOLOGIC A BRUNENSIA

5 0

Plein. Online. In: FENIX Museum. Available 
from: https://www.fenix.nl/en/plein/. 
[accessed 2026-05-18].

ROBENALT, Erica. The Queer Museum: 
Radical Inclusion and Western 
Museology. New York: Routledge, 
2024. ISBN 1-032-52643-2. https://doi.

org/10.4324/9781003407645

SMIDOVÁ, Michaela and PEKÁRKOVÁ, 
Eliška. Kulturní dědictví národnostních 
a etnických menšin v expozici Dějiny 
20. století v Národním muzeu. Muzeum: 
Muzejní a vlastivědná práce. 2023, 
vol. 62, no. 1, pp. 3–7. ISSN 1803-0386. 
https://doi.org/10.37520/mmvp.2024.002

Společnost pro queer paměť. Online. Available 
from: https://www.queerpamet.cz. 
[accessed 2025-10-10].

STAM, Deirdre C. The Informed Muse: The 
Implications of ‘the New Museology’ for 
Museum Practice. Museum Management 
and Curatorship. 1993, vol. 12, no. 3, 
pp. 267–283. ISSN 0964-7775. https://doi.

org/10.1016/0964-7775(93)90071-P

VAAGAN, Robert Wallace and BOTHNER, 
Annelise R. Confronting Stereotypes, 
Racism and Xenophobia in Oslo 
Museum – Intercultural Museum (IKM). 
Intercultural Communication Studies. 
2020, vol. 10, no. 1, pp. 1–22. 
 ISSN 1057-7769.

WOOD, Elizabeth (ed.). A New Role for 
Museum Educators: Purpose, Approach, 
and Mindset. London: Routledge, 2023. 
ISBN  978-1-003-34771-2. https://doi.

org/10.4324/9781003347712

ZÍDEK, Petr. Výstava o dějinách 20. století 
se obešla bez palčivých otázek. Právo. 
2021, vol. 30, no. 145, 12. srpna.  
ISSN 1211-2119.

ELIŠKA PEKÁRKOVÁ 

National Museum, Prague, Czech Republic

eliska.pekarkova@nm.cz

https://orcid.org/0000-0002-5959-876X

Eliška Pekárková is a historian and a museum educator at the Department 
of Education and Cultural Activities of the National Museum of the Czech 
Republic. She creates educational programs for the historical permanent and 
temporary exhibitions. Her research focuses on Jewish history, history of 
national minorities and the didactics of history.

Eliška Pekárková je historička a muzejní pedagožka na Oddělení vzdělávání 
a kulturních aktivit Národního muzea v Praze. Vytváří vzdělávací programy 
pro expozice a výstavy s tematikou historie. Ve své výzkumné práci se 
zaměřuje na dějiny Židů, historii národnostních menšin a didaktiku historie.

MICHAELA SMIDOVÁ

National Museum, Prague, Czech Republic

michaela.smidova@nm.cz

https://orcid.org/0000-0001-5542-8918

Michaela Smidová is a historian and a researcher in the Centre for Presentation 
of Cultural Heritage, a department of the National Museum of the Czech Republic 
that focuses on museum and cultural heritage presentation, interpretation and 
communication. Her research focuses on the heritage of national minorities and 
its presentation and interpretation in museums, as well as the social responsibility 
(sustainability, gender equality etc.) of museum institutions.

Michaela Smidová je historička a výzkumná pracovnice v Centru pro 
prezentaci kulturního dědictví Národního muzea v Praze, které se zaměřuje 
na muzejní prezentaci, interpretaci a zprostředkování kulturního dědictví. Ve 
svém výzkumu se zabývá otázkami kulturního dědictví národnostních menšin 
a jeho prezentace a interpretace v muzeích a také společenskou odpovědností 
(udržitelnost, rovnost pohlaví atd.) muzejních institucí.

This work can be used in accordance with the Creative Commons BY-SA 4.0 International license terms and conditions (https://creativecommons.org/
licenses/by-sa/4.0/legalcode). This does not apply to works or elements (such as images or photographs) that are used in the work under a contractual 
license or exception or limitation to relevant rights.


