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Introduction

David Vuillaume 

Day after day, more than 30,000 Europe-
an museums offer an impressively diverse 
range of educational activities. Education 
is rightly considered as being one of the 
main functions of a museum. So why does 
NEMO, the Network of European Museum 
Organisations, want to revisit the educatio-
nal value of museums?

To speak of the educational value of a 
museum is to go beyond the activities offe-
red to the public and step back to reflect on 
their logic and their impact. NEMO believes 
that museums, when offering opportunities 
for formal and informal learning to people 
of all profiles and all backgrounds, can ins-
pire, engage and help them understand the 
world in which they live.

It is clear that this vision is still not a rea-
lity everywhere. There is in fact a great 
disparity of resources and knowledge 
available for educational services on the 
European continent. Moreover, museums 
must constantly adapt to the changing and 
specific needs of the public.

This publication, which documents NE-
MO’s Annual Conference in November 2015 
in Pilsen, invites you to revisit the educati-
onal value of museums through contribu-
tions from countries with different educa-
tional traditions, whether from the Czech 
Republic, the Nordic and Baltic countries, 
Poland or Portugal. These contributions are 

enriched by the views of colleagues from 
museum networks beyond Europe. A com-
mon thread that connects the different in-
ternational approaches is their commitment 
to educational museum programmes that 
include a social dimension.

A museum may well be a place for le-
arning while remaining conservative and 
elitist, and excluding a large number of 
citizens. This is unfortunately still a reality 
for some institutions. The good news is, this 
perception is changing all over the conti-
nent. An awareness is growing in museums 
that learning that is not limited to disse-
minating information about collections. 
Museum education must also have a more 
inclusive objective: to foster and to support 
intercultural dialogue, participation and 
empowerment. 

It seems obvious today that educational 
work is based on social values. The ultimate 
goal of museums (which may sound naï-
ve or presumptuous) is to help people to 
grow as individuals, become more critical 
of our society and more involved, learn to 
appreciate dialogue, feel empathy, be to-
lerant, become more educated and more 
civilised, to stand against ignorance and 
extremism. These ambitious goals require 
well-educated museum professionals and 
well-equipped staff training programmes. 
This is especially important since migrati-
on has shaped and will continue to shape 



9

cultural diversity and museums must strive 
to reflect all communities living in Euro-
pe. Training, professional exchanges and 
employing educators from diverse back-
grounds are therefore more important than 
ever to ensure that museums can adapt to 
the most appropriate and diverse methods 
of communication to target the growing 
variety of public needs.

NEMO’s mission in the field of education 
is to highlight that museums are essential 
places of learning, open to interaction and 
involvement. We want legislators at national 
and European level to understand and pro-

mote the role that museums play regarding 
education and social cohesion. We also 
want other learning institutions to recog-
nise museums as their natural partners for 
collaboration.

If we keep working together towards this 
goal in a coordinated way, we can achieve 
our vision of museums as places that allow 
us to better understand the complex world 
in which we live and to find our place with- 
in it.

“NEMO’s mission in the field 
of education is to highlight 
that museums are essential 
places of learning, open to 
interaction and involvement.”
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ReVisiting the educational 

value of museums: connecting 

to audiences

Margherita Sani

NEMO’s policy statement focuses on four 
key strategic areas which are considered to 
be important for the museum sector in Eu-
rope, one of which is education. Museums 
have been educational places since their 
inception, so their contribution to learning, 
and more recently to lifelong learning, 
seems to be quite obvious.

However, the increasingly prominent 
role museums are playing in society means 
that education no longer equals conveying 
content or information about the collecti-
on, but is often intertwined with activities 
which aim to achieve inclusion, intercultural 
dialogue, public engagement, participation, 
community empowerment, or to stimulate 
creativity and support innovation. Activities 
that use museum objects as tools to do so-
mething quite different, like teaching a for-
eign language, transmitting basic numeracy 
and literacy skills, generating self-esteem, or 
improving health, and physical and mental 
wellbeing.

This, along with an increased emphasis 
on visitor and learner-centred approaches 
and a wide diversification of audiences, has 
had tremendous implications for staff in 
terms of their own tasks and training.

The scene at European level is very rich 
and varied, but confirms the great poten-
tial and the crucial role that museums as 
learning environments can play in forming 
more responsible citizens and contributing 
to a more inclusive and informed society.

The following papers explore the educa-
tional value of museums on three different 
levels: Kalle Kallio, Maria Vlachou and Hen-
rik Zipsane analyse what education in the 
21st century is about, what museums have 
to do to stay relevant to society and how 
the inner structures of museums are rela-
ted to their educational performance. The 
essays of Leszek Karczewski and Tine Selig-
mann showcase two concrete projects that 
managed to put educational theories into 
practice in unconventional and successful 
ways.

Finally, Michel Magnier sheds light on 
how the European Union supports muse-
ums in tapping into their educational po-
tential.

>> Pinakothek der Moderne in Munich: museum visitors at the gallery‘s 		
	 Shrigley exhibition
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Critical Outcomes of Museum Learning

Kalle Kallio

Different theoretical frameworks 
in educational sciences have influen-
ced museum education through the 
ages. For example, cognitive theories 
and constructivism have been ruling 
pedagogical thinking just as much in 
schools as in museums. This paper 
focuses on the activity theory, which 
can be used to develop museums as 
learning environments, and critical 
pedagogy, which is most suitable for 
museums interested in outreach and 
social justice. It will illustrate museums 
as unique media and places of learning. 
The Finnish Labour Museum has carried 
out some research about learning out-
comes, which shows interesting results. 
Museums are not very good for fixed 
learning objectives – visitors learn a 
great variety of things. Sometimes they 
will interpret exhibitions in unforeseen 
ways. The question is how to support 
such learning experiences? One interes-
ting orientation in educational sciences 
is critical pedagogy. This incoherent 
group of theories and thinkers has qui-
te a lot in common with the so-called 
‘new museum theory’. Both will help to 
correspond with questions related to 
museum institutions’ authority, elitism, 
conservatism or exclusion. Keywords of 
the new museum thinking such as ac-
cessibility, diversity, representation and 
participation can be developed further 
with critical pedagogy.

Learning in museums has been portray-
ed with words like free-choice, informal, li-
felong, non-formal or voluntary. These per-
spectives can be combined by describing 
museums as open learning environments – 
a distinction to more closed learning en-
vironments like schools.

Learning is not at all restricted to formal 
schooling, because people learn everywhe-
re. Actually, most learning is done acciden-
tally, in non-formal situations. People learn 
by talking to each other or by watching 
television. People also learn in museums, 
but it is complicated to recognise and track 
what visitors learn and how. Museums, 
however, allow a great variety of ways to 
study, discover, interact and enjoy.

Open learning environments like librari-
es, the internet or museums can be used to 
search for information based on individual 
interests. But museums are also very spe-
cial media for art and culture. For example, 
in theatres, cinemas, concerts or sport 
events the audience stays in their seats and 
watches the same show. This is turned up-
side down in a museum, where the display 
stays still and the audience is moving. Vi-
sitors explore the same exhibition but they 
do so in their own ways, wander almost 
randomly, see and learn different things.
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When museums develop their educati-
onal services it is crucial to understand this 
specific open structure and concept. The 
Finnish Labour Museum renewed its main 
exhibition in 2010. Theoretically, the Our 
Town exhibition tries to support learning 
in the museum space by experiencing and 
allowing different kinds of learning. The 
Our Town exhibition describes work, every-
day life and civic society in 20th-century 
Finland. The exceptional thing is the lack 
of printed text panels: all exhibition text is 
situated in multimedia kiosks and in a gui-
debook. Objects allow plenty of personal 
interpretations, which are not narrowed 
down with interpretative text. The exhibiti-
on is optimal for guided tours, workshops 
and living history actions.

Like most museums, the Finnish Labour 
Museum carries out annual visitor surveys 
to understand visitor satisfaction. However, 
standardised questionnaires do not cover 
the diversity of museum learning. Therefo-
re, the museum has implemented a small 
piece of research to identify the different 
learning outcomes that emerged specifi-
cally from the Our Town exhibition. Overall, 
30 visitors were selected and interviewed 
right after their museum visit. Fifteen of 
them were called for follow-up interviews. 
Their answers were analysed applying the 
Conceptual Model of Learning presented by 
Falk and Dierking (2000). This model divides 
learning into personal, sociocultural and 
physical context. The fourth context is time. 
Selected examples of the data show how 
these contexts are also present in learning 
about labour heritage.

For example, a retiring office worker 
stressed how women have been always 
oppressed in working life. She was active 
in the labour movement and mentioned 
how even the socialist men had not always 
been on the same side. She had ended up 
at these thoughts after watching the dis-
plays of laundrywomen and brick carriers in 
the museum. Those exhibits do not include 
stated feminism, but they certainly allow 
such interpretation. Learning is an individu-
al process and it is greatly influenced by the 
visitors’ former knowledge, personal expec-
tations and beliefs.

Sociocultural context can be easily ob-
served with families. A translator and her 
family came to see the steam engine but 
ended up drawing pictures in the workshop. 
She enjoyed interaction with the children 
and had a lively discussion with her hus-
band about labour issues. Sociocultural 
context is very important because most 
people do not come to museums alone 
but with friends, families and in many other 
groups.

The fourth context in Falk’s and Dier-
king’s model is time. A museum visit is just 
one link in the chain of lifelong experiences, 
and visitors can build on their knowledge 
later. For instance, in their exit interview, the 
translator’s family talked mainly about the 
steam engine that they came to see. Half a 
year later, she talked primarily about how 
her daughter was still excited about the old 
co-op with stocked shelves. The museum 
experience had sparked the imagination of 
her child to play an old-time shopkeeper 
at home! Museum visits can create strong 
traces in memory, which can afterwards 
give meaning and motivation in people‘s 
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“Keywords of the new museum 
thinking are accessibility, free 
entry, diversity, representation, 
openness, participation and 
communities.” 
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personal lives. When researching visitors, it 
is valuable to have follow-up interviews to 
recognise some long-term learning experi-
ence outcomes.

The museum visit can come back to 
mind in many unexpected situations. For 
example, an adult student visited the mu-
seum in the summer. Just before Christmas 
she was at a memorial service, which was 
held in the countryside in an old worker’s 
meeting hall. One of the most popular 
interiors of the Our Town exhibition is a 
nostalgic meeting hall. Memories from the 
museum visit broke the surface at the fu-
neral and ended up in a discussion, which 
combined the meeting halls and the life of 
the deceased.

Museum education has always been 
linked to learning theories. Recently, the 
Finnish Labour Museum has become more 
and more interested in critical pedagogy. 
Critical pedagogy has many different trends 
and promoters, but is unfortunately not 
very well known in the museum sector. Cri-
tical pedagogy tries to liberate us from the 
visible and invisible chains of society. The 
key concepts are critical consciousness and 
challenging the voice of authority. Critical 
theorists have been interested in themes 
like participation, criticism of schooling, 
class, race and gender issues, roles of ideo-
logy and so forth.

It is fascinating that critical pedagogy 
has much in common with ‚new museum 
theory‘. Today, many museums are thinking 
of very similar questions and facing a lively 
debate related to museum institutions’ au-
thority, elitism, conservatism and exclusion. 
Keywords of the new museum thinking are 

accessibility, free entry, diversity, represen-
tation, openness, participation and commu-
nities.

Critical pedagogy is at the heart of the 
Finnish Labour Museum’s mission statem-
ent for “fair history”. Its goal is to fight for 
social justice and give a voice to underre-
presented people. The museum tries to help 
people and various communities to un-
derstand their past and encourage them to 
keep working for a better and more sustain-
able world. Critical pedagogy is a promising 
tool for implementing the museum’s social 
mission in practice.

>> Tampere Social Forum gathers local NGOs to the Finnish Labour 
Museum every spring. Cooperation with civic society and activists is 
important for the museum.
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Nordic AND Baltic Regions: Learning in 

Museums - where do we stand?

Henrik Zipsane 

The Nordic Centre of Heritage Lear-
ning & Creativity (NCK), together with 
Nordic and Baltic museum associa-
tions, conducted a number of surveys 
between 2011 and 2014 to get an im-
pression of how museums themselves 
perceive and prioritise their role and 
competence in learning. The results of 
the analysis show the potential but also 
the huge challenge museums face in the 
future. The main conclusion is that mu-
seums need to professionalise their for-
mal learning competences if they want 
to be an integrated and respected actor 
in the professional learning society.

After acknowledging the need to ad-
vance existing knowledge of learning in 
Swedish museums, the NCK conducted a 
nationwide survey in 2011 in collaboration 
with the Association of Swedish Museums. 
The survey addressed museum directors in 
Sweden, who were invited to anonymously 
answer a number of questions concerning 
learning and pedagogy in their institutions. 

Following the Swedish survey, similar 
surveys were conducted in Denmark, Fin-
land, Norway and the Baltic countries bet-
ween 2011 and 2014. In all, 379 museums 
participated. 

The questionnaire examined museum 
directors‘ reflections on the importance of 
learning in a museum setting. The varia-
tions among countries are substantial.

In Finland, museum directors are equally 
divided between viewing learning as either 
‘the purpose of the museum’ or as a means 
for communicating the message of the mu-
seum‘s exhibitions. Another very interesting 
point is that for a considerably large num-
ber of museums in the Baltic countries (20 
out of 80), learning is considered a tool for 
museums to reach schools. 

It is notable that, in all surveys, the most 
highly prioritised target group is that of chil-
dren/young people, and that that lifelong 
learning and target groups of adults/seniors 
are ranked second.

Following these questions, museum di-
rectors were asked whether or not learning 
is included in their organisations‘ most 
important policy documents. Overall, the 
vast majority of them across all countries 
affirmed the inclusion of learning in their 
institution’s policies. If learning is included 
in the policy documents, the museum 
directors’ answers to the question in the 
survey about the importance of training 
for education staff in their museums stand 
somewhat in contrast to the investment 
in human competence resources and the 
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positioning of the learning services pro-
vided by the museums. Specifically, when 
the museum directors were asked to select 
from five educational categories in order 
to provide an overview of their employees’ 
educational background, their responses 
revealed that most of their employees have 
a university education within traditional 
museum subjects, such as archaeology, 
ethnology, art history and so forth. Drawing 
upon the case of Sweden, 24 percent of 
staff involved directly in educational activi-
ties with visitors and pedagogical program-
mes for specific target groups have a formal 
education in pedagogy, especially in pre-
school or primary/secondary learning. Ano-
ther 22 percent have complemented their 
formal education in a field relevant to the 
museum’s collection with a university cour-
se in pedagogy. This means that 46 percent 
of museum pedagogical staff have received 
some education in pedagogy. Nonetheless, 
it also brings to the fore the fact that 54 
percent have not received any education in 
pedagogy.

However, the renewed focus on educa-
tion within the museum world has led to a 
wider portfolio of tasks to being carried out 
by museum educators. This requires an ex-
pansion and strengthening of their profes-
sional abilities such as management, com-
munication skills, knowledge of content 
and learning theory, as well as the capacity 
to evaluate and balance an understanding 
of community and visitor needs with those 
of the institution – to name just a few. Gi-
ven the range of skills required, it is perhaps 
understandable that those working in the 
field represent a variety of professional and 
educational backgrounds.

To respond to these tasks, most museum 
directors welcome the possibility of recei-
ving further education in pedagogical theo-
ry for their employees. The majority of mu-
seum directors, except for those in Norway, 
are slightly more positive about advancing 
their knowledge about the activities taking 
place in schools than in pedagogical theory. 
This might reflect the fact that schools are 
the main target group for most museums in 
the Baltic and Nordic region.

Today, museums are increasingly posi-
tioning themselves as places for learning 
experiences while searching for ways to 
respond to the changes and demands of 
today’s society. Beginning with the ov-
erarching question, “which definition of 
learning do you see as the most accurate?“, 
and moving on to more detailed questions, 
the comparative report shows that there 
is variation in the perceptions of museum 
directors when it comes to what ‘learning’ 
actually means. The way we define learning 
affects the design and running of learning 
programmes. 

As the findings from the comparative 
report show, museums in the Nordic and 
Baltic region design educational program-
mes and provide learning activities mainly 
tailored to schoolchildren. This tendency 
may be better understood if seen in the 
light of the current political climate and 
cultural policies and priorities. In Sweden 
for example, the cultural policy ‘Tid för kul-
tur’ (time for culture) singles out children 
and young people as the sole target group, 
while in Norway, despite the latest report 
on the future of culture pointing out a more 
diverse range of target audiences, children 
and younger people are the most highly 
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“If learning is at the core of 
the museum’s mission, then 
developing and honouring 
employees’ learning 
competences should also 
be part of it.”

Blue Learning is the main 
purpose of the museum

Orange Learning is important 
in order to communicate 
exhibitions

Grey Learning is important in 
order to reach schools
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prioritised group. Moreover, there is a par-
ticular strategy for culture addressing chil-
dren and youths in Denmark, while specific 
references are made to children and young 
people in Finnish cultural policies. 

Considering the emphasis on this target 
group it is not surprising that most muse-
ums also regard this group as particularly 
important. This tendency across the Nordic 
and Baltic region is no different to what 
takes place worldwide: in the US, for ex-
ample, museums devote three quarters of 
their education budget specifically to K–12 
students (primary and secondary education 
in the US). Nonetheless, other target groups 
are also mentioned in cultural policy docu-
ments. Diverse communities and minorities, 
for example, are seen as important groups 
to work with in all the Nordic and Baltic 
countries. However, although schoolchil-
dren remain a priority for museum educa-
tion, we believe that museums have over-
emphasised the school audience in their 
targets and policies in recent years. In gene-
ral, we would like to see museums embrace 
the philosophy that the aim of museum 
education should be to provide opportuni-
ties for people to engage with and make 
use of all the different resources that are 
at the heart of museums. While museums 
do have the potential to contribute to a 
broad range of learning opportunities, their 
educational work needs to be driven by this 
aim to ensure that education is absolutely 
core to the work of the museum. 

Learning scenarios in museums involve 
informal, non-formal and formal learning – 
using the definitions set by UNESCO, the 
OECD and the EU. Museums may, for ex-
ample, be engaged in non-formal educati-

on on one hand when immigrants use their 
space and resources as part of a language 
course, and in formal education on the 
other when they host school classes.

Museums are often engaged in many 
different kinds of learning activities that re-
late to different educational systems. These 
’educational systems‘– informal, non-formal 
and formal – are organised in different ways 
and therefore expectations vary when it 
comes to the outcomes. Museums however 
are mistaken if they think there is a fourth 
type of learning besides informal, non-for-
mal and formal learning which fits into their 
settings and potential. From an academic 
and political perspective, there is no fourth 
type of learning, so museums will normally 
be providers of informal learning to all three 
educational systems.

One of the questions remaining con-
cerns the role of museums in the lifelong 
arena. Across the arts and heritage sector, 
there have been intensive and systematic 
attempts to improve museums’ impact on 
wider society. If learning is at the core of 
the museum’s mission, then developing and 
honouring employees’ learning competen-
ces should also be part of it.

However, there is a gap between profes-
sional pedagogical staff working in places 
other than museums, for example teachers 
in schools, and those who do work in mu-
seums. These ‘professional pedagogical 
staff‘ rarely include the museum sector in 
their agendas, and will continue setting 
museums aside if the museum sector does 
not engage professionally with pedagogical 
education. It is in museums’ primary inte-
rest to address the needs of their audiences 
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more efficiently while maximising their 
learning potential and outcomes by taking 
a professional stance towards learning. The 
sooner museums begin to engage with that 
challenge, the sooner they will be included 
in the pedagogical community as important 
lifelong learning providers.

Even if pedagogical education for mu-
seum staff is deemed important, there are 
very few places offering an education in 
pedagogy outside the setting of formal 
teacher education, especially in the Nordic/
Baltic region. It is very positive that a ma-
jority of museum directors welcome op-
portunities for career development for their 

employees and embrace the possibility of 
their national association of museums run-
ning these initiatives.

This paper is based on a survey conducted by 
NCK. This survey report was written by Henrik 
Zipsane, Sara Grut, Maria Domeij Lundborg, Anna 
Hansen and Dimitra Christidou on behalf of NCK.

Blue University education in 
heritage-related subjects

Orange University education in 
heritage-related subjects and 
university courses in learning  /
education

Grey Teacher

Yellow Pre-school, primary or 
secondary teacher education

Blue Other education

The educational background of employees 
in museum learning departments
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Are we failing? Considerations on the role 

museums may currently have in education

Maria Vlachou

Words like ‘education’, ‘community’ 
and ‘audiences’ mean different things 
at different times. In a museum context, 
their meaning is inevitably affected by 
changes in society, which also influen-
ce the focus and priorities of museum 
work. 

In the last 5 years, political, social and 
cultural developments within Europe and 
in neighbouring regions (in particular in the 
Middle East and the north of Africa) have af-
fected the lives of millions of citizens. Some 
of the values commonly considered funda-
mental in European culture – democracy, 
equality, pluralism, tolerance, justice and 
solidarity have been heavily put to the test 
and provoked heated debates, both in nati-
onal parliaments as well as among citizens 
in more informal contexts.

What should the educational role of mu-
seums be in the current context? Are there 
issues that need to be reconsidered? What 
kind of discussions do we need to promote 
among professionals and what can people 
expect from us? I would like to share some 
of the moments or incidents that have 
recently made me question whether muse-
ums are living up to their mission, whether 
they are fulfilling their purpose.

During the massacre in Gaza, there were 
demonstrations against Israel in some Euro-
pean cities and the cry “Death to the Jews!” 
was heard once again on European soil. On 
the window of a small Belgian café a notice 
read “Dogs are allowed to enter, but Zionists 
under no circumstances!”. I waited for all 
our Jewish or Holocaust or Second World 
War or national history museums to react. 
There was no word from any of them.

On 7 January 2015, two armed Islamists 
entered the offices of the satirical newspa-
per Charlie Hebdo and killed twelve people, 
including five cartoonists. Once again, I 
waited for the reaction of our museums – 
places of encounter, of tolerance and dialo-
gue. One of the first to take a stand was the 
Museum of Memory and Human Rights in 
Santiago de Chile. The first two museums to 
acknowledge the tragedy in Portugal were 
both related to the art of political cartoon. 
None of the big national Portuguese muse-
ums had anything to say about the attack, 
which mobilised people all over the world. 

June 2015: the climax of the so-called 
Greek crisis. I was taken aback by how ea-
sily citizens of all ages from different Euro-
pean Union countries would adopt and per-
petuate stereotypical views of other people: 
all Greeks are lazy and live at the expense of 
other Europeans; all Germans hide a Hitler 
in them; etc. etc. Where were our national 

>> The Disobedient Objects exhibition at the Victoria and Albert 
Museum, London (2014). This exhibition brought together examples of 
art and design which were developed by countercultures to communi-
cate political messages or to facilitate protests
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“I don’t see museums as islands, 
I can’t conceive cultural 
institutions remaining untouched 
by what’s going on around them.”
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museums? Keepers of our identity, of our 
collective memory, of our common values? 

It is now November 2015. Last month, 
asylum seekers and refugees from Syria, 
Iraq and Afghanistan were denied entry into 
Hungary and were treated with unbelie-
vable brutality. And at the time these things 
were happening, no national European mu-
seum thought it appropriate, urgent even, 
to remind us of the stories of the Greeks in 
1923 or the Hungarians in 1956 or the Bos-
nians in 1995. 

I don’t see museums as islands, I cannot 
conceive cultural institutions remaining un-
touched by what is going on around them. 
We don’t collect for the sake of objects 
alone. We produce knowledge so that each 
and every one of us can grow as a person, 
become more critical of our society and 
more involved, learn to appreciate dialogue, 
feel empathy, be tolerant, become more 
educated and more civilised, less barbarian. 

So I feel that we are failing. We are failing 
every time we don’t put our work to real 
use at the service of society. We are failing 
every time we choose to remain silent in 
the name of some fictitious neutrality. Si-
lence is a political option and what we do 
is anything but neutral. Museums form part 
of society, they form part of a network, to-
gether with social and educational institu-
tions, which aims to improve our society by 
supporting freedom, justice and the equali-
ty of all human beings.

A year ago, our colleagues in the United 
States of America were confronted with 
these issues, following the killings of black 
people by police in different US cities and 

the decisions of grand juries not to charge 
the policemen involved. In a joint statement 
from museum bloggers and professionals, 
one read: “As of now, only the Association 
of African American Museums has issued 
a formal statement about the larger issues 
related to Ferguson, Cleveland and Staten 
Island. We believe that the silence of other 
museum organisations sends a message 
that these issues are the concern only of 
African Americans and African American 
museums. We know that this is not the 
case.” 

This is something I believe all of us 
should consider: our connection to cont-
emporary social issues, no matter what kind 
of collection we have. There are different 
ways of assuming our educational role and 
taking a stand, hopefully not only in the 
aftermath of a tragedy. As Martin Luther 
King said: “The ultimate measure of a man 
is not where he stands in moments of com-
fort and convenience, but where he stands 
at times of challenge and controversy.” 
Museums are not living in a world apart and 
they should do their best to be part of peo-
ple’s lives, to be relevant to them. These are 
indeed times of challenge and controversy, 
for Europe and beyond, and I wish to see 
more museums living up to this challenge. 
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Learning Museum: Collaborative Partner- 

ships between Museums, Teacher Training 

Colleges and Schools

Tine Seligmann 

How can we build a bridge between 
museums and schools? A starting point 
could be to empower and motivate stu-
dents who will become teachers to use 
the museum as a learning environment. 
What are the goals, methods and long-
term implications of such a project?

Learning Museum 2011-2013 is a Danish 
national development and collaboration 
project involving 30 museums (cultural 
history, science and art museums) and 13 
teacher training colleges. The goal of the 
project has been to encourage future pri-
mary school teachers to use museums as 
learning spaces while further professionalis-
ing and strengthening museums´ teaching 
of primary school pupils. Over the course of 
three years, museums and teacher training 
colleges have collaborated on the devel-
opment of educational offerings and aca-
demic internship programmes for student 
teachers at museums. The project’s focus 
has been on participation by incorporating 
student teachers as a key resource in the 
educational departments of museums.

Through the project, museums have de-
veloped critical knowledge and insight into 
their own institutions as learning spaces. 
The evaluation and results show that incor-

porating student teachers as key players in 
the development of museum educational 
practices leads to improved knowledge 
exchange with everyone involved.

The system of exchanging 
roles and knowledge creates 
new sets of ideas and values 

The project has developed an organi-
sational model that supports an inter-in-
stitutional collaborative mechanism in the 
set-up of educational training programmes 
for student teachers. The model focuses on 
the user-involvement perspective in which 
students teachers have been at the centre 
of the development of education services 
at museums. The student teacher works at 
each of the collaborative institutions and 
brings the different institutions together. 
At each institution, they take a new role in 
the interaction with the museum educator 
in such a way that different disciplines and 
didactic practices are allowed to circulate 
within the collaborative structure. The tradi-
tional barriers often found between specific 
disciplines and institutions become less 
significant when collaborative partners take 
on new roles and shift between positions. 
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“Through cooperation with 
universities, museums have 
developed critical knowledge 
and insight into their own 
institutions as learning spaces.” 
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The importance of 
collaboration

From the start, the goal was to estab-
lish close collaboration between museum 
professionals and universities specialised in 
educational studies. The evaluation shows 
that such collaboration has a crucial impact 
on whether the intended effect is achieved 
– in this case, the intended effect was to 
upgrade Danish schools’ use of museums 
for their educational activities. The evalua-
tion demonstrates that the project partici-
pants consider the collaboration essential to 
the final outcome of the project. According 
to the project participants, the crucial fac-
tors are interpersonal encounters, familia-
rity with each other, time, and the fact that 
things are done together. However, the 
evaluation also shows that it is not always 
easy to step into and out of the different 
working spaces. Nevertheless, the project 
workshops and the specific collaboration 
on developing teaching courses for student 
teachers appear to be very effective tools 
for sustainability.

The museum as a learning 
space

Analyses of the teaching courses and 
products demonstrate that one may speak 
of at least two ways in which student 
teachers have learned to use museums:

•	 student teachers learn by using 
the museum 

•	 student teachers learn to use the 
museum 

Learning by using the museum means 
that student teachers learn something 
about their subject by using the museum. 
In this context, ’subject’ may refer to specific 
subjects such as art, history, geography, or 
mathematics, but also to other subjects at 
teacher training colleges such as general 
didactics and citizenship. The fact that the 
teaching takes place outside of the class-
room requires everyone involved to rethink 
the planning, execution and evaluation of 
their teaching.

Learning to use the museum means 
that student teachers learn how to uti-
lise the content offered by museums to 
supplement their lessons. In order to fully 
utilise the museum’s potential in their 
teaching, student teachers must know 
something about the museum: about the 
museum as an institution, about the mu-
seum as a space for learning and didactic 
space, and finally about how to collabo-
rate with other professional sectors (e.g. 
with museum educators). 

About designing for learning 

One of the characteristic features of 
many of the collaborative processes has 
been that museum educators and universi-
ties have arranged teaching courses which 
require student teachers to develop educa-
tional material or a teaching course/educa-
tional session for pupils, basing these on an 
exhibition, an object, or a specific setting. 
The created teaching materials are to be 
based on one or more of the principles out-
lined above, for example by inviting active 
dialogue or establishing aesthetic learning 
processes for the pupils. Examining the ma-
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terials and courses created by the student 
teachers shows that they adopt this design 
strategy, prompting them to in turn create 
courses where pupils are called upon to do 
something similar. 

Flexibility – involvement of 
institutions, stakeholders and 
disciplines

The Learning Museum model and or-
ganisation plan can be implemented with a 
great deal of flexibility allowing for a greater 
number of diverse institutions, stakehold-
ers and disciplines to work collaboratively. 
The person(s) linked to the institutions (in 
the case of the Learning Museum project, 
the student teachers) support user involve-
ment, be it of primary school pupils, of a 
pre-school child, a family, a professional 
teacher, teens, and the like. The museums 
and teacher training colleges could be re-
placed by other educational institutions, as 
well by clubs, libraries, galleries or artists’ 
associations.

For further information and the book Practice 
Manual: Collaborative Partnerships between 
Museums, Teacher Training Colleges, and 
Schools, please visit: 
www.learningmuseum.dk / English

>> Collaboration between colleges of education and museums has multiple interfaces. 
Illustration: Inter-institutional Collaborative Practices by Tine Seligmann
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>> Production of a Kulturanek episode at the museum

Kulturanek: Contemporary Art TV for 

children

Leszek Karczewski

Kulturanek is the first and only TV 
show providing children with the expe-
rience, knowledge and skills linked with 
modern and contemporary art. Further-
more, Kulturanek is written and perfor-
med by museum educators. The show’s 
goal is to change the general opinion 
that contemporary art is incomprehen-
sible. It is a TV series aimed at children 
and teenagers that helps to break down 
prejudices towards contemporary art 
through a new educational approach. 

Kulturanek is a project by Muzeum Sz-
tuki Lodz (Museum of Contemporary Art) 
in cooperation with TVP Kultura, a Polish 
national broadcasting channel, the National 
Audiovisual Institute, the National Culture 
Institute and Opus Film SA. Inspired by the 
widely held opinion that contemporary art 
is difficult to understand and boring, a TV 
series rebutting this notion was created in 
2013. It is aimed at children and teenagers 
aged 7 – 15 years, and 36 episodes in three 
seasons have been produced so far. In 
every 20-minute episode a group of chil-
dren, accompanied by artists and experts, 
deals with a specific field of art or technique 
exemplified with the help of genuine ob-
jects from the museum’s collection. The 
programme emphasises spontaneous par-
ticipation of minors acting as co-hosts of 
the programme, who are encouraged to 

liberally share their own ways of experien-
cing both art and the world, and to build 
a relationship between art and everyday 
experiences.

Among the topics of the TV series are 
the origins of abstract art; a vast range of 
avant-garde theories of paintings, sculpture, 
and photography; topics like self-portraits 
or nudes; particular art techniques, namely 
emballages, assemblages, environmental 
art, land art, intermedia, happening and 
performance art, body art, street art etc.; 
and problems related to collecting art, art 
critique and the art market.

The programme offers many well-tested 
recipes for workshops which use basic ele-
ments of everyday life, such as flour, string 
or broomsticks, in an artistic manner. These 
workshops can be replicated at home, kin-
dergarten or school in general concordan-
ce with the pedagogy of creativity. These 
experiments with art are conducted by 
two adult hosts, or artists themselves, and 
conclude with a multitude of equivalent 
responses as an introduction to the public 
debate. The success of the TV series proves 
that contemporary art can be an exciting 
adventure open to a broad range of audi-
ences.
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“Contemporary art can be an 
exciting adventure open to a 
broad range of audiences.”
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the Potential of and opportunities for 

museums in the education sector: 

The position of the EU

Michel Magnier

Museums are essential parts of our 
cultural heritage but their significance 
is not always fully recognised in Euro-
pean policies. To improve opportunities 
for museums, we must show the value 
museums have in the education sector. 
This essay will present two different 
issues within museums: the educational 
value of museums and audience de-
velopment. 

At European level, there is a new Work 
Plan for Culture for the years 2015 – 2018, 
which is the cultural strategy adopted by 
the EU Member States. There has also been 
discussion in the field of heritage policies, 
but unfortunately there has been little fo-
cus on museums in the debate. Although 
the European Commission (EC) supports 
NEMO, one of the few networks that receive 
support from the culture funding program-
me Creative Europe, it is still not clear how 
we can use the potential of museums to 
contribute to the current EU strategy.

There are two issues within museums, 
one being the educational value of muse-
ums, the second being audience develop-
ment. In order for a museum to stay rele-
vant it must share and connect with reality 
and think ahead to the future. 

Education is a high priority at European 
level. It is a key part of the mission of mu-
seums, even if not always acknowledged in 
public. The scope of their educational role 
is broad – from cradle to grave, everyone 
is subject to lifelong learning. A study fun-
ded by Creative Europe and carried out by 
NEMO and the NEMO Learning Museum 
Network (LEM) Working Group, called Lear-
ning in Museums and Young People (March 
2015), stated that “learning in museums can 
be conceived as a further tool next to/after 
formal education, a further instrument, use-
ful to increase knowledge and understan-
ding, to develop personal skills and to ac-
quire new competences, able to strengthen 
the links between individuals and the reality 
in which they live”.

But now the question to ask is how can 
these principles be implemented? There 
are interesting examples within NEMO´s 
publication, Museums‘ 4 Values - Values 4 
Museums, that showcase best practice in 
museums. The next question is how this 
can be translated into policy? An obvious 
response is through digitalisation. There is 
an assumption that going digital solves all 
issues. How much value does digitalisati-
on actually bring? Do people want to see 
reality through the screen of their tablets 
or smartphones? Does a website or a Face-
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“Museums are agora and open 
to society at large. Definitely 
they can make our lives better.”
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book page bring more young people to visit 
museums? Clearly, what makes a museum 
unique is the experience of reality. New 
ways must be explored to use digital tools 
beyond mere static and non-interactive 
platforms.

How can we use digital tools 
for educational purposes?

The European Commission’s report from 
three years ago, Opening up Education, 
mentioned innovations in teaching and 
learning, including new digital tools that 
can help the field of teaching and learning. 
This report gave orientation for using the 
digital shift for the benefit of education. All 
individuals can learn anywhere, anytime, 
through any device, with the support of 

anyone. The question is how can the EU 
help? How can networks such as NEMO 
help to make it happen? The EU has de-
veloped a programme to support culture, 
Creative Europe. Among the priorities for 
Creative Europe are education and training. 
Creative Europe has supported several pro-
jects on education and training within the 
field of culture. However, there is scope for 
further action and Creative Europe would 
call on NEMO for support for innovative 
projects to be submitted in the future.
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Audience Development

Audience development is one of the 
priorities of the EU’s culture policy; it goes 
beyond education and learning. It is defined 
as a strategic, dynamic and interactive pro-
cess of making the arts and culture widely 
accessible to the public. Audience develop-
ment is about deepening the relationship 
with the existing audience and attracting 
new people from diverse backgrounds in 
order to reach those with no previous con-
tact with the arts or culture. Audience de-
velopment is the basic principle of the Work 
Plan for Culture.

The EC has a working method with the 
Member States called the Open Method of 
Coordination (OMC). Within this process, 
three reports were produced recently that 
are relevant to audience development. 
The first report, produced in 2012, looks at 
policies and good practices in the public 
arts and in cultural institutions to promote 
better access to and wider participation 
in culture; the second report, produced in 
2014, examines the role of public arts and 
cultural institutions in the promotion of 
cultural diversity and intercultural dialogue; 
and the third report, Access to Culture via 
Digital Means, from 2015, looks at how di-
gital means can help support the objectives 
of audience development.

Within the funding programme Crea-
tive Europe, audience development is a 
criterion for the selection of projects. The 
demand side is given as much importance 
as the supply side in the cultural field. That 
means a transition from a self-centred cul-
tural organisation to an audience-centred 
organisation. This is reflected in the legal 

base for Creative Europe “to reach new and 
enlarged audiences and improve access to 
cultural and creative works in the EU and 
beyond, with a particular focus on children, 
young people, people with disabilities and 
under-represented groups; to foster policy 
development, innovation, creativity, audi-
ence development and new business and 
management models through support for 
transnational policy cooperation“.

Conclusion

The most important aspect from the EU’s 
point of view is that the audience must be 
at the heart of all cultural policies. Museums 
have the potential to be the most inclusive 
cultural organisations. Museums are agora 
and open to society at large. Definitely they 
can make our lives better.

>> The Pinakothek der Moderne art museum  in Munich
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Audiences and education beyond 

Europe

Siebe Weide

In contrast to Europe and North Ameri-
ca, where objects are the declared core of 
the museum, in Ibero-America and Asia, 
objects take a more modest position wit-
hin the museum concept. They serve the 
museum to tell stories about the various 
cultures and communities they come from. 
Education activities are more central, often 
being designed by and for communities in 
dialogue with the museum.

 The following papers explore how mu-
seum organisations in the Americas and 
Asia promote museums’ work in different 
environments in their own successful way. 
Madeline Vadkerty presents an educatio-
nal initiative carried out by the American 
Alliance of Museums that has acquired an 
international reputation. Clara Camacho 
and Mônica Barcelos introduce the agenda 
of the Ibermuseos’ Premio Ibero-Americano 
de Educación y Museums (Ibero-American 
Prize for Education and Museums) which 
responds to the social and cultural precon-
ditions of the Americas by stimulating the 
educational capacity of museums. 
Finally, the essay by Fionnuala Croke gives 
an example how the ASEMUS network im-
proves professional museum work in Euro-
pe and Asia through exchange initiatives.

>> A visitor at the Alte Pinakothek art museum in Munich. 
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“The next era of education 
will be characterised by self-
directed, experiential, social 
and distributed learning 
designed to foster 21st-century 
skills of critical thinking, 
synthesis of information, 
innovation, creativity, 
teamwork and collaboration.”
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The Role of Education in US Museums

Madeline Vadkerty

In these days of shrinking revenues, 
museums must find innovative ways to 
build and engage new audiences and 
position their institutions to generate 
funding. This paper focuses on audi-
ence engagement in the United States 
and offers points that museums in other 
countries can consider adapting. Within 
that framework, the paper will also look 
at the American Alliance of Museums‘ 
(AAM) new educational initiative and 
how it capitalises on museums’ unique 
capabilities as the latest trends in 
education in the United States develop.

AAM´s Education Initiative: 
Building the Future of 
Education and Museums

The education initiative Building the Fu-
ture of Education and Museums at the AAM 
is relatively new. Museums in the United 
States spend more than 2 billion US dollars 
on educational activities and more than 
three quarters of the museum budget is 
dedicated to the education budget for K-12 
(ages 5–18). Museums provide more than 
18 million instructional hours to students 
across the US. However, there is a growing 
dissatisfaction with the formal education 
system that has an emphasis on standar-
dised testing. American students lose the 
value within the content, because their fo-

cus is primarily on studying to take the test. 
American students take an average of eight 
standardised tests a year, compared to only 
three in Europe. In response to this, the Uni-
ted States is moving towards personalised 
learning that is digitally mediated. Experi-
ential learning museums are poised to help 
make the education system better in the 
US. As the trend towards hands-on learning 
continues, museums must take the lead in 
creating new educational trends. Museums 
can play a role in education in many diffe-
rent ways, including training educational 
professionals and giving parents support as 
co-learners and learning coaches with their 
children. Museums are experts in immer-
sive, experiential, self-directed, hands-on 
learning.

There seems to be a disconnection ho-
wever, because museums constantly need 
to explain that they are fundamentally 
educational institutions with learning em-
bedded at the heart of their missions. The 
AAM believes that it can work with muse-
ums to join forces and work systematically 
to overcome this perception. The first step 
of the AAM is to analyse. According to the 
AAM’s forecast, the next era of education 
will be characterised by self-directed, expe-
riential, social and distributed learning desi-
gned to foster 21st-century skills of critical 
thinking, synthesis of information, innovati-
on, creativity, teamwork and collaboration. 
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Initiatives of the AAM 

The AAM has directed initiatives to har-
ness the power of museums in education 
by hosting a convention, launching an 
educational challenge, and pioneering the 
use of digital badging. The convention that 
was hosted in September of 2013 in Wa- 
shington DC brought together 50 educati-
onal policy experts, practitioners, funders, 
education innovators, reformers, student 
activists and others engaged in the conver-
sation about US education. The goal of the 
convention was to launch a national dialo-
gue about the future of education and how 
leaders from education and museums can 
collaborate to integrate the US’ educational 
assets into places where learning adapts to 
children instead of making children adapt to 
school. The AAM´s second educational in-
itiative is to launch a micro-website asking 
members to submit stories about how they 
envision the role of museums in education 
in 2025. The AAM´s third educational initia-
tive is digital badging. Digital badging is one 
form of ‘micro-credentialing‘ that grants 
credits for learning drawn from a wide va-
riety of sources, which can include a mix 
of face-to-face classroom learning, online 
coursework, self-administered tests and 
real-world experience. The initiative codifies 
an existing trend of fragmented credentials 
for different learning styles and sources in 
the US. Digital badging works by linking a 
description of the skill or accomplishment 
that the badge represents what the lear-
ner did to earn the micro-credential. One 
badge might represent the completion of 
an online course. One might represent the 
packing and shipping skills acquired via a 
workshop taken at a museum conference. 

Good examples from US 
initiatives with regard to 
audience building 

Magnetic Museums – What makes an 
organisation magnetic?

In the book Magnetic by Beth Tuttle and 
Anne Bergeron, the authors analyse the 
practices of six US museums that became 
‘magnetic’ by embracing a shift in philo-
sophy and setting a course of stakeholder, 
audience and community engagement. 
They identified six key practices shared by 
these museums:

•	 building core alignment
•	 committing to an inspiring vision for 

institutions
•	 empowering others throughout the 

organisation, not just the top leadership
•	 widening the circle by inviting commu-

nity partners in 
•	 putting guests at the centre of the 

experience and becoming consumer- 
centric

•	 becoming essential to the community
•	 building trust through high perfor- 

mance.

The lessons of Magnetic are relevant for 
any mission-driven organisation whose 
success relies on powerful relationships 
with its customers and communities. 
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The Wallace Studies in Building Arts 
Audiences

The AAM is one of seven non-profit arts 
service organisations that have partnered 
with the Wallace Foundation to share key 
principles for reaching and retaining new 
audiences, which are outlined in the report 
The Road to Results: Effective Practices for 
Building Arts Audiences. The report pre-
sents nine common keys to success for 
building audiences, based on the experien-
ces and evidence of successful arts organi-
sations participating in the Wallace Excel-
lence Awards initiative, which supported 
audience-building projects in 54 visual and 
performing arts organisations around the 
United States. The nine practices that cont-
ributed to their success are identified as: 

•	 recognising when change is needed by 
reviewing patterns of behaviours from 
the audience

•	 identifying the target audience that fits
•	 determining the barriers that need to be 

removed by identifying targets that im-
pede audience participation 

•	 using audience research to gain an 
understanding of the target group’s in-
terests, lifestyles and general attitudes 
towards art and cultural involvement 

•	 thinking through the relationship that 
organisations want to cultivate with au-
diences. By doing so this gives structure 
and a sense of purpose 

•	 providing multiple ways to access orga-
nisations physically and psychologically. 
Organisations provide gateway expe-
riences to acquaint newcomers with 
their activities and make connections to 
things that their audiences were already 
familiar with within their institutions.

•	 aligning the organisation with the stra-

tegy. Leaders and staff built clarity, con-
sensus and internal buy-in around the 
audience building initiative´s objectives 
and importance

•	 building in learning. Even with research 
and planning, organisations could ne-
ver be sure that a new audience would 
react favourably to their overtures. To 
stay on track and develop knowledge of 
what interested their audiences, many 
of them conducted active experiments 
or used formal evaluations that drove 
programme improvements

•	 preparing for success. Success for the 
organisations involved serving new au-
diences and assuming new responsibi-
lities. Organisations found that they had 
to develop new capabilities and refine 
existing practices to accommodate ne-
wcomers while satisfying their existing 
audiences.

If you take the six key practices from 
from Magnetic and the nine from the Wal-
lace Foundation, you will get an idea of the 
current benchmarks for audience building 
that US museums are pursuing.
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“In Ibero-America, museums 
are characterised, in a general 
way, by being open to the 
participation of communities 
and to the engagement of 
citizenship.”
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Pioneering museums in the educational 

sector in Ibero-America

Clara Camacho, Mônica Barcelos

 Ibermuseos Programme is a collabo- 
rative initiative, created to strengthen 
public policies for the museums of 
Ibero-America . One of its main goals is 
to encourage the educational capacity 
of museums, taking into consideration 
the diversity and plurality of museo-
logical practices. To achieve this, the 
programme holds the annual Premio 
Ibero-Americano de Educación y Muse-
os (the Education and Museums Prize). 
The prize aims to reaffirm and amplify 
the educational capacity of museums 
and cultural heritage as strategies to 
transform society. It is divided into two 
categories; the first recognises original 
initiatives that have been developed 
by Ibero-American Museums, and the 
second encourages and supports new 
projects. For both categories, specific 
evaluation criteria, such as innovation, 
social impacts, community participation 
and decentralisation are applied.

The second half of the 20th century wit-
nessed important changes in almost every 
aspect of museums’ theory and practice. 
Among the events that shaped museology 
was the Round Table of Santiago de Chile 
on the “development and the role of muse-
ums in the contemporary world“, convened 
by UNESCO in 1972, which defined a new 
focus for the action of museums – the ‘in-

tegral museum’. This was intended to offer 
the community an integral vision of their 
natural and cultural environment, becoming 
the basis of the definition of 'museum‘ that 
would subsequently be adopted by ICOM. 
This is the date that must be referred to in 
framing the principles of the Ibermuseos 
Programme and its educational value. 

The Declaration of Santiago emphasised 
that the “museum is an institution at the 
service of society of which it forms an inse-
parable part and, of its very nature, contains 
the elements which enable it to help in 
molding the consciousness of the commu-
nities it serves, through which it can stimu-
late those communities to action by projec-
ting forward its historical activities so that 
they culminate in the presentation of cont-
emporary problems; that is to say, by linking 
together past and the present, identifying 
itself with indispensable structural changes 
and calling forth others appropriate to its 
particular national context“. Following this 
understanding, with regard to education, 
the Declaration recommended that the 
museum should intensify its role as a vital 
factor for permanent education of the com-
munity and that the educational services 
of museums should be included in national 
educational policies on a regular basis. 
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In 2007, in Salvador, Bahia (Brazil), the re-
presentatives of governmental departments 
acting on behalf of the museum sector of 
22 Ibero-American countries participated in 
the first meeting of Ibero-American Muse-
ums. The Declaration of Salvador lays down 
a series of guidelines based on the Decla-
ration of Santiago and adapted to the flow 
of time and socio-cultural changes. This 
document is strongly directed towards the 
development of public policies in the field 
of museums and proposes strategies to be 
adopted by governments of Ibero-America, 
such as the need to reaffirm and expand 
the educational capacity of museums. To 
enable the various guidelines, the statement 
proposes the creation of the Ibermuseos 
Programme, established in the same year, in 
order to promote and articulate public poli-
cies for museums. In this context, museums 
are understood as dynamic intercultural 
institutions strengthened by the power of 
memory and as appropriate tools to stimu-
late mutual respect and to enhance ties of 
social cohesion among communities.

The programme operates across the 
Ibero-American region, spanning 22 coun-
tries (19 Latin American and three Europe-
an) with a population of over 500 million, 
and 10,000 museums that house around 
200 million objects in their collections, visi-
ted by about 100 million people. In this im-
mense intercontinental space, the Ibermu-
seos Programme assumes the commitment 
to promote the integration, consolidation, 
modernisation, professional and instituti-
onal development of museums, by means 
of seven lines of action. Among these, the 
Ibero-American Education and Museum 
Prize was created in 2010, with the goal of 
reaffirming and amplifying the educational 

capacity of museums and cultural heritage 
as strategies to transform social reality.

The prize is aimed at the museological, 
cultural and educational institutions of the 
entire Ibero-America.  It is currently divided 
into two categories: the first acknowledges 
innovative and original initiatives which 
have already been developed by institu-
tions; and the second encourages and sup-
ports the implementation of new projects. 
For both categories, specific evaluation 
criteria are applied, such as: innovation, 
sustainability, socio-cultural impact, com-
munity participation and decentralisation.

From 2010 until the end of 2015, 45 
projects from 11 countries were awarded 
grants, involving an investment of US$ 
320,000. In addition to the projects awar-
ded financial prizes, the 20 best classified 
are given Honourable Mentions and join 
the Best Practices in the Educational Action 
Databank, an online platform available on 
the Ibermuseos Programme website 
www.ibermuseus.org, which recognises 
over 100 innovative initiatives.

Award-winning projects include initi-
atives by large, medium and small-sized 
institutions, in addition to various types of 
museums, from fine art to science, ethnolo-
gical or community museums. Educational 
experiences are intended to promote social 
inclusion, citizen participation, increase 
of new audiences and community invol-
vement. Among the many examples which 
deserve to be highlighted, three were cho-
sen that feature the thematic, geographical 
and social diversity that best illustrate this 
initiative.

>> The Museo del Títere de Tolosa, Spain, was one 
of the laureates in 2012. The project is based on the 
museum’s puppet collection and offers workshops 
for students and teachers and a summer school.
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“Museums should be included 
in national educational 
policies on a regular basis.”
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In terms of impact, the prize helps in-
crease the visibility of museums not only in 
their communities, but also at regional and 
national level. It brings about an increase in 
the number of visitors and participants in 
projects carried out by museums and other 
institutions; it strengthens institutional rela-
tions between governments and museums; 
it stimulates the publication of teaching 
materials and the use of Information and 
Communication Technologies (ICT); and it 
offers participating organisations the oppor-
tunity to purchase equipment and hire staff 
and services.

However, the programme has also en-
countered some difficulties. The objective 
of Ibermuseos is to promote the partici-
pation of all countries, but in some cases, 
communication difficulties have been 
encountered in regions with restricted In-
ternet access, limiting the dissemination of 
the prize and the democratisation of parti-
cipation. In addition, applications are mostly 
from regions with the highest Human De-
velopment Index and greater population 
concentration, although some initiatives 
come from less-favoured regions.

Even if there are still challenges to over-
come, however,  in the past six years the 
Ibero-American Education and Museums 
Prize has advanced and strengthened the 
educational capacity of participating ins-
titutions, stimulated cohesion and social 
inclusion, promoted museums and helped 
disseminate their collections, and enhanced 
sustainable practices and the development 
of museum professionals.

It is worth emphasising that all these 
achievements are explained in the con-

text in which the Ibermuseos Programme 
develops its initiatives. Ibero-America is a 
region of increasing socio-cultural develop-
ment, where cultural policies predominant-
ly promote democratic values, peace, social 
justice, solidarity, equality, freedom and 
dignity. This framework is linked to respect 
for cultural diversity and the promotion 
of social participation. In Ibero-America, 
museums are characterised, in a general 
way, by being open to the participation of 
communities and to the engagement of 
citizenship, giving body to the spirit of the 
Round Table of Santiago that took place 
more than 40 years ago.
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ASEMUS: Training museum educators in 

Asia and Europe

Fionnuala Croke

Set up in 2000, the Asia-Europe Mu-
seum Network (ASEMUS) is a cross-cul-
tural network of museums with Asian 
collections from Asia-Europe Meeting 
(ASEM) countries. One of the key chal-
lenges facing museums in Asia and 
Europe today is education, and the 
Educational Exchange Outreach Pro-
gramme is one of the main activities 
within ASEMUS. Designed as a twinning 
project between two museums, one in 
Asia and one in Europe, the programme 
enhances professional development of 
museum educators in Asia and Europe 
and strengthens connections and cul-
tural understanding between the two 
regions.

The importance of professional networks 
for museums cannot be overestimated. To 
fulfil their potential as relevant and trusted 
gathering places for their various commu-
nities, museums need to be highly connec-
ted, both at local and international levels. 
Networks that facilitate the exchange of ex-
pertise, best practice and collections among 
museums also create valuable opportunities 
for learning about our audiences’ needs and 
how we can best respond to them.

In this spirit, ASEMUS was set up in 2000 
as a cross-cultural network of museums 
with Asian collections from Asia-Europe 

Meeting countries. ASEMUS’ objectives are 
two-fold: to promote mutual understanding 
between the peoples of Asia and Europe 
through collaborative museum-based cul-
tural activity; and to stimulate and facilitate 
the sharing and use of museum collections. 
At present, the network includes 135 mem-
bers: 77 from Asia, 48 from Europe and 10 
affiliate members. 

The mission of ASEMUS is to “promo-
te communication, cooperation and best 
practices among members, foster collegi-
al and productive working relationships 
among member museums to support and 
develop the objectives of ASEM in strengt-
hening ties between Asia and Europe”. 
Activities of ASEMUS primarily take the 
form of networking and the exchange of 
information, personnel and skills; a biennial 
General Meeting and Conference open to 
all members; and networking through the 
ASEMUS website.

One of the main activities successfully 
created and implemented by ASEMUS, is 
the Educational Exchange Outreach Pro-
gramme. On a modest budget, the member 
museums manage the exchange of muse-
um educators among ASEMUS partner mu-
seums from Asia and Europe. 

This simple yet effective programme pro-
vides young educators with the opportunity 
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to exchange best practice ideas in another 
cultural environment and, of course, to 
bring new ideas and experiences home 
with them. Designed as a twinning project 
between two museums, one in Asia and 
one in Europe, the programme enhances 
the professional development of museum 
educators in Asia and Europe and strengt-
hens connections and cultural understan-
ding between the two regions.

The participants of an exchange spend 
around two weeks at each institution res-
pectively and take part in the educational 
efforts of that museum, working on projects 
that are mutually beneficial and address 
critical issues and themes. 

The budget is modest. Each museum 
receives a grant of up to €2,500 (i.e. €5,000 
per exchange) to cover all the costs of 
their travel, accommodation and living 
expenses, as well as educational exchange 
programme-related materials. Participating 
museums wishing to add to the funding 
from their own resources and to extend the 
programme are welcome to do so: the only 
obligation is that an exchange of the mini-
mum two-week duration should take place 
with the required outcomes reported in full. 
At the conclusion, the participants write a 
short report, with photographs, which is 
included on ASEMUS’ website.

In terms of the museum educators’ pro-
fessional development, the programme has 
three goals:

•	 to develop a broader knowledge about 
and understanding of one another’s 
cultures, collections and strategies in 
audience engagement;

•	 to observe, in each other’s workplace, 
best practices in museum education 
between partner-museums; and

•	 mutual capacity building in the de-
velopment of educational activities 
together with promotion of social and 
intercultural dialogue.

Over the course of the programme it 
has become clear that the exchanges have 
allowed a number of lesser-known and very 
interesting museums to get to know one 
another. A common feature of all exchan-
ges carried out thus far is the wish of the 
participants to develop sustainable long-
term working relationships.

>> Participants from Shanghai Museum and Latvian National Museum 
of Art with children from Latvian and Chinese communities in Riga after 
participating in a Chinese paper-cutting workshop.
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“To fulfil their potential as 
relevant and trusted gathering 
places for their various 
communities, museums need 
to be highly connected.”
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