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Muzeum muze mit skvélou sbirku, promyslenou dramaturgii

i zapdleny tym, a presto cdst publika odchdzi s pocitem ztracenosti
nebo neporozumeéni. Ne proto, ze by je obsah nezajimal, ale proto,
Ze jim v cesté stoji bariéry, které jejich tvirci vétSinou viibec neméli
v umyslu postavit.

Bariéra totiz nevznikd v Clovéku. Vznika v prostredi, textu, navigaci
nebo komunikaci, A pravé tam ji Ize takeé resit.

Toolkit, ktery drzite v ruce, vznikl v projektu Muzea bez bariér na
Fakulté multimedidlnich komunikaci Univerzity Tomdse Bati ve Zliné
v letech 2023-2026 za podpory Technologické agentury Ceské
republiky. Projekt zkoumal, jok zpristupnit muzea a galerie co
nejsiréimu publiku se zvldstnim ddrazem na osoby se specifickymi
poruchami uc€eni. Nevznikl od pracovniho stolu, ale vychdzi

z rozhovoru se zdstupci kulturnich instituci, z eye-trackingového
vyzkumu v Gocdrové galerii v Pardubicich, ze dvou dotaznikovych
Setreni i z pilotniho testovani béhem Zlin Design Weeku.

Ackoli se vyzkum, ze kterého toolkit vychdzi, zaméril predevsim na
publikum se specifickymi poruchami uceni (SPU), vétsina zjisténi
se ukdzala jako relevantni i pro dalsi navstévnickeé skupiny. V textu

proto rozliSujeme mezi situacemi, kdy odkazujeme primo na vysledky
vyzkumu u lidi s SPU, a situacemi, kdy hovorime o publiku jako celku.

Vysledkem je prakticky ndstroj pro lidi, ktefi muzea a galerie kazdy
den spoluutvari.

A to jste vy. Kuratorsky tym, grafici a graficky, marketing, PR,
produkce, tym architektury vystav i vedeni instituci. Tato publikace

nepredpoklddd zddné predchozi znalosti pristupnosti ani inkluzivniho

designu. Pocitd s tim, Ze néktefi z vas tohle téma oteviraji poprve.

A pocitd takeé s tim, ze jini uz maji zkusenosti a hledaji dalsi
argumenty, ndastroje nebo konkrétni vyzkumnad data. Pro oboje tady
néco je.

Pristupnost zde nechdpeme jako zvldstni sluzbu pro uzkou skupinu
lidi. Opatreni, kterd pomdhaji osobdm se specifickymi poruchami
uceni, zpravidla usnadnuji orientaci a porozumeéni i mnoha dalsim
skupindm. Usnadnuiji je lidem unavenym, ve spéchu, s malymi détmi
nebo tém, ktefi nemaiji radi dlouhé texty psané drobnym pismem.
Pristupnost je soucdsti kvalitné navrzeného muzea. Ne kompromis,
ne charita, jen chyttejsi zpUsob, jak muzea a galerie délat.



Jak se v publikaci pohybovat

Tato publikace neni urCena ke ¢teni od prvni do posledni stranky.
Zac¢néte tam, kde prave hori, nebo tam, kde citite nejvetsi prilezitost
ke zméne.

Uvodni kapitoly vysvétluji, pro¢ pristupnost patfi do soucasného
muzea, jaké pojmy s ni souviseji a pro koho konkrétné navrzend
opatfeni pomadhaiji: kdo jsou lide, které muzeum dnes nechténé
ztrdci, a co jim usnadnuje ndavstévu. Navazuje predstaveni projektu
a vyzkumnych metod, ze kterych publikace vychadzi.

Hlavni ¢ast tvori pét oblasti navstévnickeé cesty:

Marketingovd komunikace: volba ndvstévy zacind u vyhleddvani,
veétSinou doma za obrazovkou pocitace nebo u displeje telefonu,
ne u dveri muzea.

Text a typografie: co rozhoduje o tom, zda publikum text viibec
precte a porozumi mu.

Orientace a navigace: jak snizit stres z dezorientace a umoznit
pohyb prostorem bez zdvislosti na persondlu.

Interaktivni prvky: zapojeni do programu, kdyz je jednoduché,
predvidatelné a jasné vysvétlené.

Prostredi: fyzicky a smyslovy ramec ndvstéevy. Prostor komunikuje
i beze slov.

Kazdd kapitola propojuje vyzkumna zjisténi s konkrétnimi
doporucenimi a obsahuje tipy podle profesni role, aby si kazdy rychle
nasel, co se tyka primo jeho prdce. V zaveru publikace najdete
prehled existujicich ndstroji a legislativni ramec.
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Checklist

Soucdsti toolkitu je oboustranny checklist navrzeny jako samostatny
pracovni ndstroj. Vytisknéte ho a vezmeéte primo do expozice. Na
jedné strané shrnuje pét kliCovych oblasti, na druhé nabizi tvrzeni
pro sebekontrolu. U kazdéeho bodu hned vidite, co dobre navrzené
prostredi splnuje. Checklist prosel pilotnim testovdnim s pracovniky
kulturnich instituci na Zlin Design Weeku a je nejjednodussSim prvnim
krokem, se kterym lIze zacit okamzité i bez nutného precteni celé
publikace.

Mnoho zmeén, které tato publikace popisuje, nevyzaduje velké
investice ani specializované znalosti. Vyzaduji hlavné ochotu podivat

se na vlastni instituci o¢ima publika, které v ni zatim nenaslo cestu.

Diky, Ze to délate.
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Je tyden pred vernisdzi. Kurdtorka prochdzi expozici a procitd panely
s informacemi o vystavé. Kazdy text je odborné spravny, kazdd véta
sedi. Potom si zkusi precist vSechny texty vestoje, jeden po druhém.
Chce zjistit, kolik ¢asu ji to vlastné zabere. Po tretim panelu to
vzddavd. Uvédomi si, ze pravdépodobné nikdo z publika vSechny texty
cist nebude.

Nejde o selhdni kurdtorky. Nejde ani o selhdni textu. Jde o moment,

kdy se stretne zameér s realitou. Text, ktery funguje na papite, nemusi

fungovat pro lidi s omezenou pozornosti, lidi, ktefi spéchaiji, lidi, pro
které je Cestina cizi jazyk, nebo pro mladsi publikum. Muzeum tohle
casto zjisti az v okamziku, kdy uz je pozdé néco zmeénit.

Tato kapitola vysveétluje, proc tyto situace nastdvaiji a jak s nimi
pracovat. Ne proto, aby vas tym zacal délat vSechno jinak. Ale aby
veédel, ¢eho si vSimat a jok se na podobné situace pripravit.

Text je bariéra pro 30 % publika

Scéna z uvodu neni vyjimka. Je to vzorec, ktery se opakuje napfic
muzei a galeriemi a tykd se daleko vice lidi, nez si instituce uvédomuiji.

Vyzkum projektu Muzea bez bariér ukdzal, Ze obtize se ¢tenim uvadi
témer tretina dospélé populace. Patfi sem lidé s diagnostikovanou
dyslexii nebo lidé, ktefi nardzi na problémy se ¢tenim v ndro¢néjsich
situacich. To znamend, ze kazdy treti Clovék, ktery vejde do muzeaq,
muUze narazit na bariéru v podobé textu.

Co rika vyzkum
Vyzkum kombinoval eye-tracking (technologii sledujici pohyb o¢i),
dotazniky a rozhovory s navstévniky muzei a galerii. Vzorek zahrnoval
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388 respondentl a respondentek, z toho 30,6 % uvedlo né&jakou
formu obtizi se ¢tenim: lidé s diagnostikovanou dyslexii (4,7 %), lidé,
ktefi své problémy se ¢tenim zatim neresi (5,1 %), a lidé s obcasnymi
problémy se ¢tenim v ndro¢néjsich situacich (20,8 %). Vyzkum
realizovala Fakulta multimedidlnich komunikaci UTB ve Zliné v letech
2023-2024 v rdmci projektu financovaného TACR. (Projekt TACR
Muzea bez bariér, 2023-2026)

Dominovy efekt

Bariéra jednoho vylouci celou skupinu. Data potvrzuji, ze bariéra v textu
ma strukturalni dopad. Pokud ma mlady ¢len rodiny dyslexii, celd rodina
navstévuje galerie vyrazné méne casto. Tento vztah je statisticky velmi
prakazny (p = 0,0005), coz znamend, ze nejde o ndhodu, ale o systémovy
vzorec. Jeden nevyreseny problém vylouci vice lidi najednou.

Technologie sledujici pohyb oci (eye-tracking) ukazuje, ze popisky
u expondtd pritahuji prdmérné jen 1 % vizudini pozornosti. A¢koli
muzea a galerie si na doprovodnych textech zakladaiji, text neni
hlavni zpUsob, jak publikum v expozici ziskdvd informace. Zdroven
60 % publika tika: kratsi text ¢ist budeme. Co z toho vyplyva? Lidé
texty Cist chtéji. Rozhoduje to, jak jsou napsané.

Pristupny text navic neni jen feSenim pro lidi s dyslexii. Kratké vety,
prehlednad struktura a srozumitelny jazyk pomahaiji neslysicim
lidem, pro které je ¢estina az druhym jazykem. Pomadhaiji lidem se
slabozrakosti, ktefi zvladnou precist kratky text, ale dlouhy uz ne.
Pomdhaiji cizincdim, ktefi ¢estinu ovlddaji funkéné, ale ne dokonale.
A pomdhaiji lidem, ktefi maji madlo ¢asu, jsou unaveni, nebo se jen
potfebuji rychle zorientovat. Redeni navrzené pro jednu skupinu
zlepSuje zazitek vSech.

Tahle data ukazuji rozsah problému. Ale na co se vlastné zameérit?
A jak o bariérach a pristupnosti mluvit?
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Od bezbariérovosti k inkluzivnimu
designu

Muzea a galerie pristupnost resi. Kdyz se vsak zeptdte tfi lidi z tymu,
co pro né pristupnost znamend, dostanete tfi rizné odpovédi.

Prvni feséi bezbariérovy vstup, druhy audioprivodce a Al, treti
pristupnost webu. VSichni maiji pravdu, ale jeden mluvi o budove,
druhy o technologiich a treti o komunikaci. Bez spole¢ného rdmce se
instituce tézko dohodnou, co vlastné fesit.

Problém neni v tom, Ze by instituce nechtély byt pristupné. Problém je
v tom, ze neexistuje sdileny jazyk ani predstava, co pristupny kulturni
program vlastné znamend a jak ma vypadat.

Rozdil mezi bezbariérovosti
a pristupnosti

Bezbariérovost je pojem, ktery vétsina instituci znd. Znamena splnéni
zdkonnych pozadavkd: rampu u vchodu, vytah, pfistupnou toaletu. To
jsou dulezité vstupni predpoklady, nikoli cil. Bezbariérovost fesi fyzické
prekazky a pokryvd zakonné minimum.

Pristupnost je Sirsi pojem. Zahrnuje Ctyri oblasti, které spolecné

tvori pristupny ndvstévnicky zdzitek: fyzickou pristupnost (prostor,
navigace, orientace), pristupnost programu a sluzby (prohlidky,
workshopy, interaktivni prvky, interpretace expondtd véetné popisku),
pristupnost informaci (web, marketing, online komunikace, informace
o vystavé a instituci) a pfistupnost lidskych zdrojd (persondl,
proskoleni, schopnost asistence a komunikace).
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Tyto oblasti jsou propojené. Popisky v expozici musi byt ptristupné
fyzicky (umisténi, osvétleni, kontrast), obsahové (srozumitelny jazyk)
i joko soucdst interpretace expondtu (program). Pokud selze jedno,
nefunguje celek. A naopak, kdyz se podari pristupnost zabudovat do
vSech oblasti, vznika smysluplny zazitek.

Ctyti oblasti bariér a pristupnosti

Ivana Kocichovad v publikaci ,Muzea bez bariér” (2016) definovala
Ctyri oblasti bariér v ceskych muzeich: architektonicke, muzejné
prezentacni, informacni a orientacni, komunikacni. Tento toolkit na jeji
prdci navazuje a posouvd ji ddl: od typl bariér prechdzi k oblastem
pristupnosti jako vlastnostem celé sluzby. Pristupnost neznamenad
odstranéni jednotlivych prekdzek. Pristupnost je systémovad kvalita
instituce.

Inkluzivni a univerzadlni design

Inkluzivni design jde jesté ddl. Neptd se jen ,Splhujeme zdkonné
pozadavky?“ ale klade si otazku: ,Koho nevédomky vylucujeme?*
Inkluzivni design je proces, ktery aktivné vyhleddva situace, kdy jsou
lidé z muzea vylouceni, a zapojuje prave tyto lidi do tvorby teseni.
Kat Holmes tyto situace vylouéeni nazyvad ,mismatch® (nesoulad).

Z pohledu inkluzivniho designu bariéra neni vlastnost clovéka. Vznikd
ve vztahu mezi ¢lovékem a Spatné navrzenym prostredim, textem
nebo sluzbou.

Mismatch: bariéra jako vztah, ne vada

Kat Holmes (2018) v knize ,,Mismatch: How inclusion shapes design®
ukazuje, ze vyclenovani nevznikd zdmérné. Vznika tehdy, kdyz
instituce navrhuje program podle vlastnich predpokladd. Predjima,
Ze navstévnik cte dobre Cesky, slysSi komentdr, vydrzi dlouho stat,
orientovat se v neznadmeém prostredi, znd terminologii déjin umeéni
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a neboji se zeptat.

Inkluzivni design méni optiku: problém neni ,,Clovék s dyslexii“ nebo
sneslysici navstévnik®, ale Spatné navrzeny text, nesrozumitelny
pokyn, nepristupny rezervacni systém nebo persondl, ktery nevi, jak
prichozim asistovat.

Univerzalni design je ambice vysledku predchoziho snazeni. Snazi se
navrhovat prostredi, sluzby a informace tak, aby je mohlo pouzivat
co nejvice lidi od zacatku, bez nutnosti dodatecnych uprav. Sedm
principd univerzdlniho designu pokryvd rovné uzivani, flexibilitu,
jednoduchost, vnimatelnost informaci, toleranci k chybé, nizkou
fyzickou namahu a dostatecny prostor pro pristup. Tyto principy
funguiji jako prakticky kontrolni ramec inkluzivniho muzea.

Vztah mezi inkluzivnim a univerzdlnim designem lze popsat takto:
univerzdlini design fikd, ¢eho chceme dosdhnout (prostredi
pouzitelné pro vSechny), inkluzivni design ukazuje proces, ktery k cili
vede. A to znamend konkrétné: zapojit lidi, kteri bariéry zazivaji, nejen
do testovdni hotového freseni, ale primo do navrhovdni programu

i celého zdzitku.

Pro¢ je to dulezité? Protoze instituce, kterd se spokoji
s bezbariérovym vstupem, muze stdle vyluovat lidi nepfistupnym
webem, nesrozumitelnymi texty nebo persondlem, ktery nevi, jak
jim pomoci. A instituce, kterd aplikuje principy mechanicky, muze
prehlédnout zkusenost lidi, pro které reseni navrhuje.

Spolecné vSem témto situacim je jedna véc: bariéra neni problém
Clovéka. Je to problém prostredi.
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Problém neni v navstévnikovi

Muzeum pldnuje novou vystavu. V tymu diskutujeme, jak ji
zptistupnit. Mezi ndvrhy je audioprivodce, titulky a zjednodusené
texty. Kazdé reseni miti na konkrétniho ¢lovéka. Casto si ale
zapomeneme polozit otdzku: proc jsou texty napsané tak, ze
potrebuji zjednoduseni? A procC premyslime o audio vrstvé vystavy
jako o doplnku pro specidlni skupinu a nedéldme ji pro vSechny?

Co se stane, kdyz instituce prestane resit ,,specidlni potreby“ a zacne
se ptat, co v jejim prostredi vytvari bariéru? Vyzkum ukazuje, ze
bariéry nejsou izolované. Navzdjem se posiluji a spolec¢né vylucuji
publikum z programu nebo z budovy. Clovék, ktery narazi na tfi

z téchto bariér, ndvstévu muzea pravdépodobné vzdd. Nepristupny
web se spoji s nevhodnou oteviraci dobou, nedostatek informaci

s nejistotou, zda se na misto vibec dostane. Jeden problém zesiluje
druhy.

Osm typu bariér podle Kay, Wong a Polonsky (2009)

Studie mapuijici kulturni participaci identifikovala osm systémovych
bariér, které spolec¢né rozhoduji, kdo se do kulturni instituce dostane
a kdo ne:

1. fyzicky pristup (budova, doprava, parkovdni)

osobni pristup (asistence, persondl, komunikace)

cena (vstupné, doprovodné ndklady)

¢as a nacasovdni (oteviraci doba, rezervace)

produkt (forma a obsah programu)

osobni zdjem a socidlni skupina (pocit ,tohle je/neni pro nds®)
socializace a porozuméni (znalost pravidel, o¢ekdvdni)
informace (dostupnost, srozumitelnost, na¢asovdni)

® N OA NN
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Jak pracovat s pristupnosti
systémove

Komunitni partner

Jak mize vypadat systémovd zména, ukdzal naptiklad Louvre-
Lens v severni Francii. Jesté pred otevienim nové budovy instituce
informovala verejnost o tom, co se chystd. Pro neslysici publikum
pripravila videa ve znakovém jazyce a prohlidky vedené neslysici
lektorkou. Ta nevystupovala jako tlumocnice slysiciho privodce, ale
jako primad zdstupkyné instituce. Vysvéetlovala kontext vzniku budovy,
pro¢ ma stat praveé v Lens a co v ni bude. Nabizela nejen informace
ve znakovém jazyce, ale také moznost se s Louvrem identifikovat.
Kdyz informace sdili nékdo z komunity, kdo zdroven zastupuje
instituci, posiluje divéru a buduje loajalitu. A zvy$uje $anci, ze lidé
opét prijdou.

Podobny pristup pouziva filmovy festival Jeden svét nebo Centrum
architektury a méstského pldnovani (CAMP) v Praze. Pro neslysici
publikum pripravuji videa ve znakovém jazyce, at uz jde o program
festivalu nebo treba o informaci o preruseni provozu béhem covidu.
Informace v ¢eském znakovém jazyce primo od neslysicich jsou
soucdsti komunikacni strategie.

Reprezentace

A pak je tu jesté téma informaci a reprezentace. Bariéra nemusi
vznikat jen pti vstupu do muzea. Casto se rodi uz predtim, ve chuvili,
kdy Clovék hledd informace o programu a nenajde je, kdyz web neni
pristupny pro uzivatele odecitace obrazovky, kdyz ndvstévnice nikde
nevidi lidi, se kterymi by se mohla ztotoznit. A vznikd i strukturdlné:
v tom, ¢&i pribéhy a dila jsou vibec v kolekcich zastoupené, kdo je
viditelny jako tvdrce, jako subjekt vypovédi, jako nositel kulturniho
dédictvi. Pokud muzeum systematicky nevystavuje dila umélkyn

a umélcl s postizenim, pokud jejich zkusenost neni soucdsti
celkového ptibéhu, bariéra existuje driv, nez si kdokoli rezervuje
vstupenku.
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Dobrad zprdva je, ze inkluzivni feSeni maiji jeden vyrazny pozitivni
dopad: pomdhdaji celému publiku. Kdyz festival Jeden svét a CAMP
zacaly vybrané akce (debaty, predndsky, zahdjeni) simultanné
prepisovat do ¢estiny kvdli lidem se sluchovym postizenim, zacali
prepis pouzivat a ocenovat i slysici.

Pfepis pomdhd cizincim, ktefi ¢estinu ovlddaji jako druhy jazyk.
Pomadha lidem, ktefi neznaji odbornou terminologii urbanismu

a architektury. A pomdhd tomu, kdo chce mit textovou oporu pri
sledovani debaty. Simultanni prepis prestal byt opatrenim pro
neslysici. Stal se soucdsti standardni produkce akce.

Efekt snizeného obrubniku

Snizené obrubniky vznikaly joko odpovéd na bariéry, které lidem na
voziku znemoznovaly samostatny pohyb méstem. Jejich rozsiteni je
spojované zejmeéna se studujicimi v Berkeley na prelomu 60. a 70. let.
Dnes je ale vyuzivaiji i lidé s kocarky, kufry, choditky, ndkupnimi voziky
nebo jizdnimi koly. Tomu se tikd curb-cut effect: Uprava navrzend pro
jednu skupinu odstrani bariéru i pro mnoho dalsich.

Stejné to funguje v muzeich a galeriich. Prepis predndsky nepomahd
jen neslysicim lidem, ale i ndvétévnikim, kteti neznaji odborné

pojmy nebo potrebuji textovou oporu. Titulky nejsou uzite¢né jen pro
neslysici publikum, ale i pro lidi sledujici video bez zvuku, v hluku nebo
v cizim jazyce. Pristupné reSeni neni kompromis. Je to reseni, které
funguje pro vic lidi.

Nejistota jako bariéra
Podobné funguje fotka vstupu na webu. Centrum architektury
a meéstského pldnovdni a nékolik prazskych kin zacaly na své stranky
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pridavat kromeé adresy, oteviraci doby a mapy i fotografii vstupu.
Zjistily totiz, ze lidé, ktefi jdou do instituce poprvé, zazivaji velkou
nejistotu. Nevi presné, kudy se dovnitfr dostanou, a pochybuiji, jestli
na misto vlbec patfi. V ddsledku toho ¢asto nakonec nedorazi, nebo
jsou frustrovani jesté pred za¢datkem programu. Fotka vstupu je
malickost. MUze véak rozhodnout o tom, zda se ¢lovék citi byt vitdn.
A to se netykad jen lidi s postizenim, ale také kazdého, kdo do muzea
nebo galerie prichdzi poprvé.

Zapojeni lidi s odliSnosti do pfipravy programu

Britsky Design Council (2006) formuloval inkluzivni design jako
pristup, ktery zahrnuje co nejvice lidi od zacatku navrhovani
programu nebo sluzby. Klic¢ovy princip zni: ,They include you®.
Inkluzivni design neznamend oddélenou nabidku pro ,specidini
skupiny®, ale prostredi a sluzby navrzené tak, aby fungovaly pro
riznorodé publikum. Dokument ,The principles of inclusive design®
(2006) zdUraznuje, ze feSeni navrzend s ohledem na inkluzi ¢asto
zlepsuji zazitek vétsiny.

Prostredi, texty, web, persondl, komunikace, program nebo vystava,
to jsou mista, kde bariéry vznikaji a kde je Ize ménit. Zména zacind
otdzkou: co u nds muze fungovat Iépe?

Principy inkluzivniho designu

Na pracovni schiizce k vystavé sedi kurdtorka, grafik a feditelka.

Bavi se o pristupnosti. Nékdo navrhne hapticky model exponatu, jiny
citelny font na popisky, dalsi rozpocet na schodolez. Vsichni tfi maji
dobry ndpad. A presto jsou na konci schiizky ve stejném bodé jako na
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zacatku. Jednotlivd opatreni resi konkrétni bariéry.

Inkluzivni design se ptd, kde tyto bariéry vznikaji, a nabizi tymu
spolec¢ny rdmec a kroky, které je mozné udélat. Vznikaji proto,

Zze muzea opakuji zabéhnuté vzorce, aniz by si uvédomila, koho
tim vylucuji. Kat Holmes to nazyvd exclusion habits: ne zamér, ne
Ihostejnost. Navyk.

Inkluzivni design neni vysledek. Je to proces. Klicovd otdzka zni:
kdo sedi u stolu pti navrhovani vystavy, komunikacni kampané nebo
vzdéldvaciho programu? A i zkuSenost slouzi jako vychozi bod
diskuze?

Ndsledujicich pét principt nejsou pravidla k zaskrtnuti. Predstavuji
zpusob premysleni, jok mdze muzeum navrhovat své prostiedi, texty,
komunikaci i programy.

Princip 1: Pojmenujte mista nesouladu, ne diagnézu

Kdyz myslime na nevidomé publikum, predpokladdme, Ze bude Cist
informace v Braillové pismu. Jenze mnozi lidé se zrakovym postizenim
Braillovo pismo nepouzivaji, ani mu nerozumi. Problém neni v nich.
Problém je v nasem predpokladu toho, co potrebuiji.

Misto nesouladu vznikad ve chvili, kdy se miji nabidka muzea

a potreba konkrétniho ¢lovéka. Neni to vada ¢loveka. Je to informace
o tom, kde md nase sluzba slepé misto. Jakmile ho zndme, mizeme
se zeptat, co by tento clovek skutecné uvital.

Pro¢ to funguje

Holmes (2018) definuje mismatch jako vztah, ne jako viastnost
Clovéka. Pokud preneseme pozornost z toho ,kdo ma problém® na to
~kde se mijime®, otevira se prostor pro reseni, kterd skutecné funguiji,
a navic z nich miva prospéch i dalsi publikum.
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Princip 2: Navrhujte celou cestu, ne izolovand opatreni

Navstévnicky zazitek nezacind u vchodu do muzea. Zacind doma ve
chvili, kdy se ¢lovék rozhoduje, kam pujde. Hledd, co se kde kond,
kdy je otevreno, jok se na misto dostat. Nardzi na bariéru v podobé
Spatné dohledatelnych informaci o oteviraci dobé, chybéjiciho popisu
cesty na misto a nejistoty, s ¢im mdlze v muzeu pocitat. Kde je
nejlepsi vystoupit? Kolik stoji listek? Je na misté bezbariérova toaleta
nebo indukéni smycka? Zajistuji tlumoceni prohlidky do znakoveho
jozyka? Bude kde si sednout?

Festival Jeden svét resi cestu jako soucdst divackého zdzitku:

Na webovych strdnkdch je kromé adresy popis trasy od nejblizsi
zastavky, informace o pristupném parkovani nebo detailni popis
cesty pro nevidomého &lovéka. Zddné z téchto opatfeni neni slozité.
Dohromady ale tikaji: pocitdme s vami jesté predtim, nez dorazite.

Pro¢ to funguje

Kocichovad (2016) definuje ctyri oblasti bariér v muzeu: architektonické,
prezentacni, informacni a komunikacni. Tento toolkit na jeji ramec
navazuje a posouvad ho: od typd bariér k dimenzim pristupnosti jako
vlastnostem celé sluzby. Muzeum neni prostor. Je to cesta.

Princip 3: Nabidnéte vic zplsobu, jak se zapojit

Predstavte si sochu v galerii. Je dobre viditelnd, je u ni hapticky
model, audiopopis ve sluchdtkdch a na obrazovce krdtke video

ve znakovém jazyce. V ném neslysici hereCcka Emmanuelle Laborit
popisuje, jak na ni dilo plsobi a jaké emoce v ni vyvoldvd. Ne jako
kuratorka, ale jako Clovek, ktery mad k této soSe vztah. Stejné video
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a audiopopis jsou také u fotky sochy na webovych strankdch.

Totéz plati pro texty. Zdkladni informace ve srozumitelném jazyce
slouzi nejen lidem se specifickymi poruchami uceni, ale i tém, kdo
maji odliSny matersky jazyk, kdo prichazeji poprvé, nebo kdo maji na
prohlidku mdlo ¢asu. Odbornéjsi vrstva muze byt k dispozici pro ty,
kdo se do tématu chtéji ponorit hloubéji.

Inkluzivni design neznamend jedno teseni pro vSechny. Znamend
rozmanitost zplsobU, jak si publikum muize muzeum, expondty
a umeéni uzit a jak se do programu zapojit, aby se citilo vitané.

Pro¢ to funguje

Smithsonian guidelines (2010) formuluji tento princip takto: obsah md
byt pristupny na vice intelektudlnich urovnich a zprostredkovdn vice
nez jednim smyslovym kanadlem.

Princip 4: Redukujte zbytecnou zdatéz pro vSechny

Prilis dlouhé, prilis odborné a Spatné Citelné texty odrazuji publikum.
Naopak kratsi texty zvysuji ochotu lidi Cist a Sanci, Ze si lidé prectené
informace zapamatuji. Text neprohrdvad proto, ze by lidé nechtéli
informace. Prohrdvad proto, ze je pro né kognitivné prilis narocny

v prosttedi, kde stoji, zpracovdvaji vice podnétl najednou a maiji jinou
jazykovou vybavu i omezenou kapacitu pozornosti.

SniZzeni zdtéze znamena zlepseni navrzeného zdzitku. A k dobrému
navstévnickému zdzitku prispivd méné textu a kratsi odstavce, jasna
hierarchie informaci, prehlednd navigace, dostatek klidovych zén

a mist k sezeni, mapy, které ukazuji tissi casti expozice, a prostor, kde
se Clovék muze na chvili zastavit.
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Co fika vyzkum

Data projektu Muzea bez bariér ukazuji, ze popisky pritahuji
primérné cca 1 % vizudini pozornosti a 6@ % publika by uvitalo kratsi
texty.

V prizkumu Cabinet of Wonders (Pilka a Ulahelovd, 2024) se slozité
nebo dlouhé texty umistily jako nejcastéjsi neprijemnost ze 16
sledovanych faktord.

Princip 5: Navrhujte s lidmi, ne pro né

Organizovala jsem panelovou diskuzi o pristupnosti. Pozvala jsem
expertku na voziku. Zkontrolovala jsem pristupnost salu. A nedoslo
mi, ze musim zkontrolovat i pristupnost podia. Navrhovala jsem
pristupnost pro lidi, ne s nimi.

Rozdil mezi ,pro lidi“ a ,s nimi* je zddnlivé maly, ale v praxi

zdasadni. National Gallery Singapore pri navrhovdni klidné mistnosti
(Calm Room) nejprve usporddala série rozhovort a workshopU

s navstevniky a ndvstévnicemi s neurodivergenci. Teprve na zdkladé
jejich podnéttd vznikl ndvrh prostoru. Mistnost za prvni rok provozu
navstivilo pres 22 @00 lidi, neurodivergentnich i neurotypickych.
Neslysici ¢lovek, Clovek s dyslexii nebo clovek se zrakovym postizenim
nejsou jenom prijemci opatreni. Jsou to experti na bariéry a své
potreby, ktefi snadno rozpoznaji mista, kde instituce selhdvd. Jsou to
lide, bez jejichz zkuSenosti se neobejdete.

Proc to funguje

Holmes (2018) nazyvd lidi s Zitou zkusenosti ,exclusion experts®
(experty na vyclenéni) a zdUraznuje, ze inkluzivni design vyzaduje
vztah a ddvéru v pribéhu celého procesu, ne jen testovdni vysledku
na konci.
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Pro¢ vénovat inkluzivnhimu designu
pozornost

Principy inkluzivniho designu popsané v predchozi sekci jsou
praktické ndastroje, které méni to, jak instituce funguje smérem
k publiku i dovnitt instituce. Je i vice divodd, pro¢ jim vénovat
pozornost.

Kvalita pro vSechny

Pristupné reseni zlepSuje zdzitek Sirsiho okruhu lidi, nez pro ktere
bylo plvodné navrzeno. Srozumitelny popisek pomuze ¢lovéku

s dyslexii, ale také nékomu, kdo spéchd, cizince, kterd ¢estinu ovlada
na zdkladni urovni, nebo ¢lovéku, ktery ma na prohlidku malo ¢asu.
Prehlednd navigace pomuze ¢lovéku, ktery je v muzeu poprvé, ale
také rodiclim s ko¢drkem nebo kurdtorovi a kurdtorce, ktefi instaluji
vystavu v nezndmeém prostoru. Pfrehlednd navigace, srozumitelny
popisek nebo fotka vstupu na webu nejsou specidlni opatreni. Jsou
to znaky dobrte pristupné instituce.

Noveé publikum a vétsi dosah

Pristupnost jednak snizuje bariéry pro stdavajici publikum, ale zdroven
otevird instituci skupinam, které jinak do muzea neprichdzeji. Lidée,
ktefi vidi, ze na né instituce mysli, a citi se vitdni, se vraceji a privadeji
svou rodinu, pratele i dalsi lidi z komunity. Loajalita publika se

vytvdri pomalu a ztrdci rychle. Pristupnost je jednim z nejprimeéjsich
zpUsobd, jak ji budovat.

Inovace
Hledat pristupné reseni znamend hledat lepsi reseni. Omezeni kterd

pristupnost klade, tla¢i tym k presnéjSimu premysleni o tom, co
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chce sdélit a komu. Dotykovy telefon se vyvinul z potreby pracovat
s pocitaéem bez kldvesnice kvuli zranéni ruky. Dnes ho v rdznych
podobdch pouzivd kazdy. Omezeni, kterd pristupnost vytvari,
vedou k fesenim, kterd nakonec funguji pro vsechny. Pristupnost je
katalyzdtorem inovaci.

Tym a kultura instituce

Pristupnost se tykad i lidi, kteri v instituci pracuji. Vyzkum ukazuje,
ze priblizné 30 % odbornikd a odbornic mad néjaké postizeni nebo
zdravotni omezeni a vétsina z nich ho na pracovisti taji. Obavaji

se, ze budou povazovdani za méné schopné, ze se zmeéni jejich
vztahy s dalSimi lidmi v tymu nebo ze se zastavi jejich kariérni
postup. V prosttedi, kde se o pristupnosti oteviené mluvi a kde jsou
reseni soucasti standardniho provozu, lidé tyto obavy mit nemusi.
A instituce, kterd pritahuje rGznorodé lidi do svého tymu, premysli
riznorodé i o svém programu.

Pristupné prostredi pritahuje a udrzuje talenty

Pristupnost pracovisté rozhoduje o tom, kdo v instituci

muze dlouhodobé pracovat. Data ukazuji, ze 22 % uchazecl

s neurodivergenci odmitlo nabidku prdce kvuli prostredi pracovisté,
ve srovndni s 8 % neurotypickych uchazeéu. Dalsich 15 % lidi

s neurodivergenci prdci opustilo kvili designu fyzického prostredi.
Instituce, kterd na pristupnost nemysli, neprichdzi jen o inkluzivitu.
Prichdzi o talenty a jedinec¢né odborniky, ktefi by mohli byt soucdsti
jejiho tymu. (Turner, Herschel a Bach, 2019)

Prehlednost a uspora casu

Pristupnd teseni byvaji prehlednéjsi a levnéjsi na provoz. Jasnad
navigace v budové snizuje pocet dotazl na persondl. V nemocni¢nim
prostredi, kde byl problém bloudéni a pretézovdni persondlu
opakujicimi se dotazy systematicky zdokumentovan, vedl prechod
na funkéni orientacni systém k méritelné ulevé pro zameéstnance
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i pacienty. Prehledny web s dobre strukturovanym obsahem se
snadnéji aktualizuje a ma delsi zivotnost. Pristupné Sablony pro
popisky Setfi ¢as kurdtorovi i graficce. Investice do pristupnosti se
vraci v mensim objemu prdce navic.

Wayfinding v nemocnicich: prehlednda navigace ulevuje vSem
Projekt Czechdesign zameéreny na orientacni systémy v ¢eskych
nemocnicich (2023a; 2023b) dokumentuje opakujici se problémy:
pacienti a pacientky bloudi, zazivaji stres z dezorientace a pretézuji
persondl dotazy na cestu. Vizudini smog, premira tabulek, ndpist

a nesystematickych znaceni situaci zhorsuje. Prototypy nového
orientacniho systému testované v redlném provozu ve Fakultni
nemocnici Bulovka ukdzaly, ze dobfe navrzend navigace snizuje zatéz
na persondl a zlepsuje zdzitek pro vSechny pacienty, vcetné téch se
znevyhodnénim.

Stejna logika plati pro muzea a galerie. Orientacni systém navrzeny
s ohledem na lidi, ktefi se v prostoru snadno ztrdceji, pomdha celému

vvvvv

Mandat

Inkluze je soucdsti profesni definice muzea. ICOM ve své
aktualizované definici muzea z roku 2022 vyslovné uvadi, Ze muzeum
je inkluzivni. Pfistupnost neni doplnék. Je soucdsti posldni instituce.
Pravo na kulturni participaci je zaroven soucdsti mezinarodniho
zdvazku Ceské republiky vyplyvajiciho z Umluvy OSN o prdvech osob
se zdravotnim postizenim (CRPD, ¢l. 30). Tyto informace podrobné;ji
predstavuje kapitola ,Legislativni ramec*.

ICOM: Definice muzea (2022)

»~Muzeum je stdld nekomercni instituce ve sluzbdach spolecnosti, kterd
ziskava, uchovavd, zkoumad, interpretuje a vystavuje hmotné a nehmotné
dédictvi. Muzea jsou otevrend verejnosti, pristupna a inkluzivni.”
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Neurodiverzita a kognitivni
pristupnost

Jednou z oblasti, kde se pristupnost nejcastéji prehlizi, je kognitivni
rozmanitost. Zpusoby, jakymi rizni lidé zpracovavaji informace, ¢tou
text, orientuji se v prostoru nebo reaguji na smyslové podnéty, se
vyrazneé lisi. A prostfedi muzei a galerii na né klade specifické ndroky:
Clovék stoji, pohybuje se, zpracovdava vizudlni i akustické podnéty, Cte
texty a zdroven se orientuje v neznameém prostoru. To v§e najednou.

Neurodiverzita neni synonymum pro diagndézu. Oznacuje prirozenou
rozmanitost zplsobU, jakymi lidsky mozek pracuje. Dyslexie, ADHD,
autismus, dyspraxie nebo uzkost jsou soucdsti tohoto spektra.
Kognitivni pretizeni v expozici ale zazivaji i lidé bez diagnodzy: ti, kdo
prichdzeji poprve, ti, kdo maji za sebou ndro¢ny den, nebo ti, kdo

se pohybuji v pro né cizojazyéném prostredi. Kapacita pozornosti
kazdého z nds mad své hranice.

Vizudini a akusticky Sum v expozici neni neutrdini pozadi. Je to

zGtéz. Premira panell, popisek, ruchd, nepfrehlednd navigace nebo
prilis mnoho vizudlnich prvkd na jednom misté vycerpdvaji kapacitu
pozornosti dfiv, nez se ¢lovék dostane k obsahu, kvlli kterému prisel.

Kognitivni zatéz: co rika vyzkum

Teorie kognitivni zatéze (Sweller, van Merriénboer a Paas, 2019)
popisuje limity lidské pracovni pameéti. Ta pojme pét az devet
informacnich prvkd najednou, a to po dobu nanejvys 20 vtefin.
Pokud prostredi nebo sdéleni tyto limity prekracuje, clovék informace
nezpracuje, pretizi se.

Environmentdini podnéty jako vizudini ruch, hluk nebo neprehlednd
navigace zabiraji kapacitu pracovni pameéti jesté predtim, nez se
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¢lovék dostane k obsahu. Fisher, Godwin a Seltman (2014) prokdzali,
Ze déti v prezdobeném ucebnim prostredi dosahuji nizsich vysledkl
a huf udrzuji pozornost nez déti v jednodussim prostredi. Jejich
pracovni pameét je zaméstndna nechténym zpracovdvanim okolnich
podnétd.

Stejny mechanismus funguje v muzejni expozici. Timpson (2025)
formuluje cil kognitivné pristupného muzea takto: publikum by mélo
veénovat kognitivni energii obsahu, ne pristupu k nému.

Kognitivni pFistupnost je prifezovd oblast, kterd se dotykd
fyzického prostiedi (prehlednost a klidové zdny), textl a popiskd
(délka, struktura, jazyk), navigace (jasné orientac¢ni body, senzorické
mapy) i interaktivnich prvkd (srozumitelnost zaddni, zpétnd vazba).
Redeni navrzend s ohledem na kognitivni ptistupnost zlep$uji zdzitek
kazdému, kdo muzeum navstivi.

Vice se o konkrétnich skupindch a typech bariér dozvite v kapitoldch
»Pro koho to délame?“, ,Text a typografie®, ,,Orientace a navigace®
a ,, Interaktivni prvky®.

Kurdtorsky tym: Vezméte pudorys jedné mistnosti z aktudini nebo
pripravované vystavy. Vyznacte do néj, kde je hluk, kde je hodné
vizudlnich vjem{, kde neni misto k sezeni, kde se krizi pohyb lidi. Pak
vyznacte, kde jsou nejdllezitéjsi expondty a texty. Prekryvaji se mista
nejvetsi zatéze s misty, kde po publiku chcete nejvétsi pozornost?
Kazdé takové misto je designovad prilezitost. Mald zmeéna v prostredi
muze rozhodnout o tom, jestli si publikum expondt zapamatuje, nebo
projde kolem.
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Marketingovy tym: Projdéte cestu k vasi instituci o¢ima cloveka,
ktery prichazi uplné poprvé a nevi, co ho cekd. Zacnéte od zastavky
MHD nebo parkovisté. Na kazdém kroku si polozte otdzku: kde by
mohl clovék zavdhat, ztratit orientaci nebo to vzdat? Kde mu chybi
informace? Vysledkem je privodce prvni ndvétévou: dokument, ktery
snizuje nejistotu pred ndvstévou a zvySuje Sanci, ze ¢lovek skutecné
dorazi.

Vedeni instituce: Jeden den sledujte, na co se lidé nejcastéji ptaiji:
Kde jsou toalety? Jak se dostat do druhého patra? O ¢em vlastné
vystava je? Kazdd opakujici se otdzka je bariéra v navigaci nebo
informacich. A kazdd takova bariéra zaroven znamena vétsi zatéz
persondlu. Pristupnéjsi prostredi neresi jen prekondavdni bariér pro
publikum. Snizuje provozni zdtéz celé instituce a uvolnuje kapacitu
personalu pro smysluplnéjsi pradci.

Edukaéni tym: Vyberte jeden z interaktivnich prvkd nebo ukold,
které v prdci pouzivate, a nechte ho vyzkouset nékomu, komu
neddte zadné vysvétleni. Sledujte jeho postup. Kde se zastavi? Kde
klikne Spatné nebo se otoci na jinou stranu? Kde to vzdd? Tohle je
nejrychlejsi zplsob, jak najit dfiv neviditelnou bariéru. Kazdé takové
misto je prilezitost navrhnout program lépe, tak aby fungoval pro
Sirsi okruh lidi, aniz by kdokoli musel zadat o vyjimku.
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Zaver

Kurdtorka z uvodu kapitoly se zastavila po tretim panelu. Uvédomila
si, ze texty, které napsala, celé nikdo ¢ist nebude. Tohle pochopeni
je zacatek. Inkluzivni design nemusi zac¢inat velkym rozhodnutim ani
novym rozpoctem. Zacind okamzikem, kdy se nékdo zastavi a zacne
se ptat: pro koho program viastné navrhujeme a kde vytvdrime
bariéry?

Pristupnost se stdvd soucdasti kazdodenni prdce postupné, pri psani
textu, planovadni vystavy, aktualizaci webu nebo Skoleni nového
kolegy. Staci zacit tam, kde dnes mdte prostor a moznost néco
konkrétniho ovlivnit.

»Checklist“ na konci této publikace nabizi prvni orientaci. Pokryvad pét
oblasti ndvstévnickeé cesty a pomdhd pojmenovat, kde je prostor ke
zmene.

Shrnuti

Bariéra nevznikad v ¢lovéku. Vznikad v prostredi, textu, navigaci
nebo zplsobu komunikace.

Kazdy treti ¢lovék, ktery vejde do muzea, mize narazit na bariéru
v podobé textu.

Inkluzivni design je proces, ktery se ptda: koho nevédomky
vyluCujeme a jak to zménit?

Reseni navrzené pro jednu skupinu zlep$uje zdzitek mnohem
SirSimu okruhu lidi.

vvvvvvvvvv

tym, ktery v ni pracuje.
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Muzea navsétévuiji lidé véech generaci a tkolem muzejnich tymd

je zprostredkovat jim co nejlepsi zazitek. Ne kazdy ale vnima svéet
stejné a mnoho lidi nardzi na skryté bariéry, kvili kterym je pro né
muzejni jaozyk nesrozumitelny. Tento text vdm ukdze, jak prizplsobit
prostredi i komunikaci v galeriich a muzeich tak, aby byly pristupné
pro kazdého. Dozvite se, jak drobnymi zménami v uspordaddni vystav
otevrit dvefe vSem, tedy i lidem s odliSnym vnimdnim svéta.

Muzeum bez hranic

DilezZitost rovhocenného pFistupu

Spolecné zapojeni vSech lidi bez rozdilu je zdkladem zdravé
spole¢nosti. Pomdha rozvijet toleranci, solidaritu, rovny pristup ke
vzdélani a respekt ke kazdé jedinecnosti. Kdyz v tymu spoiji sily lidé
s rozmanitymi schopnostmi a zkuSenostmi, prirozené to zvysuje
kreativitu i celkovou spokojenost. Vzhledem k inkluzivhimu tlaku se

i muzejni instituce snazi zptistupnit kulturni dédictvi riznorodému
publiku. Reaguiji tak na aktudini vyvoj a promeénuji se v Zivy prostor
pro dialog. Stavaji se mistem, jehoz mordlni povinnosti je slouzit celé
komunité.

Publikum muzea

V minulosti slouzilao muzea a galerie vyhradné vysSim vrstvam,
védecké a umélecké obci. Dnes do muzea muze zamiftit kdokoliv.
Prvni zkuSenost vétsinou ziskdvdme uz jako déti na povinnych skolnich
vyletech. Soucasné publikum je nesmirné rozmanité. Mladd generace
vyhledava vizudiné atraktivni mista pro socidlni sité a rodiny zase
touzi po interaktivnich expozicich. Dospéli chtéji aktivné travit volny
cas s prateli, turisté lovi nove zdzitky a seniofi ocekavaiji hlubsi smysl
¢i duchovni presah.

Hlavnim motorem pro ndvstévu jsou osobni zdjmy a touha po
smysluplném programu. Kulturou si totiz naplnujeme dulezité
psychologické potfreby. Tou nejvyraznéjsi je touha nékam patrit.
Pokud nasi pratelé chodi na vystavy, radi se pripojime. Plati to vSak
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i obrdcené. Kdyz se kulturnimu zivotu vyhybdme, hrozi, ze se ze své
komunity ¢asem vyclenime.

Sest potreb, které vedou do muzea

Na zdkladé potieb rozdélila R. Johnova divody ndvstév kulturnich
instituci do Sesti kategorii. Jsou jimi esteticky zdzitek, potreba
kontinuity a soundlezitosti s minulosti, potreba spolecenské
soundlezitosti, potreba pozndvani, potreba ucty a obdivu k né¢emu
a potreba odpocinku. (Johnovd, 2008)

Co lidi motivuje k navstéveé

Friedrich Waidacher z vyzkumd muzejni ndvstévnosti dosel k zdvéru,
Ze nejcastéjsim motivem ndvstévy muzea jsou volnocasové aktivity
a zdajmy jedince. Lidé chtéji délat néco zdsluzného, ziskavat nové
zkuSenosti a mit prilezitost se ucit. Zaroven touzi byt pohromadé

s dalsimi lidmi, citit se vdaném prostredi prijemné a pohodiné

a aktivné se na nécem podilet. (Waidacher, 2000)

Volny ¢as a referencni skupina

Dulezitou roli v ndvétévnosti muzei a dalSich kulturnich instituci dnes
hraje fenomeén traveni volného casu. ,,Prislusnici urcitych socidlnich
skupin v podstaté nemohou o ndplni svého volného casu zcela
svobodné rozhodovat - volba jejich aktivity je dana potrebou shody
s zivotnim stylem, hodnotami, socialnim postavenim a postoji jejich
referencni skupiny.” (Kesner, 2005, s. 101)
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Limity v muzejnim prostoru

Kazdy z nds si nese svou vlastni historii spojenou s kulturnimi
institucemi. Nékdy staci Spatnd zkusenost z détstvi, jako byly povinné
kolni vylety plné nudnych monologl. Pokud dité nutime prochdzet
vystavu pomalu, potichu a bez moznosti zapojit se, zafixuje si
muzeum jako nezdzivné misto. Samotny prostor, jeho struktura

a forma sdéleni totiz rozhoduji o tom, jaky zazitek si publikum odnese.
Zpusob, jakym poznatky prezentujeme, urcéuje, zda jim lidé porozumi.

Kdyz vystavenym vécem nerozumime, snadno se citime trapné

a stisnéné. Kdyz v nds prostredi vyvoldvd negativni pocity, chceme

z néj co nejdrive utéct. Clovék zkrdtka neptijde na vystavu dobrovolné,
pokud se tam neciti prijemné. Plati to i tehdy, kdyZz mad velkou touhu
po pozndni a chce patrit do spole¢nosti.

Vystava jako Sifra

Francouzsky sociolog Pierre Bourdieu to shrnuje jasné: ,Kdo neovldadad
jazyk muzea, kdo se neciti k takové ndavstévé kompetentni, do muzea
neprijde.” Tradicni styl vystavovani totiz ¢asto funguje jako Sifra.
(Davidson Schuster, 1995, in Kesner, 2000, s. 38)

Schopnost porozumét tomuto kodu neni vrozend. Jde o nauc¢enou
dovednost, kterou ziskdvame vzdélanim a v rodiné. Rodinné a socidlni
zdzemi ma proto zdasadni vliv na to, jak uméni chapeme.

Kdyz je jazyk muzea cizi

Neovldaddni jazyka muzei je jednim z hlavnich ddvodu, pro¢ néktefi
lidé do muzea neprijdou, anebo rychle odejdou. Muzejni prostredi jim
pripadd nesrozumitelné a cizi. (Doldk, 2008, s. 88)
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Do muzea tedy zpravidla nechtéji chodit lidé, pro které je tézce
srozumitelny obsah nebo forma preddvané informace.

Rozmanitost ve vhimadni nejen
muzejniho prostoru

Lidé vnimaiji a zpracovdvaji informace rizné. Timto

odliSnym prozivanim svéta se zabyvaji pojmy neurodiverzita

a neurodivergence. Pristup nefesi, co je normdini a co je mimo
normu. Pouze popisuje prirozenou rozmanitost lidského mysleni.
Kazdy lidsky mozek totiz funguje jedinecné. Neurodiverzita se tedy
netykd jen vybranych skupin, zahrnuje celé lidstvo a kazdy mozek
zpracovava svét trochu jinak. Mizeme Fici, ze kazdy ¢lovék je
neurodiverzni, nebot zplsob fungovdni mozku se u kazdého do jisté
miry odliSuje.

U cdsti publika se toto nastaveni odchyluje od vétSinového vzorce
vyraznéji. Pak mluvime o neurodivergentnich osobdch, mezi které
patri lidé na autistickém spektru, vysoce citlivi lidé, ale také lide

s poruchami pozornosti nebo specifickymi poruchami uceni. Otdzka
nestoji: co je s ¢lovekem jinak? Ale: kde nase prostredi prestava
fungovat? Klicové je hledat, kde v nasem prostredi vznikda bariéra,
kterd s jejich odliSnosti nepocitd. Opatreni, ktera témto lidem
pomohou, navic zpravidla zptijemni ndvstévu vsem.

Clovék ptichdzejici do muzea a podobné kulturni instituce je
vystaven mnoha novym podnétum. Preje si je vnimat, zpracovat
a zapamatovat. Potrebu ziskdvat informace ma kazdy cClovék,
neurodivergentni i neurodivergentni.

V muzejnim kontextu se nejcastéji setkdvame se dvéma skupinami
neurodivergentnich osob. Prvni tvori lidé se specifickymi poruchami
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dysgrafie ¢i dyskalkulie. Druhou vyznamnou skupinou jsou lidé

s poruchou pozornosti. U téchto lidi dochdzi ke specifickému
zpracovavani informaci, prozivéni emoci a chovdni v disledku
odliSného vyvoje a fungovdni centrdlni nervové soustavy, primarné

er oo

Clovéka po cely zivot.

Specifické poruchy ucéeni

Vrozené neurologické odlisSnosti ve Cteni, psani ¢i pocitani se oznacuji
jako specifické poruchy uceni (SPU). Dnes je chdpeme jako prirozené
neurobiologické variace lidského mozku, nikoli jako mentdini deficit
nebo dusledek zanedbané vyuky.

Nejde o projev snizené inteligence nebo lenosti. Tito lidé maji
prumérny az nadprimérny intelekt. Jejich mozek véak od détstvi
zpracovava texty, Cisla i zrakoveé symboly jinak.

Lidé se specifickymi poruchami uceni disponuji jedinecnym
zpUsobem zpracovdni informaci, ktery byva zdkladem pro vyjimeéné
schopnosti v jinych oblastech. Misto soustredéni pouze na deficity
se moderni pristupy zamértuji na rozvoj téchto prirozenych prednosti,
které témto lidem pomdhaji uspét v osobnim i profesnim zivoté.

Tyto charakteristiky se projevuji az v ¢ase, kdy se realizuji dané
funkce. PotiZe s rozpozndvdnim slov se tedy ukdzou az ve chvili, kdy
je po ditéti vyzadovdano cteni ve skole. Lidé s SPU se celozivotné
potykaji s potizemi, které prindsi neprizplsobeny prostor a ndroky. Ve
Skole casto zazivali selhdni, coz v nich zanechalo uzkost z prostredi,
kde se predavaji vedomosti. Pokud v muzeu narazi na slozité texty
nebo neprehledné zrakové pole, snadno znervozni a prohlidku vzdaiji.

Dyslexie predstavuje specificky zplUsob, jakym mozek zpracovavd
psané slovo, éteni a pravopis. Clovék s dyslexii se ¢asto zaméFuje na
jiné detaily. MUze jinak rozliSovat podobné zvuky v feci nebo odligné
vnimat tvary pismen, coz ovlivhuje jeho orientaci v hustém textu
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a slozitém zrakovém poli. Lidé s timto nastavenim pracuji s textem
a informacemi svym vlastnim tempem a osobitym zplsobem.
Potfebuiji vice ¢asu na zpracovdni vice viemd najednou a pti plnéni
Ukol mohou postupovat v jiném poradi, nez je bézné. Maji také
jedineéné vnimadni ¢asu, prostoru a zrakovych symbolG. Na texty

a popisky se zkrdtka divaji z upIné jiné, origindini perspektivy.

Dysgrafie ovliviiuje grafomotoriku, tedy to, jak clovék pise a kresli.
Tito lidé vyjadruji své myslenky na papir osobitym stylem. Psani

a kresleni totiz vyzaduje specifické zapojeni celého téla, od
koordinace oka a ruky pres drzeni psaciho ndacini az po uvolnéné
zdpésti a plynuly pohyb ruky po papite. V muzejnim prostredi pracuji
s tvofivymi a psanymi ukoly svym vlastnim tempem. Kresleni nebo
zdpisy do kronik ¢i interaktivnich listd vnimaiji jinak nez vétsina lidi.
Jejich jemnd motorika jednoduse potrebuje jiné podminky, vice

¢asu nebo alternativni zptsoby vyjadreni, jako je naptiklad psani na
klavesnici nebo dotykoveé obrazovce.

Lidé se specifickymi poruchami uc¢eni maji jedine¢né nastaveny
mozek. Mysl| vétsiny z nich se zaméruje na objevovani nezndmeého

a hleddni novych vzorct v celku. Misto drobnych detaild dokdzou
bleskové pochopit hlavni myslenku a vidét celkovy obraz situace.
Casto maji velmi dobré vizudIné-prostorové mysleni a globdini talent
pro vnimdni 3D prostoru. Diky tomu umi skvéle propojovat zddnlive
nesouvisejici véci a predvidat budouci trendy.

Dalsi velkou prednosti byva mimorddnd kreativita a schopnost
prichdzet s origindlnimi napady. Protoze tito lidé musi od détstvi
prekondvat rdzné prekdzky, naudili se myslet jinak a hledat neotteld
reseni. Vykazuji vysokou uroven verbdlni i neverbdlni tvorivosti

a maji skvélou pameét na pribéhy. Kdyz se navic pro néjaké téma
nadchnou, dokdzou se do néj plné ponofit a pracovat s obrovskym
soustredenim. Mnohdy maiji vysoké intelektové schopnosti

a komplexni logické uvazovdni, coz jim pomahd snadno kompenzovat
pomalejsi ¢teni nebo psani.

Kazdodenni zvladdni vyzev v nich velmi casto vybudovalo obrovskou
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vytrvalost, odolnost a schopnost prizpUsobit se zméndm. Naudili se
nevzddvat se a bojovat sami za sebe. Protoze dobre vedi, jakeé to

je byt jiny, mnozi v sobé maji hlubokou empatii a vysokou socidini
inteligenci. Vyborné proto rozumi pocitdm druhych a dokdzou s nimi
skvéle komunikovat.

Porucha pozornosti

Lidé s poruchou pozornosti maji odliSnou regulaci energie

a soustredéni. RozliSujeme poruchu pozornosti (ADD), kterd se
projevuje zasnénosti a snadnou rozptylitelnosti, a poruchu pozornosti
s hyperaktivitou (ADHD), kde se pridava fyzicky neklid a impulzivita.

V expozicich se casto pohybuji nesystematicky a véci objevuiji
metodou pokusu a omylu. Byvd pro né tézke udrzet pozornost

u dlouhych textl, jednaji impulzivné a $patné odhaduji ¢as. Jejich
motivacni systém vyzaduje rychlé podnéty a okamzitou odezvu, jinak
ztraceji zajem.

Tito lidé maiji vyssi citlivost na smysloveé podnéty z okoli. Jinak
reguluji, filtruji a vyhodnocuiji jejich intenzitu. Vnimaiji celek, nebo se
naopak upnou na prilisné detaily. Nesoustredi se na jeden ukol a slysi
vée kolem. Vétsinou jsou pro né dulezité jiné informace nez pro
vetsinu lidi.

Lidé s poruchou pozornosti maji specificky typ nervove soustavy,
ktery jim v urcitych situacich poskytuje mimordadné kognitivni

a osobnostni vyhody. Jejich mozek neulpivd na zavedenych
$ablondch a neustdle skenuje okoli pti hleddni novych podnétl. Diky
tomu mnohdy exceluji ve vysoké kreativité a divergentnim mysleni.
DokdZzou generovat velké mnozstvi origindlnich feSeni a propojovat
zddnlivé nesouvisejici myslenky z netradi¢nich Ghli pohledu.

Prestoze maji problém s udrzenim pozornosti u nezdzivnych
témat, v momenté zdjmu u nich mize nastoupit stav takzvaného
hyperfokusu. V tomto stavu zcela ignoruji okolni ruchy a pracuji
s extrémnim nasazenim. Pokud je expozice vizudlné ¢i tematicky
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zaujme, dokdzou se do ni zcela ponofrit. Diky vizudlni paméti
a hlubokému soustredéni pak vstrebaji s naprostou fascinaci velke
mnozstvi informaci.

Obrovska fyzickd a mentadlni energie se u ¢dsti tohoto publika
projevuje jako silny badatelsky duch. Jejich ptirozend zvidavost

a rychlé rozhodovdni bez zbytecného odkladani jim umoznuiji
dynamicky prozkoumadvat rozsdhlé expozice. Impulzivita a kognitivni
flexibilita se v muzejnim prostredi méni v odvahu okamzité vyzkouset
nové veci a rychle se orientovat. Skvéle proto zvladaji multisenzorické
a interaktivni vystavy, kde z velkého mnozstvi viemu tézi maximum.

Do prohlidkovych skupin prinaseji velkou dynamicnost, humor a smysl
pro spontdnni zazitky. Casto maiji silnou intuici a rozvinuté socidlné-
afektivni dovednosti, jako je empatie, diky které dokdzou silné prozit
pribéhy skryté za uméleckymi dily ¢i historickymi exponaty. Jejich
odliSné vnimani svéta se tak v muzeu stdva cennym motorem pro
spole¢né objevovdni. Svymi neotfelymi postrehy obohacuji béznou
prohlidku a méni ji v inspirativni a Zivou diskuzi.

Jak nevytvaret bariéry v prostredi

Jak zajistit, aby si kazdy navstévnik odnesl z muzea plnohodnotny
zdzitek, rozumél informacim a prozil kulturni dédictvi naplno?

Klicem je upravovat podminky prostredi tak, aby vyhovovaly lidem

s nejriznéj$imi potfebami a formami vnimadni. Cilem je brat ohled na
individuality (naptiklad poskytnutim vice ¢asu nebo vizudini opory),
aniz bychom snizovali ndroky na kvalitu preddvanych védomosti. Co
pomaha lidem se specifickymi potrebami, to ve vysledku usnadni

a zprijemni navstévu uplné vsem.
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Lidé vnimaiji, tridi a uklddaji informace ze sveho okoli velmi rozdilné.
Vizudini prostredi expozice je proto nutné co nejvice zjednodusit

a zprehlednit, a to véetné jednotlivych znakl a symboll. Texty
napsané v kratkych vetach a doplnéné ndzornymi obrdazky oceni
nejen neurodivergentni lidé, ale kazdy, kdo si chce z vystavy odnést
jasny vzkaz.

Orientace v textu a v prostoru

Lidé se specifickymi poruchami uceni mivaji potize s vyhledavanim
informaci v indexech, grafech, tabulkach, schématech a slovnicich. Je
tedy nezbytné vizudlni podnéty co nejvice zjednodusit a zprehlednit.
Pokud to jde, vyhnéte se grafiim a tabulkdm, nebo je prevedte do
formatu snadného cteni. Priznac¢na byva také obtiznéjsi orientace v
mapdch, pladnech a ve sledovdni smeéru. Zde se obvykle doporucuje
jednoduché barevné zvyraznéni cest. (Pokornd, 2010)

Jak udrzet pozornost publika

Pozornost publika nejlépe udrzite interaktivnim preddvdanim faktd
a prostfednictvim vlastniho prozitku. Lidé v zdplavé viemU obcas
tézko hledaji to podstatné. Klicové informace musite v prostoru
zvyraznit a celkové minimalizovat rusive vlivy okoli. VSechny
instrukce, ndvody a pokyny musi byt stru¢né a jasné, coz oceni
rodiny s détmi, seniofi i Skolni skupiny.

Prostredi by mélo pamatovat také na to, ze proces pldnovadni

a rozhodovdni muze byt pro unaveného ¢lovéka vycerpdvaijici. Pokud
expozici rozvrhnete prehledné a bez premiry matoucich variant,
publikum se bude citit bezpeénéji. Stejné tak je dilezité respektovat
individudini tempo kazdého z nds. Nékdo potfrebuje projit vystavu
rychle a premysli nad ni az doma, jiny radéji vnimd podnéty pomalu
v redlném case.

Pri tvorbé vystav je skvélé stavét na silnych strankdch lidského
vnimani, jako je smysl pro celkovy obraz a prostorovd predstavivost.
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Namisto dlouhych textovych panell véem typdm publika vyhovuje
jasnd a intuitivni dramaturgie vystavy, kde uspordddni predmétl
samo vypravi déj. 3D modely, prostorové instalace a vizudini mapy
umoznuji zapojit fantazii a pochopit slozitd témata skrze prostorove
vzorce.

Kazdy z nds v sobé mad touhu objevovat a prozivat pribéhy. Lidé
oceni badatelské ukoly, hleddani skrytych souvislosti mezi exponaty
nebo moznost prozkoumdvat objekty z netradicnich uhlG. Vystavy
by mély stimulovat tvorivost otevienymi otdzkami, které lidi podniti
k vlastnim origindlnim zavériim a diskuzi s prateli.

Pro lidi s vysokou mentdlni energii a zvidavosti je idedlni pripravit
dynamické a multisenzorické prostredi, kde se pordd néco méni nebo
kde mohou sami véci oviddat. Kombinace svétel, zvukd a dotykovych
obrazovek déld vystavu zivou. Lidé také ocenuiji, kdyz vystava

nema jen jednu striktni trasu, ale nabizi svobodu volby a moznost
prozkoumadvat prostor podle momentadiniho impulzu.

Pokud navic do vystav zaclenite komplexni mise, detektivni hry nebo
lusténi Sifer, probudite v lidech touhu se do tématu plné ponorit.
Kdyz galerie promeéni prohlidku v akéni dobrodruzstvi, plné vyuzije
potencidl lidské zvédavosti a nabidne hluboky zdzitek bez rizika
prehlceni nebo nudy. Skute€nd inkluze v muzeu zkrdatka znamenad,
Ze se z bariér stanou prilezitosti pro lepsi zdzitek vSech.

Zaver

Soucasnym trendem v modernizaci muzei je otevfenost a inkluze.
Chceme-li vybudovat moderni prostor, musime ho zpristupnit
kazdému bez rozdilu. Je nutné proménit i zpUsob, jakym preddvdme
informace. Informacni panely, webové prezentace i doprovodné
programy musi mluvit jazykem, kterému porozumi seniofi, rodiny

s détmi, cizinci i lidé se specifickymi vzdéldvacimi potrebami. Muzea
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musi byt pro véechny bez ohledu na zpUsob fungovdni mozku.
Zvlastnosti ve fungovdni nervoveé soustavy jsou prirozenou pestrosti
lidského mysleni. PrizpUsobeni prostfedi a forem komunikace je
zdkladni podminkou pro to, aby se muzeum stalo Zivym mistem
setkavani.

Kurdatorsky tym: Zamyslete se, zda je prostredi zajimaveé i pro lidi,
ktefi neudrzi pozornost delsi dobu. Podnécujte zvidavost publika
otdzkami, které je dovedou k vlastnim zdvérim a diskuzi s prdteli.

Vystavni tym: Serad'te predméty v prostoru tak, aby jejich rozmisténi
intuitivné vypradvélo pribeh. Vytvorte v prostoru vyrazné vizudini kotvy,
které unavenému clovéku ihned ukdzou to nejpodstatnéjsi.

Edukacni tym: Respektujte individudlni rychlost publika
a nespechejte na ty, kteri chtéji podnéty vnimat pomalu.

Shrnuti

Inkluze je dulezitd pro budovani zdravé spoleénosti.

Rozmanitost kognitivnich projevl je prirozenou pestrosti lidského
mysleni.

NejcastéjSim motivem navstévy muzea jsou volnocasoveé aktivity
a zajmy jedince.

Do muzea nejde ten, kdo neovlddd jeho jazyk.

Uspésnd vystava musi byt interaktivni, prehlednd a srozumitelnd
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pro vSechny typy publika.
Prostredi md nabizet svobodu pohybu, smyslové podnéty
a zdbavné ukoly k objevovdani ptibéhu.
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Jak vytvorit vystavu, ve které se lidé (zejména se specifickymi
poruchami uceni) snadno zorientuji a budou se v ni citit vitani? Na tuto
otdzku hledal odpovéd projekt Muzea bez bariér. Ukazuje, jak pomoci
text(, navigace, grafického designu nebo interaktivnich prvkd odstranit
zbytecné bariéry a zpristupnit vystavy co nejsirSimu publiku.

V projektu Muzea bez bariér jsme zkoumali, jak mohou muzea

a galerie zpristupnit své vystavy co nejsSirSimu okruhu publika.
Zameérili jsme se na to, jak lidé vnimaji a pouzivaji vystavni texty,
orientacni systémy, grafické prvky, interaktivni instalace a dalsi
soucdasti vystav. Nasim cilem bylo pomoci kulturnim institucim
vytvdret prostredi, ve kterém se lidé lépe orientuji, snadnéji rozumeji
obsahu a citi se pri navstéve prijemnéji.

Pozornost jsme vénovali predevsim lidem se specifickymi poruchami
uceni, napriklad dyslexii nebo dysgrafii. Ziskana zjisténi jsou vSak
uzite€na pro mnohem Sirsi skupiny publika. To, co pomdhd lidem se
specifickymi potrebami, casto usnadnuje navstévu také ostatnim.

Doporuceni uvedend v této publikaci vychdzeji z vyzkumu, ktery jsme
realizovali v letech 2023-2026. BEéhem projektu jsme spolupracovali

s muzei a galeriemi a vedli rozhovory s odbornou verejnosti

i navstévnictvem. Sledovali jsme pohyb oci pri interakci s vystavnimi
texty a orienta¢nimi systémy. Testovali jsme rtzné varianty grafickych
a komunikacnich teSeni a ovérovali jejich fungovani pfimo ve
vystavnim prostredi. Soucdsti projektu byla také rozsdhld dotaznikova
Setreni mezi Ceskou verejnosti a mladymi lidmi z generace Z.

Na zdkladé ziskanych poznatkl jsme pripravili soubor praktickych
doporuceni pro tvorbu inkluzivni komunikace v muzeich a galeriich.
V této publikaci se vénujeme zejména orientaénim systémuim,
vystavnim textiim, grafickému designu, interaktivnim prvkim

a dalsim ¢dstem ndvstévnického zdzitku. Ty mohou lidem navstévu
usnadnit, nebo naopak zkomplikovat. Doporuceni vychdzeji

z odbornych zdroju, vysledkd vyzkumu i zkusenosti publika.

V pribéhu ti let jsme realizovali nékolik rozsahlych setteni.
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Prehled ukazuje infografika a popis nize.

> Vyzkum v éfslech) Gcto kterd stoji za doporuéenimi této publikace

4 roky komplexniho
vyzkumu

2023 - 2@26)

Rozhovori se zdstupci muzei a galerii

12 instituci z Ceska a Slovenska
edukace, marketing, PR, socidlni sité
identifikace bariér a prikladd

dobré praxe

Uéastniku tfifazového Setreni

eye-tracking ve vystavé
nasledné rozhovory
2 muzi / 14 zen

digitalni komunikace (web, instagram)

(Goédrovu galerie Pardubice)

gen Z (studenti a absolventi) s i bez Sy \—/

\

’

Stem/Mark

Respondentu reprezentativniho vyzkumu

dospéla ceska online populace
zkuSenosti s navstévami muzei a galerii
ocCekavani a faktory ovlivAujici zazitek
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citelnost textu

piktogramy T
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grlentoge ve vystave y . délka texté
interaktivni prvky . .o
f ool . o . velikosti pisma - kontrast a barvy
testovani ruznych variant textu a grafiky . L .
radkovani - typ pisma
spacing (mezery) (dyslexic friendly fonty)
Sitka a tloustka pisma - umisténi prekladl
Jéastnikd pilotniho testovani
5 osob se SPU
. . . Orientaci
eye-tracking ve vystavé . . .
-y g : ; navigaci ve vystave
testovani optimalizované . - .
znn Design Week 2025 vizugIn komunikace orientach! systemy
. smérove Sipky
- rozhovory a zpéetna vazba o
\ vstupy a znaceni
mapky a planky
Plktogramy
s . vytah
Pouzité metody 2N + toalety
| < \; - Satna
=N - zdkaz foceni
, - vychod
Polostrukturované rozhovory Eye-trackingové bryle
Interaktivni prvky
Online dotazniky Pozorovdni navétévnické cesty haptické modely
audioprivodce
multisenzorické stanice
digitdIni komunikace (web, socidlni sité)
Testovani vystavnich textu Testovani orientaénich systéma

Testovani piktogramti Testovani interaktivnich prvku > ‘ ] < ,
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Respondent(i generace Z . - ) < Co jsme testovali? > <
s projevy nebo diagnézou
. < o dyslexie/dysgrafie

Navstévnicky zdazitek

- motivace k navstéve
ocekdvdni a emoce
bariéry a obtize
to, co pomadha
celkovy dojem z vystavy




Zapojené instituce > C

) < Hzaum umenGlomene > . -

Muzeum BeneSov > < Slovenskd narodni galerie

) < Rudolfinum PLATO Ostrava> < Moravska galerie

Museum Kampa ) < Ndrodni galerie Praha

) < Oblastni galerie Liberec > < Galerie hlavniho mésta Prahy

Vystupy projektu > <

Toolkit Odborné
pro inkluzivni komunikaci ¢lanky

Funkéni vzorek Doporuceni
inkluzivni vizudlni komunikace pro muzea a galerie

Nasim cilem je pomoci muzeim a galeriim vytvdret srozumitelnéjsi,

.....
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Rozhovory se zdstupci
a zastupkynémi muzei a galerii

V prvni fdzi projektu jsme uskutecnili 12 polostrukturovanych
rozhovorU se zdstupci a zdstupkynémi ¢eskych a slovenskych muzei
a galerii. Do vyzkumu se zapojily instituce GASK, 8smicka, Slovenska
ndarodni galerie, Muzeum BenesSov, Galerie Ldzné Liberec, PLATO
Ostrava, Museum Kampa, Muzeum umeéni Olomouc, Galerie hlavniho
meésta Prahy, Moravska galerie, Rudolfinum a Ndrodni galerie Praha.

V rozhovorech jsme se zamérili na pldnovani vystav a jejich
propagaci, vyuzivani komunikaénich kandll, prdci s rdznymi cilovymi
skupinami, komunikaci smérem k mladym lidem a zkusenosti

s inkluzivnimi ptistupy. Zajimalo nds take, které komunikacni ndstroje
instituce pouzivaji nejcasteji, které povazuji za nejefektivnéjsi

a s jakymi bariérami se pri komunikaci setkavaji.

Hovofrili jsme predevsSim s edukac¢nimi a marketingovymi tymy.

V nékterych institucich zajistovala jedna osoba sou¢asné marketing,
edukaci, graficky design i kurdtorskou praci. Diky tomu jsme ziskali
nejen pohled na komunikaci vystav, ale také na kazdodenni fungovani
kulturnich instituci.

Zapojené osoby hodnotily vyuzivani socidlnich siti, webovych stranek,
tiskovych materidal(, newslettert i daldich komunikaénich kanald.
Zkoumali jsme také, zda a jak instituce pfizplsobuji komunikaci
riznym skupindm publika, véetné osob se specifickymi poruchami
uceni.

Diky rozhovordm jsme ziskali prehled o sou¢asné praxi ¢eskych

a slovenskych muzei a galerii. Identifikovali jsme silné stranky

i nejcastéjsi bariéry v oblasti komunikace, orientace a zpfistupnovani
obsahu. Tyto poznatky jsme ndsledné vyuzili pri navazujicich
vyzkumnych fdzich i pri tvorbé doporuceni uvedenych v této publikaci.
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Vyzkum navstevnického zazitku
v galerii

V roce 2024 jsme realizovali trifdzové vyzkumné Setreni v Gocdrové
galerii v Pardubicich béhem vystavy Novy pokus o maximdaini
priblizeni KE 3171 O 96 | Interpretace zatisi. Zkoumali jsme, jak
publikum pracuje s digitdlni komunikaci galerie, jak se orientuje ve
vystaveé a které prvky ndvstévu usnadnuji nebo naopak komplikuji.

Do vyzkumu se zapojilo 16 studujicich a ¢erstvych absolventek

a absolventl strednich $kol z generace Z. Soucdsti skupiny byly osoby
s diagnostikovanymi specifickymi poruchami uceni, osoby, které na
zdkladé vlastniho hodnoceni predpokladaly jejich vyskyt, i osoby bez
téchto obtizi. Diky tomu jsme mohli porovndvat zkugenosti riiznych
navstévnickych skupin.

Digitdalni komunikace pred ndavstévou

Nejprve zapojené osoby pracovaly s webovymi strankami

a instagramovym profilem galerie. Pomoci eye-trackingu jsme
sledovali, jak vyhleddvaji informace o vystave, na které prvky se
soustredi a kde nardzeji na problémy.

Co je eye-tracking

Eye-tracking je vyzkumnd metoda, kterd pomoci specidlnich bryli
nebo kamery sleduje, kam se lidé pri navsteve vystavy divaji a cemu
vénuji pozornost.

Navstéva vystavy

Ve druhé fdzi zapojené osoby navstivily vystavu primo v galerii.
Nasadili jsme jim eye-trackingové bryle a sledovali jejich pohled

i pohyb ve vystavnim prostoru. Zamérili jsme se napriklad na orientaci
v prostoru, ¢teni popisek, vyuzivani interaktivnich prvkd a reakce na
jednotlivé ¢dasti expozice.
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Rozhovor po navstévé

Po ndvstévé jsme s kazdym respondentem a respondentkou vedli
individudini rozhovor. Zjistovali jsme, jakd pro né vystava byla, co
jim pomdhalo pri orientaci a porozumeéni a které prvky jim naopak
zpusobovaly nejistotu nebo komplikace.

Kombinaci pozorovdni, eye-trackingu a rozhovortd jsme ziskali
informace nejen o tom, co publikum béhem ndvstévy délalo, ale
také proc se tak chovalo. Diky tomu jsme mohli identifikovat bariéry
v navstévnickeé cesté a navrhnout doporuceni pro srozumitelnéjsi

a pristupnéjsi komunikaci muzei a galerii.

Dotaznikova setreni

Zavéry kvalitativnich Setreni jsme ovérovali ve dvou rozsdhlych
dotaznikovych vyzkumech.

Ve spoluprdci s agenturou STEM/MARK jsme nejprve realizovali
reprezentativni Setreni mezi dospélou ¢eskou online populaci na
vzorku 506 respondentek a respondentd. Zjistovali jsme zku$enosti
s navstévami muzei a galerii, o¢ekdavani publika a faktory, které
ovlivhuji kvalitu navstévnického zdzitku.

Ndsledné jsme oslovili 404 mladych lidi z generace Z s projevy nebo
diagnozou dyslexie ¢i dysgrafie. Zkoumali jsme, jaok casto navstévuji
muzea a galerie a jak pracuji s vystavnimi texty. Zajimalo nds takeé,
které prvky jim pomadhaji pti orientaci a porozumeéni obsahu a jaké
bariéry béhem navstévy zazivaiji.

Osloveni lidé hodnotili naptiklad velikost pisma, fadkovani,
kontrast, typografii, umisténi prekladd, podobu piktogramu nebo
rizné varianty vystavnich popisek. Zajimalo nds také, jak vnimaiji
interaktivni prvky, haptické modely, audioprivodce a dalsi ndstroje,
které mohou zptijemnit ndvstévnicky zazitek.
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Experimentdlni ovérovani inkluzivni
vizudalni komunikace

V kvétnu 2025 jsme navdzali na predchozi Setreni pilotnim testovdanim
navrzenych principd inkluzivni vizudlini komunikace. Testovani
probéhlo béhem vystavy Zlin Design Week v univerzitni galerii G18.

Do vyzkumu se zapoijilo 17 mladych lidi z generace Z, z nichz pét mélo
diagnostikovanou specifickou poruchu uceni nebo vykazovalo jeji
projevy. Ovérovali jsme, jak publikum vnima optimalizované prvky
vizudini komunikace a zda navrzend doporuceni skute¢né usnadnuji
orientaci, porozuméni obsahu a celkovy ndvstévnicky zdzitek.

Takeé tento vyzkum probihal v nékolika navazujicich fazich: pred
ndavstévou vystavy, béhem ndvstévy a po jejim skonceni.

Pomoci rozhovor(, eye-trackingu a pozorovdni jsme sledovali prdci
s orientacnim systémem, uvodnimi texty, popiskami, piktogramy,
interaktivnimi prvky i multisenzorickymi stanovisti. Zjistovali jsme,
které prvky publikum vyuzivd, které prehlizi a kde vznikaji bariéry
nebo zvysend kognitivni zgtéz.

Po ndvstévé zapojené osoby hodnotily srozumitelnost textd, Citelnost
popiskl, kontrast a barevnost grafickych prvkd, vyuzivani piktogramd,
prdci s interaktivnimi expondty i celkovy pocit komfortu béhem
ndvstévy. Soucasné porovndvaly rizné varianty typografickych

a grafickych reseni.

Diky této fdazi jsme mohli ovérit pouzitelnost navrzenych doporuceni

primo v redlném vystavnim prostredi a vyuzit ziskané poznatky pfi
finalizaci této publikace.
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Kde vznikaji bariéry
a jak je resit?

Bariéra nevznika v ¢loveku, ale v prostredi, které s nim komunikuje.
Tato ¢dst ukazuje pét oblasti, kde bariéry vznikaji nejcastéji, a co

v kazdé z nich konkrétné délat: marketingova komunikace, text

a typografie, orientace a navigace, interaktivni prvky a prostredi.
Oblasti na sebe navazuji, daji se ale Cist i samostatné podle toho, co
prave resite.







Vystavy pldnujeme v predstihu. Zda se, ze vSe md své misto.

Ale prece jen. Chybi nékdo, kdo se postard o komunikaci. Kdo
bude mluvit srozumitelné k publiku. Kdo komunikaci uchopi
podle spravnych rad a postupul. Tato kapitola predklddd zakladni
pravidla: na co v komunikaci nezapomenout, které nosice plati za
nejdulezitéjsi, co potrebuje publikum pfed ndvstévou a béhem ni.
Rada instituci tuto ¢dst podcefuje. Komunikaci véak netvori jen
informace o vystavé, sklddd se z fady dllezitych prvkd.

Marketingovd komunikace vychdzi ze zdkladnich 4P marketingového
mixu. Patfi mezi né produkt, cena a distribuce. Jako ctvrté ,,P“

je propagace neboli marketingovd komunikace. Tento ndstroj
povazujme za jediny aktivni prvek v komunikaci. Marketing vyZzaduje
stejnou odbornost jako kurdtorska prace. Bez dobré propagace

a komunikace vystavy fungovat nebude.

Komunikace a jako zdklad dobré vystavy

Komunikace musi v prvni radé predat sdéleni srozumitelné a oslovit
co nejsSirsi publikum. Inkluzivni pristup ucinné bofti komunikacni
bariéry, které lidem ztézuji pristup k obsahu. Vedle jazyka pak
zasadni roli hraje také vizudlni komunikace.

Instituce ¢asto zapominaji véas zapojit marketingové tymy

do pripravy vystav. Jedna osoba pak bézné kumuluje mnoho
nesourodych roli: vzdélava, tvori grafiku, déld PR a spravuje e-shop.
Protoze instituce planuji vystavy s velkym predstihem, pretézuji

tim lidi, ktefri maji na starosti komunikaci. Problém vézi v tom, ze
stdt nebo zrizovatelé kulturni instituce podfinancovavaji. Prizvéte
marketingovy tym jiz k planovdni vystav. Pomuzete tak odhalit
komunikaéni nepresnosti a komunikace pldnované vystavy bude

v popredi zdjmu.
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Odborny tym tak v pripravné fazi vystav chystd podklady sam.
Marketingové tymy se k pripraveé dostdavaji joko posledni. Je to
stejné, at uz instituce vyuziva externi spoluprdci, nebo zaméstndvad
vlastniho ¢lovéka. Pritom odbornost v roviné komunikaéni i obsahové
je zasadni. Pravé jasny jazyk odstranuje bariéry mezi instituci

a publikem. Kvuli problémUim s tvorbou textl tvirci sdzeji na
maximdlni srozumitelnost a jednoduchost (tzv. plain language). To
Ize jen v pfipadé, Ze se komunikaci vénuje odbornik. Vice se doctete
v kapitole ,Ndstroje a prakticka opatreni®.

Co fikd vyzkum

V kulturnim managementu se stdle vyraznéji prosazuje inkluzivni
pristup. Ten usiluje o diverzifikaci publika (Li, 2024) a o odstranovani
komunikacnich bariér, které omezuji pristup k obsahu. Inkluzivni
komunikaci chdpeme jako ,sdileni informaci zplisobem, kterému
kazdy rozumi®; jejim zdakladem je jazykovd a obsahovad srozumitelnost
(Principles of Inclusive Communication, 2011, s. 4).

Ve vétsiné zkoumanych galerii a muzei zajistuje jednotlivé role
(grafika, kurdtorskd prdce, marketing) jedna osoba. Pldnovdni
vystav je otdzkou jednoho az tfi let, hlavné kvli terminim zddosti

o granty. Rada zkoumanych instituci nemd dostatek lidskych kapacit
na odbornika, ktery by se staral o celkovou komunikaci vystav

a byl souédsti tymu od zaddtku priprav. Zddnd zkoumand instituce
nevyuziva sluzeb marketingové agentury; standardem neni ani
zapojeni lidi studujicich komunikaci. (Projekt TACR Muzea bez bariér,
2023-2026)

Grafika vystav

Stejny problém s pozdni spolupraci provazi také grafiku vystav. Rozdil
spociva pouze ve frekvenci, s jakou instituce grafické tymy stridaiji.

U komunikace sdzeji zpravidla na stejného clovéka. U grafiky najimaiji
pro kazdou novou vystavu nékoho nového.
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Instituce si dobfe uvédomuiji, jak moc publikum potrebuje ptristupné
vystavy. Za hlavni kli¢ k ptistupnosti proto povazuji Gpravu textd

a grafickou prehlednost. Tuto situaci uz chdpe i ¢dst kurdtorek

a kurdtora v galeriich a muzeich. Zkoumané publikum povazuje tyto
kroky za zdasadni.

Slozity text, Spatnd grafika a chaoticky prostor totiz pro publikum
predstavuji obrovské bariéry. Autorky a autori proto texty prepracuji
do kratsich, srozumitelnych vét (plain language). Zdroven disledné
hlidaji jednotny graficky styl naptic vSemi komunikac¢nimi kandly, které
instituce vyuziva. Jediné integrovand komunikace se srozumitelnym

a jednoduchym textem bude uspésnd, a to napfi¢ cilovym publikem.

Co rika vyzkum

Vedle jazykové roviny hraje zdsadni roli také vizudlni komunikace.
Reprezentace osob v propagacnich materidalech ovliviuje, nakolik se
rizné skupiny s obsahem instituce ztotozni. Nedostate¢nd diverzita
vizudlnich reprezentaci mdze posilovat stereotypy a implicitné
vymezovat, kdo je ,typickym* ndvstévnikem (Campbell et al., 2025).
Generace Z vnimd jako problém grafické prvky na vystave, velikost
a font pisma, rozlozeni textl do vétsich blokd, nesrozumitelnost a
priliSnou odbornost textu. Obdava se také orientace v prostordch
vystavy. Béznd je spoluprdce s vice grafiky a kombinace externich
a internich kapacit. (Projekt TACR Muzea bez bariér, 2023-2026)

CtyFi komunikaéni kandly

Instituce i mladi lidé shodné potvrzuji, ze nejvétsi silu maji Ctyri
komunikaéni kanaly: webové stranky, Facebook, Instagram a tisténé
materidly. Publikum ke sledovdni vystav nejradéji vyuziva facebookové
uddlosti. Od instituci vyzaduje hlavné grafickou prehlednost a Ciste,
jasné sdéleni. Kdyz se rozhoduje, zda vystavu navstivi, zvazuje hlavné
casové moznosti, téma, cenu a lokalitu.
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Jako doplnkové kandly instituce rady voli newslettery a podcasty.
Z tisténych materidll publikum kromé programu preferuje i mapy
vystav, které pomahaiji v lepsi orientaci. Tisténé materialy dotvari
informacni celek a oslovuji hlavné cilové skupiny, které nejsou tak
aktivni v online prostredi.

Stredni a mensi instituce vyclenuji na marketingoveé aktivity jen velmi
maly rozpocet. Pokud vedeni potrebuje srazit ndklady na vystavu,
jako prvni vétSinou skrtd prave penize na marketing. Kdyz uz instituce
finance ma, nejvice investuje do reklamy na socidlnich sitich. Zbytek
rozpoctu pak sméfuje do tisténych materidll. Bojujte za zachovani
rozpoctu na marketing. Argumentujte stejnou vyznamnosti finanéni
podpory jako u daléich ndkladd.

Co fika vyzkum

VSechny zkoumané instituce povazuji za zasadni kandly Facebook

a Instagram. U Facebooku zdroven vnimaiji riziko, ze pro mladsi
publikum nebude relevantni. Instagram naopak hraje hlavni roli
smérem k mladSimu publiku. Generace Z povazuje za populdrni
uddlosti na Facebooku, které propaguji vystavu. Pro navstévu
kulturnich instituci v zahranici pouzivd Generace Z vyhleddvace
Google nebo mapy, kde zdroven sleduje recenze. Webové stranky
jsou pro vSechny zkoumané instituce zdsadni napfic cilovymi
skupinami. Nejcastéjsim tiSténym materidlem jsou programy;
frekvence tisku se lisi od jednoho mésice po vice mésicd. Lidé

z kulturnich instituci vidi potencidl v podcastech, které dobre
fungovaly uz béhem covidu (2021 a 2022). Rozpoc¢ty na marketing se
pohybuji od nizkych statisicd po nizsi jednotky miliond ro¢né. Zdsadni
vliv ma velikost instituce a Uspésnost grantovych prihlasek. (Projekt
TACR Muzea bez bariér, 2023-2026)
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Kuratorsky tym: Integrujte marketingovy tym do priprav vystavy jiz
od fdaze ideoveho konceptu. Jasné definujte kompetence i v mensich
tymech, aby nedochdzelo k tristéni pozornosti mezi pfriliS mnoho roli.

Marketingovy tym: VSechna komunikacni sdéleni ptfipravujte
srozumitelnym jazykem, formou jednoduchych vét (plain language).
V komunikaénim pldnu nezapomente na Facebook a Instagram.
Podle finanénich moznosti zvazte take tisténé materidly.

Graficky tym: Spolupracujte s marketingovym tymem jiz od zacatku
priprav grafickych podkladtl. Zddejte jasné zaddni pro grafické
podklady k vystavée. Grafickd jednotnost a jednoduchost pomdhd
eliminovat bariéry.

Vedeni instituce: Investujte do marketingového tymu. Profesiondini
vedeni komunikace je zdsadnim bodem na mapé uspéchu celé
vystavy. Dbejte na to, aby byl marketingovy tym soucasti pripravného
tymu vystavy od zacdtku. V ramci finanéniho pldnu vystavy pocitejte
s ndklady na komunikacni aktivity. Tento pldn pri pripravé a realizaci
nemeénte.

Komunikacéni ndastroje a jejich priprava

Muzea a galerie pouzivaji fadu komunikaénich ndstroja. V podstaté
véechny maji minimdlné webovou prezentaci. Ddle néktery z profild
socidlnich siti a tisténé materidaly. Tato ¢dst popisuje a doporucuje
prvky, na které pripravny tym pti komunikaci nesmi zapomenout.
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Spolecné prvky komunikace

Pro publikum je dulezitd srozumitelnost, jednoduchost sdéleni

a integrita vSech informaci. Proto vSechny potrebné informace
prezentujte jednotné (vizudlné i obsahové) v rdmci véech medidlnich
nosicu instituce. Grafickd podoba materidld k vystavé vyzaduje
jednotny vizudini styl. Pouzivejte ho ve v§ech komunikacnich
kandlech, které instituce vyuziva. Pri jednotlivych sdélenich dodrzujte
dostate¢ny kontrast mezi pismem a podkladem (naptiklad tmavé
pismo na svétlém podkladu)..

Webové stranky organizace

Zakladem webové stranky je aktudlnost, prehlednost a grafickd
jednoduchost. Informace o oteviraci dobég, vstupném, lokalité

a probihajicich akcich jsou dostupné na prvni pohled na hlavni
strdnce. Pokud jsou vystavy na rlznych mistech, misto by mélo byt
uvedeno primo u ndzvu dané vystavy. Cenu musi byt snadné naijit.
Zretelné rozliste typy vstupného (napft. pIné, snizené, zdarma) véetné
moznosti platby. Nakup vstupenek by mél byt pristupny také z detailu
vystavy.

Publikum ocekdvd, ze se rychle zorientuje. Menu proto musi byt
prehledné, s logickym clenénim (napft. Aktudini vystavy, Pripravujeme,
Archiv, Praktické informace). Uspordddni vystav musi odpovidat jejich
aktudlnosti: nejaktudinéjsi vyse, archiv nize.

Vyvarujte se opacné logiky. Informace k hlavni vystavé maji byt na
hlavni strance. Kazdd vystava by méla uvddét casoveé rozmezi, kdy
probéhne. Zaroven musi byt viditelné oznacena lokalita realizace.
Na textech k vystaveé spolupracujte i s autorkami a autory. Texty
vysveétluji, proc je vystava zajimavd, jaky je cil, koho se tykad.
Nezapomente zajistit i audioverzi textu (text-to-speech). Konkrétni
nastroje text-to-speech popisuje kapitola ,,Ndastroje a praktickd
opatreni®.

Vyvarujte se proklikdvani na daléi podstrdnky. Hlavni stranka mize
byt delsi, scrollovdni je pro publikum prirozené. Misto tvrdého
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preklikavani je na misté mit sekce. Ty sefadte na hlavni stradnce
smérem dolu. Scrollovdni pro publikum neni bariéra.

Publikum ocenuje vizudini jednoduchost a prehlednost. Dllezitd

je také volba barev. Webovd strdnka nema pdsobit prilis ,,jasné”
nebo ,vybledle®. Barevnd odli$nost je dulezitd i pro prehlednost
jednotlivych vystav. Vyvarujte se rusivych prvkd (spodni lista, kterd
odvadi pozornost, nedostateény slider s nizkym poétem obrdzka).
PomUzete tak udrzet pozornost publika.

U instituci verejného sektoru je pristupnost webovych stranek take
zakonnou povinnosti, blize v kapitole ,Legislativni ramec®.

Publikum ocefuje vizudini jednoduchost a prehlednost. Dilezitd je
také volba barev. Webovd strdnka nema pusobit ,pfili$ jasné” nebo
~vybledle“. Barevna odlisnost je dllezitd i pro prehlednost jednotlivych
vystav. Vyvarujte se rusivych prvkl (spodni lista, kterd odvadi
pozornost, nedostateény slider s nizkym poctem obrdzku). Pomuzete
tak udrzet pozornost publika.

U instituci verejného sektoru je pristupnost webovych stranek také
zdkonnou povinnosti, blize v kapitole ,Legislativni ramec*.

Co fika vyzkum

Na hlavni strdnce instituce se lidé zdrzeli primérné 23 sekund.
Polovinu casu vénovali hlavni orientacni listé v zahlavi webu.

80 % lidi ocenuje oteviraci dobu v pravém hornim rohu hlavicky.
Nejasnosti ¢asto vzbuzuje pojem ,snizené vstupné®, u kterého
chybi vymezeni kategorii (studujici, seniofi a seniorky). 75 % lidi se
snazilo scrollovat uvodni stranku. Tato funkce je pro né intuitivni

a o¢ekdvana, jeji absence muze vyvolat negativni reakce. Jeden
ucastnik vyzkumu uvedl: ,,Opravdu mi vadi, Ze se nemUzu posunout
doll.“ Generace Z hledd informace primadrné digitdiné; prvni sekundy
po nacteni stranky jsou klicové pro udrzeni pozornosti. Ocenila by
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také fotografie z minulych vystav v archivu. U vétsiny lidi vyvolaval
pojem ,snizené vstupné® nejistotu. Jeden clovék z kulturni instituce
uvedl: ,,Co tady uz feSime dlouhodobg, je treba i responzivita naseho
webu, a uzivatelskd privetivost je pomérné nevyhovuijici. Ja se v
ném pohybuju témeér denné a stejné mé vytaci. A to si nedokdzu
predstavit, jak to déla clovek, ktery vtom mad hledat informace. Je
to prosté Spatné. O tom vime, snazime se to samoziejmeé zmeénit.”
(Projekt TACR Muzea bez bariér, 2023-2026)

Kurdtorsky tym: Do pripravy textl o vystavé zapojte samotné autory
a autorky. Informace o vystavé na webu instituce pripravte i formou
audioverze textu.

Marketingovy tym: Dbejte na prehlednost (informacni i grafickou)
webovych strdnek. Sjednotte komunikacni sdéleni napri¢ vSemi
kandly. Dohlédnéte na jasnost a uplnost zakladnich informaci
(oteviraci doba, lokalita, vstupné, aktudinost prezentovanych vystav).

Graficky tym: Navrhujte jednotny vizudl vystavy pro vSechny formaty
potrebné pro komunikaci. Pomdahd publiku k lepsi orientaci. Skladbu
weboveé stranky navrhujte jednoduchou a uzivatelsky privétivou.
Myslete na responzivni feSeni webu, klidné i za pouziti delSi hlavni
stranky.

Vedeni instituce: Investice do kvalitni webové prezentace je zdklad.
Je to jeden z hlavnich rozcestniku, kdyz se publikum rozhoduje

o navstéve. Cenovou politiku nastavte jednoduse a raciondiné

a vysvétlete ji na webu. Nezapomente na snizené vstupné.
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Socidlni sité

Galerie a muzea povazuji v rdmci komunikace za stézejni socidlni
sité Facebook a Instagram. Tuto preferenci potvrzuje zkoumané
publikum. V této cdsti se doctete, jak na zminénych socidlnich sitich
pracovat a na co si dat pozor.

Instagram a Facebook

K tvorbé obsahu na socidlnich sitich Instagram a Facebook
pristupujte v radmci komunikace soucasné. Pamatujte na vyznamnost
informacni hodnoty hlavné smérem k mladSimu cilovému publiku.
Tato cilova skupina preferuje vice platformu Instagram. Podle
ndzord pripravnych tyma je dilezité neopomenout ani komunikaci
na Facebooku. Ta cili spise na stredni a starsi skupinu. Z rozhovoru
s publikem ale plyne, Ze na Facebooku preferuje format uddlosti.
Povazuje ho za jednu z priorit pri vyhleddavani vystav v okoli.
Samozrejmosti je finanéni podpora formou placené reklamy. Zvysite
tim potencidl osloveni cilové skupiny.

Co rika vyzkum

VSechny zkoumané galerie a muzea povazuji Instagram a Facebook
za nejzasadnéjsi komunikaéni nastroj a pouzivaji je pravidelné.
Instagram vnimaji jako ndstroj pro mladsi cilové skupiny. (Projekt
TACR Muzea bez bariér, 2023-2026)

Do bia profilu na Instagramu piste zakladni informace o instituci,

a hlavné odkaz na aktudlni vystavu i doprovodny program. Informace
v biu pripravte velmi stru¢né. Aktudlnost informaci o instituci

a programu plati také pro profil na Facebooku.

Celkové se pfi tvorbé obsahu na socidlnich sitich fidte prehlednosti,
srozumitelnosti a vizudlni konzistenci.
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Jako jeden z hlavnich ndstroji pro prehlednost profilu na Instagramu
pouzivejte pripnuté prispévky, stories highlights a reels. Pripnuté
prispévky slouzi nejen pro propagaci aktudlni vystavy, ale také

k upoutdni pozornosti k zdsadni informaci. Idedlné se fidte strategii:
pripnuté prispévky (aktudlni informace), stories highlights (tvorba
tematickych sekci), reels (vizudlIni storytelling). Vétsinu téchto

funkci Facebook nemd, ale nabizi jiné formaty. Ke klasickym
prispévkim a reels napldnujte jiz zminéné uddlosti. Zvysite tim zdsah
cilové skupiny.

Ndstroje pro prehlednost jednotlivych formdtd na socidlnich sitich
jdou ruku v ruce se srozumitelnosti obsahu, a to obsahoveé i vizudlné.
Textové prispévky pripravte vizudlné vyrazné, srozumitelné a snadno
Citelné. Dbejte na strucnost a jasnost sdéleni, a to i ve vztahu ke
kontrastu mezi pozadim a textem. Dodrzujte jednotny vizudini styl

i presto, ze jde o jiné druhy vystav. Vyhybejte se riznorodosti styll

v rdmci vizudIni podoby vystavy i samotné organizace. Ty zpUsobuji
bariéry ve srozumitelnosti.

Zdakladni informace o vernisazi nebo dobé trvani vystavy jsou klicove.
Generujte obsah v podobé fotek z vystavy s jasnym, ale stru¢nym
popiskem a oznacenim relevantnich profild (spolupracujici umélci

a umélkyné, partnefi aj.). Dobre volte hashtagy a budte v jejich
uzivani konzistentni.

Stories highlights a reels na Instagramu dotvadreji obsahovy a vizudini
obraz vystavy. Pri tvorbé pamatujte na krdtkou dobu pozornosti
publika a na zaujeti obsahem v prvnich trech sekunddch. Pokud

do videoformatu potrebujete text, volte kratké a Citelné sdéleni.
Nezapomente ani na formdty videi jako ,,za scénou” (behind the
scenes).
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Co fika vyzkum

Zapojeni video obsahu je v radé galerii samoziejmosti a povinnosti.
Typickym obsahem je vernisdz nebo kratké video s kurdtorkou

Ci kurdtorem, ktefri priblizi obsah vystavy. V rdmci vyzkumu oc¢ni
kamerou hledala pripnuté prispévky na profilu vice nez polovina
lidi; zbytek se sousttedil na vybér stories v zahlavi profilu. Generace
Z povazuje za populdrni uddlosti na Facebooku, které propaguji
vystavu. Nekteré galerie maji kromé hlavniho profilu i vedlejsi,
zameéreny na uzkou skupinu, naptiklad program pro déti nebo
lektorskou &innost. (Projekt TACR Muzea bez bariér, 2023-2026)

Zdkladem tvorby obsahu je uvédomit si, komu informace preddavam,
tedy kdo je cilovd skupina. V rdmci informacniho rdmce nezapomente
na informace k vystave, ale také k doprovodnému programu. Vedle jiz
zminénych podminek, jako je srozumitelnost a jednoduchost jazyka, je
ddlezitd diferenciace informaci.

Stanovte si v této oblasti postup. Vyhodnotte, zda je webovd stranka
zdkladnim informacnim kandlem o chystané vystave. Ndasledné
pripravte nejddlezitéjsi informace z webu do podoby vhodné na
socidlni sité. V dal$i fdzi vymyslete formdt obsahu. Pdjde o video,
nebo fotografie? Nebo je nejvhodnéjsi textovy prispevek? Po
stanoveni jednotlivych krokl napldnujte ¢asovou osu a stanovte
komunikaéni priority. K nim priradte rozpocet na placenou reklomu
s jasné stanovenym cilem, cilovou skupinou a ¢asem realizace.
Pokud se vam profily tridti do dalich vedlejsich profild,
nezapominejte v planovani ani na né.

78

Co fika vyzkum

Postoje zdstupkyn a zdstupcu galerii se ligi, pokud se zaméfime

na konkrétni obsah informaci, které instituce sdili. Nékteré vidi
Facebook jako ndstroj, kde je vhodné aktuality sdilet pouze zkrdcené

a podrobnéjsi informace publikovat na web; jiné naopak obsah aktualit
na socidlni sité kopiruji. (Projekt TACR Muzea bez bariér, 2023-2026)

Kuratorsky tym: Srozumitelnost a jednoduchost textu je na socidlnich
sitich dvakrat dilezitd. Dohlédnéte na informacni sprdvnost,

ale formu a tdn komunikace nechte na lidech z marketingu.
Spolupracujte na tvorbé video obsahu, ktery dodd relevantni obsah
pro cilovou skupinu.

Marketingovy tym: Vytvdrejte kratka videa z vernisdze, rozhovory

s kurdtorkami a kurdtory, umeélci i z priprav vystavy. Nezapomente na
komunikaéni pldn pro profily na Instagramu a Facebooku. Integrujte
ho do komunikacniho pldnu celé vystavy. Pri tvorbé textl se stdle
drzte pravidel srozumitelnosti, jasnosti a strucnosti.

Graficky tym: Na zdkladé zaddni marketingového tymu vytvdrejte
vizualni formaty tak, aby byly ve vizudlnim stylu vystavy a zdroven
respektovaly vizudini identitu organizace.

Vedeni instituce: Dbejte a dohliZzejte na tvorbu a realizaci
komunikaéniho pldnu profill i celé vystavy. Aktivity podporujte

i v rdmci kratkych video rozhovor( na profilech na Instagramu

a Facebooku. Zabezpecte dostatecné financni prostredky na tvorbu
obsahu na socidini sité v€etné moznosti placené reklamy.
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Kontrolni body pro tuto oblast najdete v priloze ,,Checklist®, v ¢asti
~Marketingovd komunikace®

Klicové body

Volba navstévy instituce zacind vyhleddavanim informaci pomoci
vyhleddvacét Google ¢i AI ndstroju.

Marketingovy tym musi byt soucdsti pripravného tymu jiz na
uplném zacatku.

Jednotnost vizudlniho stylu vystavy na vSech komunikacnich
platformach pomdhd pochopeni cilové skupiny.

Jednoduchost a srozumitelnost textu pomuUze véem cilovym
skupindm.

Aktudlnost webovych stranek a profill socidlnich siti slouzi k lepsi
orientaci a pochopeni informaci o vystave.
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multimedidlnich komunikaci UTB ve Zliné. Financovano Technologickou
agenturou Ceskeé republiky (TACR).
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Text
a typografie

Eva Vdzalova Gartnerovo
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Text je v muzeu nejrozsitenéjsi zpusob interpretace. Zdroven

je jednou z nejvétsich bariér. Tato kapitola ukazuje, proc¢ texty
v expozicich selhdvaji a jok je navrhnout tak, aby je publikum
skutecné cCetlo. At uz jste soucdsti kurdtorského, grafického,
architektonického nebo treba marketingového tymu, najdete tu
konkrétni kroky, které muazete udélat hned.

Text, ktery nikdo necte

Texty v expozicich se piSi, instaluji, prekladaji. Pfritom vyzkumy
opakované ukazuji, ze je publikum ¢ist neza¢ne nebo nedocte.

Nejde jen o navstévniky a ndvstévnice s dyslexii nebo jinymi specifickymi
potrebami. Problém je strukturdini. Text v soucasné podobé prosté
neodpovidd tomu, jak se lidé v expozici skutecné chovaiji.

Co fika vyzkum

Popisky u expondta pritahuji prdmérné jen 1 % celkové vizudlini
pozornosti. Infopanely s SirSim kontextem dostdvaji az 21 %. Témeér
nikdo z uc¢astnikd a ucastnic vyzkumu neprecetl kurdtorsky text cely,
a to kvdli délce a chybéjici struktute. (Projekt TACR Muzea bez bariér,
2023-20206)

Pro¢ instituce texty nepfizpusobuiji

V tradiénim kurdtorském pristupu je text ndastrojem odborné autority.
PiSe se pro presnost a uplnost, ne pro lidi, ktefi text budou Cist.
Vysledkem jsou zahusténé texty plné informaci, psané odbornym
jazykem a nevhodné pro stojiciho ¢loveka s rozptylenou pozornosti.

K tomu pristupuje obava ze zjednoduseni. Kratsi text byvd vnimadn
jako ztrdta kvality. Empiricka data pritom ukazuji opak: kratsi text

zvys$uje pravdépodobnost, Ze ho publikum vibec precte.
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Co fikd vyzkum

60 % publika uvadi, ze kratsi text by zvysil jeho motivaci Cist. 41 %
povazuje délku za hlavni prekdzku. (Projekt TACR Muzea bez bariér,
2023-2026)

Texty se také témér netestuji s ohledem na cCitelnost a srozumitelnost.
Na rozdil od digitdlnich produktld se predpoklddd, ze odborné sprévny
text bude fungovat. Eye-tracking a rozhovory ukazuji, ze redlné
chovani publika se vyrazné liéi od predpokladd autord a autorek
textq.

Dyslexie jako lupa na cely systém

Podle evropskych odhadl se dyslexie nebo jiné poruchy ¢teni tykaiji
priblizné 10 az 15 % populace. N&s vyzkum na dospélé ceské populaci
ukazuje Cislo jesté vyrazné vyssi.

Co rika vyzkum

K obtizim se ¢tenim se hldsi 30,6 % respondentd, z toho 4,7 %

s diagnostikovanou dyslexii, 5,1 % s nepojmenovanymi potizemi

a 20,8 % s obcasnymi problémy. Bariéra jednoho ¢lena rodiny ovlivhuje
celou skupinu. Rodiny s dyslektickym ¢lenem navstévuji muzea méné,
ztrata publika je tedy vétsi, nez samotnad cisla naznacuji. (European
Dyslexia Association, 2018; Projekt TACR Muzea bez bariér, 2023-2026)

Klicové zjisténi ale neni v Cislech samotnych. V fadé oblasti se rozdily
mezi lidmi s dyslexii a bez ni neprokdzaly. Preference uprav textu
jsou napri¢ populaci podobné. To odpovidd principu univerzalniho
designu: co pomahd lidem se specifickymi potrebami, pomdhd témeér
kazdému. Tento princip je zndmy jako curb-cut effect neboli efekt
snizeneého obrubniku. Oznacuje situace, kdy reseni navrzené pro
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konkrétni skupinu lidi se specifickymi potrebami nakonec zlepsuje
zkuSenost mnohem $irsi skupiné uzivateld. Stejné jako snizené
obrubniky pavodné vznikly pro lidi na voziku, ale dnes je vyuzivaiji
rodi¢e s kocarky, seniori, cyklisté i lidé s kufry, mohou pristupnéjsi
texty, orientacni systémy nebo vystavni prostredi pomdhat nejen

ndvstévnikim se specifickymi poruchami uceni, ale prakticky véem.

Vice o tomto principu najdete v kapitole ,,Pro¢ to délame*®.

Jak publikum skutec¢né pracuje
s textem

Vizudini data z eye-trackingu ukazuji, kde se pohled ndavstévniki
skutecné zastavil a kde ne.

Obrdzek 1: Vizualizace ne¢tenych odstavcu - ¢ervené vyznacené
oblasti zndzornuji texty, které publikum preskocilo. Eye-trackingovy
vyzkum, projekt TACR Muzea bez bariér, 2023-2026.
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Obrdzek 2: Heatmapa setrvdni pohledem (vsichni respondenti

a respondentky) - Zluté a cervené oblasti znaci nejdelsi fixace.
Navstévnici se soustreduji predevSim na obrazovy materidl - texty
z0stdvaji v periferii. Eye-trackingovy vyzkum, projekt TACR Muzea bez
bariér, 2023-2026.

Lidé nectou texty odshora dolG a neétou je celé. Pokud text na prvni
pohled pusobi dlouze nebo nepiehledné, ¢asto ho ani nezaénou Eist.

Publikum text skenuje: lidé hledaji fragmenty, které jsou vizudlné
nebo obsahove dostupné. Kurdtorské texty publikum nedocitd, delsi
panely vyvoldvaji spise odstup, délka textl publikum odrazuje.

Pro¢ to funguje (mechanismus)

Teorie kognitivni zatéze (Sweller, 1988) popisuje, Zze pracovni

pamét ma omezenou kapacitu. Prilis dlouhy nebo neprehledny

text zpUsobuje kognitivni pretizeni a rezignaci na ¢teni. U lidi se
specifickymi poruchami uceni se tato zatez jesté zvysuje, protoze
samotné dekodovani pisma vyzaduje vice kapacity. Princip ,,scanning
behaviour” (Nielsen, 2006) popisuje tendenci uzivatell rychle
prochdzet text a vybirat jen relevantni ¢dasti. V expozici, kde ¢lovék
stoji a zpracovdva vice podnétl najednou, je tento efekt jesté silnéjsi.

87



Paradox prdani a chovani

Data z dotazniku jsou jasnd: publikum chce kratsi, srozumitelnéjsi

a prehlednéjsi texty. Redlné chovdni v expozici to potvrzuje.
Zajimave je, ze podobné bariéry jako lidé s diagnostikovanou dyslexii
popisuji i lidé, ktefi zadnou diagnézu nemaiji, ale sami uvadéji, ze se
jim texty Ctou obtizné. Tito ndvstévnici a ndvstévnice chodi do muzei
méneé casto a popisky ctou méné nez lidé bez obtizi se ctenim. Pro
muzea je dulezité zjisténi, ze potireba srozumitelnéjsich textl se
netykd jen malé skupiny lidi s diagnozou. Tykd se mnohem Sirsi ¢dsti
publika.

Co z toho plyne pro praxi

Pokud prijmeme fakt, ze text neni dominantni médium v expozici, ale

jeden z mnoha prvkl, musi se zménit zpUsob jeho navrhovdni.

- Redukujte. Text by nemél usilovat o uplnost, ale o funkénost.

«  Strukturujte. Publikum musi identifikovat klicové informace
béhem nékolika sekund.

- Oddélte funkce. Instrukce, kontext a interpretace by nemély
splyvat do jednoho bloku.

- Testujte. Teprve poté reste typografii. Ta je dilezitd, ale sama
problém nevyresi.

Typografie: vstupni filtr, ne detail

Typografické nastaveni rozhoduje o tom, zda se publikum do textu
vlibec pusti. Nejde jen o Citelnost v technickém smyslu, ale o prvni
dojem: ,Ma to cenu cCist?“

Citelnost pisma v prostoru ovliviiuje tzv. efekt vizudiniho tisnéni
(visual crowding): prilis blizkd sousedni pismena se navzdjem
maskuji a zpomaluji jejich rozpozndvdni, zejména pri pohledu z vétsi
vzddlenosti a na periferii zorného pole. Tento efekt je vyraznéjsi u lidi
s dyslexii, ale tykd se véech ¢tendra.
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Némeckd norma DIN 1450 (Schriften - Leserlichkeit), kterd se zabyvd
Citelnosti pisma v navigacnich a orientacnich systémech, proto
stanovuje konkrétni minimdini hodnoty pro mezerovani v tisténych

a prostorovych aplikacich. Na rozdil od doporuceni ur¢enych

pro digitdini prostredi reflektuje podminky fyzického cteni: veétsi
vzddlenost, proménlivé osvétleni a rozptylenou pozornost.

Obecny princip z vyzkumu je konzistentni: zvySené mezery mezi
pismeny i slovy prokazatelné zlepsuji Citelnost a snizuji kognitivni
zGtéz, a to zejména u delsich textovych blokl v expozié¢nim prostiedi.

Co ma zasadni dopad
Velikost pisma: vyska verzalek alespon 7-9 mm pro Cteni ze
vzddlenosti 1 az 1,5 metru.
Radkovdni: alespon 1,5ndsobek velikosti pisma.
Kontrast: idedlné ¢erny text na svétlém pozadi, minimalni
kontrastni pomér 4,5:1.
Délka fadku: max. 45-6@ znakd.
Osvétleni: $patné nasviceny text mize byt Citelny na papite, ale
v prostoru nefunguje.
Mezery mezi pismeny a slovy: orientujte se podle doporuceni DIN
1450.

Jak se lisi text v prostoru a na obrazovce?
(DIN 1450 vs. WCAG 2.1)

Zatimco v digitdInim prostredi (weby, aplikace) se pristupnost Fidi

standardem WCAG 2.1, ktery doporucuje mimo jiné upravy mezer
mezi pismeny a slovy pro lepsi Citelnost, fyzicky prostor muzea ma
sva specifika.

Norma DIN 1450 (Schriften - Leserlichkeit) se zaméruje na Citelnost
textl ve vefejném prostoru a upozoriuje na vyznam faktord, jako
jsou velikost pisma, kontrast, délka radku, rozestupy mezi znaky
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a slovy, pozorovaci vzddlenost nebo svételné podminky. V praxi se
pfi ndvrhu muzejnich paneld osvédcuje pracovat s mirné zvétsenymi
mezerami mezi pismeny a slovy, které mohou snizit efekt vizudiniho
tisnéni a usnadnit cteni zejména v ndro¢néjsich expozi¢nich
podminkdch. Konkrétni hodnoty je vSak vzdy vhodné ovéfrit v rediném
prostoru a testovat s publikem.

Pristupnost webovych strdnek muzea jaoko komunikacniho kandlu tesi
kapitola ,Marketingovd komunikace®.

Upresnéni k velikosti pisma

Hodnota 38 px odpovidd fyzicke velikosti textu v prostoru pro ¢teni ze
vzddlenosti 1-1,5 metru. Pfi pfipravé podkladd v textovém editoru ve
formatu A4 (kde se standardné pouzivd 12 pt) se tyto hodnoty nesmi
zamenit. Text v expozici vyzaduje radove vetsi meéritko.

Co ma mensi dopad, nez si myslime

Vyzkum i praxe ukazuji, ze samotna volba fontu neni klicovym
faktorem. Dulezitéjsi nez konkrétni font je jeho Citelnost pti dané
velikosti, dostatec¢né rozestupy a konzistence v ramci expozice.
Podobné plati, ze tloustka pisma, mira oblosti nebo detailni nuance
fontu nemaiji takovy vliv, jaok se casto predpokldadd. Nizky kontrast
nebo malé pismo zpUsobi, Ze publikum text preskodi, zatimco vybér
mezi dvéma podobnymi fonty témér zadny rozdil neznamena.

Q0

Co fika vyzkum

Vyzkumny tym testoval specidlni fonty doporuc¢ované pro osoby

s dyslexii, konkrétné Dysfont, Open Dyslexic, Sassoon a Sans Serif
(Outfit Bold). Vybér vznikl ve spoluprdci s grafickym designérem
Martinem PySnym, ktery mda sam dyslexii a dlouhodobé se vénuje
pristupné typografii. Cilem bylo oveérit, zda pisma navrzend specidalné
pro osoby s dyslexii vedou k lepsi Citelnosti a uzivatelskému
komfortu. Vysledky ukdzaly, ze nejlépe hodnocenym pismem napric
respondenty s dyslexii i bez ni byl kontrolni font Roboto Flex. Vyzkum
tedy nepotvrdil, Ze by néktery ze specidlnich dyslektickych fontd byl
univerzalné vhodnéjsi nez bézné pouzivand pisma.

Souc¢asné musime zddraznit, Ze mnoho existujicich dyslektickych
fontd vzniklo primdrné na zdkladé zkusenosti a subjektivnich
preferenci jejich autorG a autorek a jejich prinos muze byt riznymi
skupinami ¢tendid a étendiek vnimdn odli$né. Pro Eitelnost textu
v digitalnim prostiedi se joko dulezitéjsi ukdzaly tyto faktory:
dostatecnd velikost pisma (min. 38 px), vétsi radkovdni (48 px),
bezpatkoveé pismo, dostatecny kontrast, prehledné ¢lenéni obsahu,
omezeni kurzivy a pfimérend deélka textu.

Vyzkum projektu Muzea bez bariér ukdzal, ze respondenti nejlépe
hodnotili text o velikosti priblizné 38 px, coz u pouzité typografie

ve fyzickém prostoru galerie odpovidd vysce verzadlek priblizné

7 mm. Toto zjisténi je v souladu s doporucenimi normy DIN 1450,
kterd doporucuje navrhovat velikost pisma podle predpokladané
Cteci vzddlenosti. Pro Cteni ze vzddlenosti priblizné 1 m odpovidd
doporucend vyska verzdlek zhruba 7 mm; pri vétsi ¢teci vzddlenosti
je vhodné velikost pisma umérné zvétsovat. (Projekt TACR Muzea bez
bariér, 2023-2026)
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Struktura textu: klicovy faktor

Zdsadni rozdil mezi funkénim a nefunkénim textem neni v obsahu,
ale ve strukture. Publikum text necte linedrné. Text musi umoznovat
rychlou orientaci a selektivni Cteni.

Co konkrétné udélat
Piste krdatké odstavce misto souvislych blokd, max. 5-6 fadka
v jednom bloku.
Oddelte ¢asti vizudlné, deélejte mezery mezi odstavci o minimalné
0,5ndsobku velikosti pisma.
Umistéte hlavni sdéleni na zacatek, jelikoz publikum texty
nedocitd.
Piste jednoduché véty, pouzivejte srozumitelny jazyk (plain
language), bez odborného zargonu.
Nepouzivejte zarovnani do bloku, jen vlevo.
Vicejazyéné texty oddélte do sloupcul, ne pod sebe.

Co fika vyzkum

Citelnost zvysuje déleni do kratkych odstavcl (54 % respondent(

a respondentek) a tu¢né zvyraznéni klicovych slov (30 %).
Srozumitelnost naopak zhorsuje vysokd hustota textu bez ¢lenéni
(41 %) a prilis odborny jazyk. (Projekt TACR Muzea bez bariér, 2023-
2026)

Text v prostoru: co funguje navic

Osvétleni v urovni oci je klicové. Odlesky nebo stiny na panelech jsou
zasadni bariérou. Nedostatecny kontrast nebo tmavé kouty vedou

k tomu, ze publikum texty zcela prehlizi. Popisky umisténé prilis nizko
(pod obrazy) nuti lidi ohybat se a odrazuji od ¢teni.

Q2

Piktogramy a text

Piktogramy mohou vyrazné usnadnit orientaci a navigaci. Aby
fungovaly, musi byt jednoduché a zndmé, kombinované s textem
a musi mit dostateény kontrast. Podrobné se piktogramim vénuje
kapitola ,,Orientace a navigace®.

Kurdtorsky tym: Vezméte Uvodni text k vystaveé a nechte ho precist
nékoho mimo vas obor. Staci kolega nebo kolegyné z jiného oddéleni.
Pokud textu nerozumi nebo text nedoctou, upravte ho. Pak test
zopakujte.

Graficky tym: Vytisknéte panel v redlné velikosti a povéste ho.
Vzdalte se 1,5 metru. Zkuste si precist prvni vétu. Pokud to jde bez
priblizovani, typografie funguje.

Vedeni instituce: Zahrite testovdni textl do pripravy vystavy jako
standardni krok. stejné jako jazykovou korekturu. Nestoji to skoro nic
a vysledky jsou okamzité viditelné.

Kontrolni body pro tuto oblast najdete v priloze ,,Checklist®, v casti
~lext a typografie®.

Kontrolni body pro tuto oblast najdete v pfiloze ,,Checklist®, v ¢dasti
~1ext a typografie®.
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Klicové body
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Pét vet, které publikum precte, udéla vic nez 20 veét, které preskoci.
Text v expozici neni dominantni médium. Spolu s exponaty,
obrazovym materidlem, prostorem a interaktivnimi prvky vytvari
celek, kterému musi publikum porozumet.

Potreba srozumitelnéjsich a prehlednéjsich textl se netykd jen lidi
s diagnostikovanou dyslexii. Pomdhd mnohem Sirsi cdsti publika.
Nejvetsi dopad ma velikost pisma, kontrast a struktura textu, nikoli
volba konkrétniho fontu.

Texty nestaci napsat spravné. Musi se otestovat v redlném prostoru.

Piktogram bez textoveho doplnéni funguje jen pro lidi, ktefri symbol
znaiji.
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Orientace
a navigace

Romana Zdabojova




Muzea a galerie mohou byt na orientaci slozité. Publikum nemusi
snadno naijit vstup, pokladnu, toalety nebo konkrétni vystavu.
Neprehledny prostor pak mize vyvoldvat nejistotu, nékdy i stres.
Tato kapitola se vénuje orientaci a navigaci v muzeich a galeriich.
Prinasi doporuceni, diky kterym se publikum v prostoru citi bezpecné
a samostatné.

Jak se publikum (ne)ztrati

Dobry navigaéni systém snizuje stres ze ztraty orientace. Spatné
reSeni ho naopak prohlubuje. Co pomdhd lidem s dyslexii, pomahd
nakonec i dalSim lidem v publiku. Dobry navigacni systém vychdzi ze
znalosti toho, kudy se publikum pohybuje a kde nejcastéji tape.

Pro lepsi srozumitelnost je dobré vychdzet z pravidel a zvyklosti, které
se bézné vyuzivaji ve verejném prostoru. Lidé potrebuji informace
jasné usporadané. Orientacni prvky by je mély pribézné ujistovat, ze
jdou spravnym smeérem. Ve stresu nebo pfti kognitivnich a zdravotnich
obtizich je dulezité, aby publikum prostoru rozumélo intuitivné.
Pomadhaji mu k tomu jasné fyzické orientacni prvky.

Co rika vyzkum

Z hlediska teorie prostorové orientace rozliSuji Golledge et al. (2000)
pojmy navigace a wayfinding. Navigace oznacuje pohyb po predem
uréené trase. Wayfinding je situaéni skladdni cesty ze segmentu
riznych tras s vyuzitim dostupnych podnétt prostredi. Pojem se
zabydlel i v ceském prostredi a odpovidd na zasadni otdzku: ,Jak
clovék chdpe prostor a poznd, kam ma jit?“

Pohyb po expozici neni ndhodny. Vznikd vzdjemnym plsobenim
prostorového uspordddni, viditelnosti a atraktivity objektd, umisténi
vstupl a vychodu i podle toho, s jakym zdmérem ¢lovék do expozice
prichdzi (Davey, 2026).

U univerzdlnich cild, jako jsou toalety, vytahy, zakladni sluzby nebo
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unikové cesty, je vhodné vyuzivat standardizované a mezindrodné
rozpoznatelné symboly (ISO, 2019; ISO, 2023).

Pti pohybu ve vicepodlaznich budovdch se uplatnuji rizné strategie.
V nejistoté je typickd takzvand strategie centrdalniho bodu: lidé voli
zndmé prostory, a to i za cenu delsi trasy (Holscher et al., 2006).

Digitalni technologie pomahaiji

DigitdIni technologie by mély fungovat jako neviditelny privodce, ktery
odstranuje bariéry a rozsituje prozitek z vystavy. Pomadhaji predevsim
tim, ze odbourdvaji takzvanou ,textovou bariéru“ a nahrazuji ji
pristupnéjsSimi formaty.

Mobilni aplikace a QR kddy umoznuji upravit psany text na displeji
telefonu podle vlastnich potreb. Komplexni souvislosti obecenstvo
sndze pochopi skrze vizudlni animace a rozsitenou realitu (AR), které
abstraktni texty méni v ndzorné a prozitkove vjemy. Digitdlni dimenze
by méla publiku nabizet hlavné moznost vybrat si pro kazdého idedlni
smyslovy kandl. Konkrétnim digitdlnim ndstrojam, jako jsou QR kédy
nebo prevod textu na rec, se vénuje kapitola ,,Ndastroje a praktickd
opatreni®.

Co fikd vyzkum

Digitdlni technologie umoznuiji prizplsobit prezentaci informaci
individudlnim potrebdm publika, jeho jazykové urovni nebo
odbornosti. Propojenim virtudlniho informacéniho prostoru s redlnym
prostredim se digitdlni obsah stava hmatatelnéjsim a intuitivnéjsim
(Tselios et al., 2008).
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Prirozeny pohyb doprava

Vyzkum i praxe ukazuji, ze velkd cdst publika jde automaticky
doprava. Tento zpusob pohybu se objevuje opakované v galeriich,
muzeich i dalSich vystavnich prostordch. Publikum si casto trasu
vedome nepldnuje, ale po vstupu se intuitivné stoci na pravou stranu
a pokracuje po prostoru v uréitém okruhu. Tato tendence muze
souviset s kazdodenni zkuSenosti s pravostrannym provozem nebo

s obecnymi ndvyky pohybu v prostoru.

Co rika vyzkum

Jedna z participantek naseho Setreni popsala svij pohyb v galerii
takto: ,Tak néjak intuitivné jsem Sla vpravo. Jakoze vétsSinou asi tady
v téhle galerii chodim vpravo, ze udéldm takhle kolecko a pak az to
levé.”“ S timto chovdanim je proto dullezité poditat pri pldnovadni trasy,
rozmisténi expondtd i orientaénich prvkd. Uvodni panely je vhodné
zacinat na pravé strané. Prvni tretina trasy by méla nabizet nejsirsi
koridory, aby nevznikaly stresujici zacpy. Ze stejného divodu by
neméla obsahovat klicovy expondt (Bitgood, 2011).

Klicem k Fizeni toku publika je respektovani jeho prirozeného instinktu
odbocovat doprava a pohybovat se proti sméru hodinovych rucicek.
Pomalejsi i rychlejsi chodci musi mit dost mista na bezpecné mijeni.
V kruhovém prostoru se publikum prirozené drzi podél stén. Expondty
je proto vhodné nechat na vnéjsim obvodu a odpocinkovou zonu
umistit do klidného stredu salu.
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Inkluzivni znaceni

Inkluzivni pristup ke znaceni vychdzi z principu univerzalniho designu.
okruh lidi. Neni ho tedy tfreba dodatec¢né upravovat pro konkrétni
skupiny. V prostredi kulturnich instituci to znamend propojeni
textovych a obrazovych prvkd. Texty by pfitom mély pouzivat
jednoduchy a srozumitelny jazyk (plain language). V celém
orientacnim systému pouzivejte stejné nazvy a pojmy. Soucdsti
inkluzivniho a multimoddlniho znaceni mohou byt také akustickeé
orientacni prvky. Patfi mezi né napriklad zvukové majacky, ktereé
pomdhaiji publiku najit dilezitd mista. Akustické informace doplnuiji
vizudlni a hmatové znaceni a rozsituji moznosti orientace zejména
pro osoby se zrakovym postizenim. Diky kombinaci vice zpUsobd
preddvani informaci je prostredi pristupnéjsi a srozumitelngjsi.

Co rika vyzkum

Vyzkumy v oblasti dopravniho znaceni i vefejnych interiérl shodné
ukazuji, ze mald pismena (minusky) jsou pro informacni systémy
vhodnéjsi nez verzalky. Slova z minusek vytvareji diky hornim

a dolnim pretahim charakteristicky tvar, ktery umoziuje rychlejsi
rozpozndni celych slov. Text psany verzdalkami tuto siluetu ztraci

a ¢teni zpomaluje (Oderkerk a Beier, 2022).
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Personadl jako klicovy bod

Persondl je pro publikum ddlezitym orienta¢nim i podptrnym
bodem. Pomdhd mu zorientovat se v prostoru, odpovidd na dotazy
a usnadnuje pristup ke sluzbdm i programu. Kontakt s personalem
je ¢asto nejrychlejsi a nejjistéjsi zpUsob, jak ziskat informace nebo
pomoc. K podpdrnému persondlu patti také ostraha, kterd maze
publiku pomoci s orientaci, zodpoveédét zakladni dotazy nebo
zprostredkovat dalSi pomoc. Ochotnd a srozumitelnd komunikace
persondlu proto vyrazné ovliviiuje celkovy zdzitek z navstévy i pocit
bezpedi a prijeti.

Persondl ale neni jen orientacni bod. Ovliviuje i to, jak se lidé

v instituci citi a jok rozuméji obsahu. Jak persondl vyskolit v inkluzivni
komunikaci a zapojit ho do pripravy vystav, rozpracovava kapitola
»Ndstroje a praktickd opatreni®.

Co rika vyzkum
Vyzkumy potvrzuji, ze to, co za zajimaveé povazuji odbornici
a odbornice (vedeni, kurdtorsky tym, specialistky a specialisté), se
casto neshoduje s o¢ekdvdnim a pranim publika. Ve studii vnimal
~hlavni pribéh“ vystavy jen jeden z Sesti lidi v publiku. I v tom
pripadé se jeho vyklad neshodoval se zdmérem kurdtorského
tymu, ktery vystavu uspordadal podle témat tvorby, Femesla
a interpretace (Spiro et al., 2025).
ZkusSenost z Moravské galerie ukazuje, zZe klicem k uspéchu je
zapojit lektorsky tym uz do tvorby koncepce vystavy, ne az jako
privodce po hotové vystavé. Vystava je pak od zdkladu stavénd
tak, aby byla srozumitelnd verejnosti (Kankovskd a Rozboril, 2023).

Orientacni a hmatové pldny slouzi k orientaci v prostoru a planovani
trasy. Senzorickd mapa se naproti tomu soustredi na smyslovée
podnéty, ne na cestu, a podrobné se ji vénuje kapitola ,,Prostredi®.
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Piktogramy

Piktogramy jsou vhodné k oznaceni obecné srozumitelnych mist a cill
(toalety, vytahy, nouzové vychody). HUF ale funguji u odbornych nebo
specializovanych mist, pro kterd neexistuje bézny a jednoznacny
symbol. Podle naseho vyzkumu jsou piktogramy pri orientaci velmi
dulezité. Aby byly co nejsrozumitelnéjsi, je vhodné kombinovat symbol
s kratkym textovym popisem. Tato kombinace potvrzuje vyznam
symbolu a snizuje riziko nepochopeni.

Zdaroven je dulezité pouzivat jednoduché a bézné zndmé symboly,
které vychdzeji z toho, jak lidé obraziim bézné rozuméji. U grafického
ztvarnéni je klicovd jednoduchost, vysoky kontrast, srozumitelnost

a konzistence.

Co fika vyzkum
Barevné piktogramy ucastnice a ucastnici vyzkumu rozliSovali
lépe nez Cernobilé verze. Jen 5 % z nich uvedlo, Ze vnimd pouze
symbol, barvu ne. (Projekt TACR Muzea bez bariér, 2023-2026)
Vyzkum ddle prokdzal, ze vnimdni barevnosti piktogramd nezavisi
na mite dyslexie. (Projekt TACR Muzea bez bariér, 2023-2026)
Nadpoloviéni vétdina respondentek a respondentl uvedla, ze
srozumitelné oznaceni toalet by mélo byt standardem bez
ohledu na pohlavi. Z nabizenych moznosti ale oznacila genderové
neutrdini symboly za ndpomocné jen 2 % z nich. (Projekt TACR
Muzea bez bariér, 2023-2026)
Nejvice lidi (55 %) preferuje tradi¢ni symboly. Ukdzky piktogramd,
které v testovdni dopadly nejlépe, zndzornuje obrdzek 1. (Projekt
TACR Muzea bez bariér, 2023-2026)
Pri testovani piktogramu pro vytah se jako nejsrozumitelnéjsi
ukdzala varianta s postavou uvnitt kabiny. Piktogram se
zndzornénymi dvermi byl pro ucastnice a ucastniky matouci -
zaménovali jej za bézny vstup nebo ndkladni vytah. (Projekt TACR
Muzea bez bariér, 2023-2026)
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Accessible Icon Project dokladd, ze i zddnlivé jednoduché
informacni symboly mohou nést dllezité kulturni a spole¢enské
vyznamy. Projekt mimo jiné predstavuje upraveny symbol
vozic¢kdre, ktery klade diraz na aktivitu a autonomii ¢lovéka se
zdravotnim postizenim. Cilem neni zménit vyznam piktogramu,
ale posilit dojem aktivity a lidské samostatnosti (Accessible Icon
Project, 2026).

dh
®
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Obrdzek 3: Ukdzka piktogramu (vytah, zdkaz fotografovani, tnikovy

vyc

hod), které respondentky a respondenti vyzkumu oznacili za

nejsrozumiteln&jsi (Projekt TACR Muzea bez bariér, 2023-2026)
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Sipky a znaéeni

Nutnost vyuzit orientacni systém zdvisi na velikosti prostoru galerie Ci
muzea. U mensich a prehlednych vystav vétsinou neni nutné pouzivat
pevné znaceni prostoru. Pokud je ale trasa slozitéjsi nebo méné
jasnd, muze byt znaéeni uzite¢nou pomuckou. Publiku mize pomoci
Cislovdni expondtl nebo jednotlivych zastaveni, pripadné i Sipky. Ty
mohou ukazovat doporuceny smeér pohybu a zprehlednovat trasu.
Pomdha to publiku lépe chdpat strukturu vystavy a sledovat postup
po trase. Orientacni systém zdroven snizuje nejistotu nebo stres

z mozneého zabloudéni.

Premira Sipek, orientaénich pokynu a dalsich navigaénich prvka

na zemi ¢i na sténach mohou vytvdret nezadouci vizudini smog.
Nadmeérné mnozstvi informaci souperi o pozornost. Navic narusuje
prehlednost i estetickou kvalitu expozice. Misto podpory orientace
tak mohou prispivat k informacnimu zahlceni, kdy publikum vénuje
vice pozornosti naviga¢nim prvkim nez samotnému obsahu vystavy.
Vyjimku tvori vystavy, které jsou zdmérné navrzené k volnému
prochdzeni a vlastnimu objevovadni.

Brozury a mapy

Brozury a mapy jsou dulezitou soucdsti orientace. Hlavné u vétsich
expozic pomahaji publiku Iépe pochopit prostor. Publikum si pak
sndz napldanuje prohlidku a béhem ndvstévy se citi jistéji. Pro lidi

se specifickymi poruchami uceni je brozura s mapkou kli¢ovym
pomocnikem. Z naseho vyzkumu vyplyvd, ze publikum bez diagndzy
ji Casto vyuziva hlavné k ovéreni, ze vidélo vSechny cdasti expozice.
Lidem s dyslexii nebo jinymi obtizemi se ¢tenim muze pomoci lépe
pochopit obsah i prostorové usporadani vystavy.
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Co fika vyzkum

Z naseho vyzkumu vyplyvad, ze k odnesenym materidlim se po
ndavstéve vraci jen mald cdst publika. Ilustruje to vypoved jedné

z participantek: ,,Beru si to, ale spi$ jako pamadtku, ne jako néco,

k ¢emu bych se vracela a listovala v tom.” (Projekt TACR Muzea bez
bariér, 2023-2026)

Ndvstévu mohou usnadnit i detailni privodci, naptiklad ve formé
PDF. Takovy materidl krok za krokem popisuje pribéh ndvstévy -
od prijezdu a parkovadni pres Satnu az po klidové zony (viz kapitola
sNdstroje a praktickd opatreni“). Snizuje nejistotu i Uzkost

a podporuje plynulejsi a klidnéjsi navstévnickou zkusenost.

Publiku mohou s orientaci pomoci i hmatové pldany. Usnadnuji publiku
se zrakovym postizenim nejen orientaci v prostoru, ale pomadhaji
ziskat lepsi predstavu o vystavenych objektech. Hmatovy pldan

muze ukdzat rozmisténi jednotlivych mistnosti, trasu prohlidky nebo
ddlezité orientacni body. Vedle orientaénich a hmatovych pldand
existuji také senzorické mapy, které zachycuji informace o hluku,
ostrém svétle a klidovych zondach. Podrobné se jim vénuje kapitola
sProstredi®.

Co fika vyzkum

vvvvv

potize se ctenim, tim nizsi je frekvence ndvstév kulturnich instituci.

(Projekt TACR Muzea bez bariér, 2023-2026)

Mapky vystavnich prostor mohou zlepsit zdzitek z vystavy -
priblizné tretiné respondentek a respondentt by ho zlepsily
informaéni materidly, letdky a brozury. (Projekt TACR Muzea bez
bariér, 2023-2026)

I pres jasné instrukce se asi tti ¢tvrtiny participantl

a participantek naseho vyzkumu zastavily u pokladny, aby si
potvrdily smér prohlidky. Nejistotu vyvolalo i schodisté, a to
navzdory upozornéni predem, ze po ném nemaiji jit.
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(Projekt TACR Muzea bez bariér, 2023-2026)

Kurdtorsky tym: Kurdtorsky tym odpovidd za to, jak publikum
vystavu ,.Cte“ a jak na sebe jeji casti logicky navazuji. Pozadejte
neékoho zvenci, aby vystavu prosel a popsal svou zkusenost.

U testované osoby pak vyhodnotte: byla si ve vSech cdstech jistd?
Nasla vSe, co hledala? Pochopila spravné vas zamer?

Graficky tym: Zprehlednéte slozité trasy. Pokud je cesta Clenitd,
vyuzijte Sipky nebo Cislovani expondtl pro snazsi sledovdni postupu
vystavou.

Vedeni instituce: Persondl je klicovym orienta¢nim bodem a aktivnim
navigdtorem. Investujte do jeho proskoleni. Kustodky a kustodi

musi védét, jak sprdvné navigovat a komunikovat s riznymi
skupinami publika. Ochotnd a srozumitelnd komunikace tymu

u publika primo ovliviuje pocit bezpeci. Projdéte si celou trasu od
tramvajové zastdavky nebo parkovisté az po posledni sdl spolecné

s nékym z publika. Hned vam ukdze mista, kde se navigace stavad
nesrozumitelnou. Naprava neni finanéné ndroénd, ale navstévnicky
zdzitek vyrazné zlepsi.

Kontrolni body pro tuto oblast najdete v priloze ,,Checklist®, v ¢asti
»Orientace a navigace®
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Interaktivni
prvky

Martlna Jurikova




Interaktivni prvky pomadhaji promeénit ndvstévu muzea nebo galerie

z pasivniho pozorovani na aktivni zazitek. Mohou mit podobu
dotykovych modell, obrazovek, videi, zvukovych instalaci nebo aktivit,
které ndavstévnictvo vybizeji k objevovani a zapojeni. Pomdhaiji lidem
lépe porozumét obsahu vystavy, déle si jej zapamatovat a vytvorit si
k nému vlastni vztah.

Interaktivni prvky splini svij ucel jen tehdy, kdyz je lidé snadno pouziji
a rozumeji jim. Tato kapitola proto ukazuje, jak je navrhovat pro

co nejsSirsi okruh lidi. Zameéruje se na jednoduché ovladani, jasné
instrukce, ovladani videa a audia, zapojeni vice smyslu i predchdzeni
zahlceni. Ukazuje takeé, jak interaktivni prvky podporuji samostatnost,
pohodli a aktivni zapojeni publika.

Jednoduché a predvidatelné
ovliadani

Interaktivni prvky funguji nejlépe tehdy, kdyz jsou jednoduché,
intuitivni a predvidatelné. Publikum by nemélo premyslet nad

tim, jak technologii pouzivat, ale soustredit se na samotny obsah
vystavy. Jednotné principy ovladdni napftic celou expozici pomdhaiji
vytvdret pocit jistoty pfi pouzivdni digitdinich i fyzickych prvkd. Pokud
napriklad jedna obrazovka vyuziva horizontdlni posun, stejny princip
by mél platit i u dalsich interaktivnich zaftizeni.

Jednoduché ovladdni pomdhd lidem, ktefi nemaji mnoho zku$enosti
s digitdlnimi technologiemi. Vyuziji ho napriklad seniofi a seniorky,
lidé se specifickymi poruchami uceni nebo publikum, které se bézné
nesetkdva se slozitéjsimi digitalnimi ndstroji. Interaktivni prvky zde
neslouzi jako technickd atrakce. Pomdhaiji lidem snadnéji se dostat
k informacim a lépe porozumét obsahu vystavy.
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Co fikd vyzkum
Slozité nebo nejednotné rozhrani zvysuje kognitivni zatéz a odvadi
pozornost od obsahu vystavy. (Marconcini, 2022)
Komplikované ovladdani muze vytvdret nové bariéry zejména pro
publikum s niz§imi technologickymi zkusenostmi. (Avni et al., 2025)
Konzistentni a predvidatelné ovladani podporuje pocit kontroly,
samostatnosti a bezpedi pri ndvstéve kulturnich instituci. (Cerdan
Chiscano a Jiménez-Zarco, 2021)

Jasné vyzvy a instrukce

Pokud neni na prvni pohled jasné, jak interaktivni prvek funguje,
potrebuje jednoduché a srozumitelné vysvétleni. Lidé by méli rychle
pochopit, co mohou délat, jak prvek pouzivat a co se stane po jeho
spusteni. Nejlépe funguji kratké a konkrétni pokyny.

V muzeich a galeriich jsou lidé zvykli se expondtd nedotykat. Pokud
neni jasné uvedeno, ze je mozné interaktivni prvek pouzivat, mohou
mit obavu, Ze néco poskodi nebo porusi pravidla. Jasné instrukce

a viditelné vyzvy k interakci jim doddvaiji jistotu a usnadnuji zapojeni
do vystavy.

Jednoznacéné vyzvy publikum ujistuji, Ze se prvku mohou dotykat
nebo jej pouzivat. Takova komunikace odbourdvd nejistotu

a podporuje aktivni zapojeni do vystavniho zdazitku. Nejlépe funguiji
primé pokyny, napriklad ,,Dotkni se mé®, ,Prejed prstem® nebo
»Stiskni pro spustéeni“. Takové formulace jsou srozumitelnéjsi nez

b4

obecné vyzvy typu ,,Prozkoumej meé* nebo ,,Objev vice®
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Co fika vyzkum
Lidé s prvky ¢asto neinteraguji proto, ze si nejsou jisti, zda je
interakce dovolena a boji se poskozeni expondtu. (Projekt TACR
Muzea bez bariér, 2023-2026)
Obava z ,nespravného pouziti“ technologie nebo z naruseni
pravidel instituce se objevovala napfi¢ riznymi vékovymi
skupinami publika. (Projekt TACR Muzea bez bariér, 2023-2026)
Pri testovani instrukci se ukdzalo, Zze formulace typu ,,Prozkoume;j
mé“ byly pro ¢dst publika pfili§ nejednoznaéné. (Projekt TACR
Muzea bez bariér, 2023-2026)
Odborné studie potvrzuji, ze jasné instrukce snizuji nejistotu
a podporuji aktivni participaci publika. (Hodson, Svanda
a Dadashi, 2023)

Zapojeni vice smyslu

Soucasné vystavy stdle castéji pracuji s multisenzorickymi prvky.
Tyto prvky vedle vizudlni slozky zapojuji také zvuk, hmat, pohyb nebo
¢ich. Zapojeni vice smyslli pomdhad zptistupnit obsah $irs§imu spektru
publika a podporuje intenzivnéjsi prozitek z vystavy.

Multisenzorické prvky zdroven umoznuji navstévnictvu pracovat

s obsahem zpUsobem, ktery mu nejvice vyhovuje. Néktefi

lidé si informace Iépe zapamatuji prostrednictvim zvuku, jini
prostfednictvim hmatu nebo pohybu. PFili§ mnoho podnétl ale lidi
snadno zahlti. Citliva prdce s jejich mnozstvim tomu predchdzi.

Co rika vyzkum
Kdyz vystava zapoiji vice smysld, posili to zapamatovatelnost
i intenzitu zazitku. (Falk a Dierking, 2013)
Zapojeni vice smysld, naptiklad zraku, sluchu nebo hmatu, pomdhad
zpristupnit informace rdznymi zpUsoby zdroven. Lidé si tak mohou
vybrat zpUsob, ktery jim nejvice vyhovuije. (Ji et al., 2024)
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Haptické prvky intuitivné vyuzivaji napriklad lidé s dyslexii, kterym
pomadhaji Iépe porozumét obsahu a zapamatovat si informace.
(Projekt TACR Muzea bez bariér, 2023-2026)

Ptili§ mnoho riznych podnétd najednou, naptiklad zvukd, textd,
videi a interaktivnich prvkd, mize publikum zahlcovat a ztézovat
mu soustiedéni. (Mesquita, Caldeira a Carneiro, 2022)

Na druhou stranu kombinace vice typ0 interakce zohlednuje
navstévnické zkusenosti a rozdilné preference pro vnimani
obsahu. (Fang, Xia a Diao, 2025)

Ukdzkou dobré praxe je naptiklad projekt Multisensory Met v The
Metropolitan Museum of Art, ktery pracoval se zapojenim zraku,
sluchu, hmatu i €ichu. Cilem bylo rozsitit tradicni muzejni zazitek
zalozeny prevdzné na pozorovdni a nabidnout ndvstévnictvu vice
zpusobd, jak uméleckad dila prozit a interpretovat. Projekt ukdzal, ze
zapojeni vice smysli mdze prohlubovat vztah k vystavenym objektim
a podporovat intenzivnéjsi zazitek z ndvstévy.

Obradzek 4: Navstevnik zaziva projekt Multisensory Met na veletrhu
MediaLab Expo na jare 2015. Zapojeni Cichu umocnuje jeho zdazitek z dila.
Popis obrdzku: Navstévnik ve vystavnim sdle pricichdva k obrazu.
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Prikladem dobré praxe v ceském prostredi je hapticky model
Ndarodniho pamatniku na Vitkové, ktery vytvorilo Narodni muzeum
ve spoluprdci s odborniky na pristupnost. Model kombinuje
hmatové a vizudini informace a pomdhd ndvstévnictvu se zrakovym
postizenim samostatné se orientovat v prostoru.

DalSim prikladem je nova expozice Mésto v ¢ase v Muzeu Prahy,
kterd propojuje digitalni modely, interaktivni prvky, projekce

a prostorovy zvuk. Oba projekty ukazuji, Ze zapojeni vice smysli
muze pomdhat nejen lidem se specifickymi potrebami, ale zlep$ovat
navstévnicky zazitek SirSimu publiku.

Obrdzek 5: Hapticky model Narodniho pamdatniku na Vitkove.

Popis obrdzku: Bily hapticky model Narodniho pamadtniku na Vitkové
na vysokém bilém podstavci. Model zachycuje Clenitou strechu

s terasami a rastrem oken. Na levé cdsti strechy stoji mald jezdecka
socha. Na predni strané podstavce je tabulka s ndpisem ,,Hapticky
model“.
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Obrdzek 6: Expozice Mésto v case v Muzeu Prahy.

Popis obrazku: Tmavy sdalovy prostor s ndstropni freskou a kruhovym
svetlikem. Uprostted stoji ndvstévnice zdady k divakovi pred tremi
velkymi kulatymi projekénimi plochami. Na nich je zobrazena
panoramatickd projekce mésta. Pred projekcemi je pllkruhovd
sedaci lavice. Instalace je soucdsti expozice Mésto v case v Muzeu
hlavniho mésta Prahy.
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Zdrole k pfikladim
Multisensory Met, The Metropolitan Museum of Art: https://www.
metmuseum.org/perspectives/multisensory-met
Hapticky model Ndrodniho pamdatniku na Vitkove, Narodni
muzeum: https://www.nm.cz/o-nas/novinky/narodni-muzeum-
predstavilo-hapticky-model-narodniho-pamatniku-na-vitkove
Expozice Mésto v ¢ase, Muzeum Prahy: https://www.
muzeumprahy.cz/vystavy-a-akce/expozice-mesto-v-case-
pribehy-z-19-stoleti-ozivaiji

Interaktivita podporuje individudalni
prozitek

Interaktivni prvky umoznuji lidem prochdzet vystavu vliastnim
tempem a vybirat si zplsob prdce s obsahem podle individudlnich
potreb a preferenci. Publikum se tak nestavd pouze pfijemcem
informaci, ale aktivnim ucastnikem vystavniho zdzitku.

Kdyz si lidé mohou sami vybrat, jak budou s interaktivnim prvkem
pracovat, citi se pri navstéve jistéji a pohodinéji. Maji vétsi kontrolu
nad tim, co a jak budou objevovat, a vice se do vystavy zapojuji.
Interaktivni prvky tak nejsou jen technickym doplnkem, ale pomdhaiji
zpristupnit obsah rdznym skupindm ndvstévnictva a podporuiji jejich
aktivni ucast na vystavnim zdzitku.

Co fika vyzkum
Soucasné muzeologické pristupy chapou publikum jako aktivni
spoluautory a spoluautorky vyznamu vystavy. (Hashim, Mohd Taib
a Alias, 2014)
Vyzkumy ukazuji, ze moznost aktivni participace zvysuje miru
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zapojeni, pozornosti i zapamatovdni obsahu. (Derda, 2024)
Moznost volby zpUsobu interakce podporuje pocit samostatnosti
a komfortu pri ndvstévé kulturnich instituci. (Hodson, Svanda

a Dadashi, 2023)

Kontrola nad videem a zvukem

Audiovizudlni prvky jsou dulezitou soucdsti souc¢asnych vystav.
Publikum vSak ¢asto prichdzi k videu az v jeho pribéhu a potiebuje
se zorientovat v obsahu. Lidé proto potrebuji video spustit od
zacatku, zastavit nebo upravit jeho hlasitost. Pomdhad také ukazatel,
v jaké cdsti smycky se video prdaveé nachadzi.

K orientaci v obsahu patfi i titulky. U ¢eského audia v praxi casto
chybl' c':eské titulky, pritom pomdhqjl' neslyél'cim a nedoslychovym
pomahaiji titulky ceské i anglické. Prepis quveneho slova navic
umozni vratit se k obsahu vlastnim tempem.

Podobné i audioprivodci funguji nejlépe tehdy, kdyz nabizeji vice
moznosti pouziti. Nékteri lidé preferuji vlastni sluchdtka, jinym vice
vyhovuji malé reproduktory. Kdyz maiji lidé na vybér, prizplUsobi si
navstévu vlastnim potrebdm a preferencim.

Co fika vyzkum
Lidé ve vyzkumu opakované uvadeli frustraci z videi, ktera
nebylo mozné prehrdt znovu nebo u nich nebylo mozné regulovat
hlasitost. (Projekt TACR Muzea bez bariér, 2023-2026)
Cdst publika ocenuje audioprivodce jako ,odpocinek pro o&i,
zatimco jini pri soucasném sledovdni expondtu a poslechu zazivaiji
kognitivni pretizeni. (Mesquita, Caldeira a Carneiro, 2022)
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Ndvstévnictvo potrebuje individudlni tempo prdce s informacemi
a moznost vratit se k obsahu. (Hodson, Svanda a Dadashi, 2023)

Méneé je nekdy vice

Dobre navrzeny interaktivni prvek publikum neptetézuje nadmérnym
mnozstvim informaci ani podnétl. Vyvazend kombinace textu,
obrazu, zvuku a pohybu podporuje soustredéni na obsah vystavy.
Publikum by nemélo muset sledovat nékolik rdznych zdrojt informaci
najednou. Pokud interaktivni prvek kombinuje text, obraz, zvuk

a aktivni ovladani, lidé by s nimi méli pracovat postupné a vlastnim
tempem.

Dulezité je také rozmisténi interaktivnich prvkl v prostoru. Pokud je
priliS mnoho interaktivnich instalaci soustredéno na jednom miste,
mohou se jejich zvukoveé, svételné nebo pohybové efekty vzajemnée
rusit a odvadét pozornost od obsahu vystavy. S dostatec¢nym
odstupem si interaktivni prvky navzdjem nekonkuruji a umozni
ndavstévnictvu soustredény a neruseny zazitek.

Co fika vyzkum
Kombinace vice podnétl bez jasné struktury mlze publikum
zahlcovat a zhorsovat orientaci v obsahu. (Marconcini, 2022)
Kognitivni pretizeni se objevuje zejména v situacich, kdy musi
lidé soucasné sledovat obraz (dilo), Cist text a poslouchat audio.
(Mesquita, Caldeira a Carneiro, 2022)
Navstévnictvo potrebuje individudlni tempo prdce s informacemi
a moznost vratit se k obsahu. (Hodson, Svanda a Dadashi, 2023)
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Interaktivni prvky potrebuji
dlouhodobou péci

Interaktivni prvky nejsou jednordzovou investici. Aby dobre slouzily
navstévnictvu po celou dobu vystavy, potfrebuji pravidelnou kontrolu,
udrzbu a jasné nastavenou odpoveédnost za provoz. Nefunkeni
obrazovka, vybitd baterie nebo poskozend sluchdtka mohou
znemoznit pristup k obsahu a snizit kvalitu navstévy.

Plan interaktivniho prvku proto pocitd nejen s porizenim, ale

i s Zivotnim cyklem, servisem a persondinim zajisténim. Ndavrh by mél
odpovédet na otdzku, kdo bude prvek kontrolovat, jak casto probéhne
udrzba a jak instituce vyresi pripadné poruchy.

Co rika vyzkum
Dlouhodobd udrzitelnost interaktivnich prvki zdvisi nejen na
kvalité ndvrhu, ale také na organizacnim a persondlnim zajisténi
provozu. (Marconcini, 2022)
Studie zamérené na inkluzivni design zdUraznuji, Ze pristupnost
musi byt soucdsti celého zivotniho cyklu sluzby nebo produktu,
nikoliv pouze fdze ndvrhu. (Cerdan Chiscano a Jiménez-Zarco,
2021)

Kurdatorsky tym: Pfi ndvrhu interaktivnich prvka sledujte, zda
navstévnictvo rychle pochopi, co ma délat. Nechte si interaktivni
instalace vyzkouset lidmi mimo tym, ktery vystavu pripravoval,

a sledujte, kde vahaji nebo potrebuji dodatecné vysvétleni. Pokud lidé
tapou, zjednoduste ovladdani nebo instrukce.
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Graficky tym: Navrhujte instrukce tak, aby byly viditelné a Citelné
primo v prostoru vystavy. Testujte, zda lidé snadno najdou tlacitka,
pokyny nebo moznosti ovliaddni videa a audia. Dulezité informace
by mély byt strucné, kontrastni a umisténé v blizkosti interaktivniho
prvku.

Produkéni tym: Ke kazdému interaktivnimu prvku vytvorte
jednoduchy provozni pldn. Urcete, kdo kontroluje funkcnost, kdo meéni
baterie, kdo fesi poruchy a jak rychle maiji byt zavady odstranény.
Testujte interaktivni prvky v rediném provozu: ovérujte, zda Ize
snadno znovu prehradt video, upravit hlasitost nebo intuitivné ovliadat
digitdalni rozhrani. Sledujte takeé, zda technologie reaguji dostatecné
rychle a nevytvdreji frustraci pti pouzivani.

Edukaéni tym: Pfi prdci s interaktivnimi prvky poditejte s rdznymi
zpUsoby uceni a vnimdni. Kombinujte obraz, zvuk, hmat nebo pohyb
tak, aby si lidé mohli vybrat zpUsob prdce s obsahem, ktery jim
nejvice vyhovuje. Vyhybejte se ale zahlceni prilis mnoha podnéty
najednou.

Persondl vystavy: VSimejte si, u kterych interaktivnich prvka

lidé nejCastéji vahaji nebo potrebuji pomoc. Tyto situace mohou
ukazovat na nejasné instrukce nebo slozZité ovladdni. Zpétnd vazba
od ndvstévnictva mize pomoci interaktivni prvky ddle upravovat
a zlepSovat.
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Vedeni instituce: Pfred porizenim interaktivniho prvku si polozte
otdzku: ,,Kdo se o néj bude starat za pul roku?“ Do rozpodtu

zahrite nejen ndkup, ale také servis, aktualizace, ndhradni dily

a pracovni kapacitu na udrzbu. Zahrite testovani interaktivnich
prvkd do bézné pripravy vystav. Stejné jako se kontroluji texty nebo
grafika, je dulezité ovérovat i srozumitelnost ovidddni, instrukci

a celkovy ndvstévnicky zdzitek. I malé upravy mohou vyrazné zvysit
pristupnost a komfort ndvstévy.

Kontrolni body pro tuto oblast najdete v ptiloze ,,Checklist®, v ¢dasti
sInteraktivni prvky*.

Klicové body

Interaktivni prvky pomahaji navstévnictvu lépe porozumét obsahu
a aktivné se zapojit do vystavy.

Interaktivni prvky funguji nejlépe, kdyz jsou jednoduché

a intuitivni. Jasné instrukce dodaji lidem jistotu, Ze se prvku
mohou dotykat a pouzivat je.

Zapojeni vice smyslU, naptiklad zvuku, hmatu nebo pohybu,
podporuje zapamatovatelnost a zptistupnuje obsah rdznym
skupindm navstévnictva.

PFili§ mnoho podnétd nebo slozité ovlidddni mize ndvstévnictvo
zahlcovat a odvddét pozornost od obsahu vystavy.

Moznost volby a kontroly nad interakci podporuje pocit
samostatnosti, bezpeci a komfortu pri ndvstéve.
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Vas$ prostor mluvi k publiku i bez textl. Svétlo, zvuk a ¢lenitost
prostoru utvdreji to, cemu fikdme pasivni prostredi, a tim i to, jak

lidé vystavu proziji. Dobtre navrzené pasivni prostredi vede publikum
intuitivné, bez zvySeného usili, a zdroven urcuje, nakolik je vystava
pristupnd rlznym skupindm. Tato kapitola ukazuje, jak prostor
vnimat a upravit tak, aby se v ném vsichni citili bezpecné a snadno se
orientovali.

Jak vytvorit podptirny prostor

Uméni mUze byt ndstrojem péce, podpory a obnovy psychickych
sil. Pomdhd lidem citit se psychicky Iépe a funguje jako misto, kde
si mohou odpocinout, nacerpat energii a znovu ziskat soustredeni
i emocni rovnovdahu. Tento potencidl ale primo zdvisi na kvalité
prostredi: nadmeérny hluk, vizudini pretizenost nebo nevhodné
osvétleni ho vyrazné oslabuiji.

Co rika vyzkum
Souvislost mezi kvalitou prostredi a psychickou pohodou v muzeu
dolozil vyzkum: prostredi, které zahlcuje smysly, oslabuje
schopnost uméni plisobit jako zdroj zotaveni. (Sveb Dragija
a Jelincié, 2022)
Za nejvetsi bariéry navstévy oznacili ucastnici a ucastnice
vyzkumu: abstraktni téma bez jasného sdéleni, prilis mnoho
lidi, rusné prostredi, hluk, vizudini chaos a Spatnou orientaci
v prostoru. ,KdyZ jsou tam davy, nemdm chut tam vibec jit.”
(Projekt TACR Muzea bez bariér, 2023-2026)
Mladi dospéli od navstévy naopak ocekdvaiji inspiraci, kreativitu,
vnitini klid, emoci a reflexi i objevovani nového. ,,Chci, aby mé to
néjak zasdhlo, aby mé to prinutilo premyslet, citit.“ (Projekt TACR
Muzea bez bariér, 2023-2026)
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V prvni fadé je vhodné omezit hluk a vytvotit klidnéjsi zony. Dllezité
je také neptetézovat publikum prili§ velkym mnozstvim podnéta.

To znamend méné textd, prehledné uspordddni a dostatek volného
prostoru bez pocitu zahlceni. Vyznamnou roli hraje i osvétleni, které
by mélo byt jemné, rovnomeérné a ne prilis ostre.

Pro vetsi komfort je vhodné zarazovat odpocinkovd mista, kde si
lidé mohou sednout a chvili jen v klidu byt. Dilezité je také, aby

se v prostoru dobfte orientovali. Pomdhd jasné znaceni a logické
usporaddni expozic, které snizuje stres a nejistotu.

Senzorickad pristupnost

Zahlceni smyslovymi podnéty predstavuje jednu z nejvyznamnéjsich
a systematicky podcenovanych bariér. Senzorické parametry
verejnych prostor, jako jsou intenzita osvétleni, hluk ¢i preplnénost,
mohou byt zdsadné limitujici. Senzorickd pristupnost neusiluje

o odstranéni véech podnétl. Jde o vytvoreni prostiedi, ve kterém
maiji lidé vetsi kontrolu nad tim, jok prostor pouzivaji a prozivaiji.

Co fika vyzkum
Fyzické prostredi primo podminuje, nakolik se publikum dokdaze
vénovat expondtim. Nevhodné svétlo, akusticky ruch nebo
matouci prostorovad dispozice odvadeéji pozornost od obsahu
a vedou k takzvané muzejni unaveé jesté driv, nez se clovék hloubéji
zapoji. (Bitgood, 2013)
V muzeich a knihovndch jsou kli¢ovd opatteni jako prizplsobitelné
osvétleni, omezeni vizudlniho Sumu a predvidatelnost prostoru.
Neprospivaji jen publiku s autismem, ale vSem lidem se zvySenou
senzorickou citlivosti. (Svaler, 2024)
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Muzea a galerie na tyto potfeby reaguji rizné. Nékterd upravuiji
samotné prostory, jind nabizeji pomucky pro vétsi komfort. V praxi
to znamend napriklad jasné oznacené a srozumitelné usporaddni
prostoru, klidové zony s moznosti tlumeného nebo nastavitelného
osvétleni, dostupné senzorické pomdcky a proskoleny persondl.

K nejbéznéjsim senzorickym pomuckdam pati:

Sluchdtka proti hluku: Ztlumi hlasité zvuky v sdlech a ulevi usim.
Senzoricka mapa: Planek galerie, ktery ukazuje, kde je hodné

hluku nebo svétla a kde jsou naopak klidnd mista na odpocinek.

Cilem je pomoct publiku doptredu pochopit prostredi a Iépe si
naplanovat ndvstévu tak, aby byla prijemnd a zviadnutelna.

V ceském prostredi se s nimi teprve zacind, ale ve svetovych
muzeich jde o standard. Prikladem muze byt Science Museum
v Londyné, které nabizi senzorickou mapu jako ,manudl na
preziti“. Pouzivaji jednoduché ikony pro preplnénd mista, hlu¢né
expozice (napt. kde bézi motory) a ostré nebo blikajici svétlo.
Odkaz na mapu: https://www.sciencemuseum.org.uk/sites/
default/files/2026-03/SensoryMap.pdf

Senzorické pomulcky mohou byt k dispozici na recepci, ¢asto ve
formé sensory bags (senzorickych vakd nebo tasek). Tato opatfeni
funguji nejlépe tehdy, kdyz jsou zavedend spolecné a tvori jeden
propojeny systém podpory.

Co fika vyzkum

Senzorické mapy jsou jednoduché planky prostoru. Ukazuji, jaké
smyslové podnéty publikum kde zazije, kde jsou klidové zony,
hlasitéjsi oblasti i silné zdroje svétla. Lidé si podle nich mohou
napldnovat trasu podle vlastnich potreb. (Watchorn et al., 2025b)
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Pocit bezpeci a koncentrace

Zdakladni strategie snizovdni kognitivni zatéze v muzejnim prostredi
se vzdjemné doplnuji. Jde o tzv. klidové zény (nazyvané také quiet
zones nebo calm rooms) a vyhrazené hodiny se snizenou senzorickou
stimulaci, tzv. klidové hodiny (quiet hours).

Tato opatreni jsou obzvldst uzitecnd pro publikum, které vnima
smysloveé podnéty jinak a potrebuje klidnéjsi, méné rusivé a lépe
predvidatelné prostredi. Mohou ale prispivat k celkové pohodé

a hlubsimu prozitku vSech, kteri preferuji klidnejsi prostredi.

Publikum ocenuje, kdyz muzeum ¢i galerie na webu jasné

a srozumitelné informuje o tom, kdy quiet hours probihaji. DalSim
pomocnikem muze byt zobrazeni aktudiniho poctu lidi na webovych
strdnkadch instituce.

Co fika vyzkum
Pobyt v prostredi se snizenou senzorickou zatézi muze
prokazatelné snizovat hladinu kortizolu a pomdhat regeneraci
psychickych sil. (Powers Tomasso, Biatowolski a Spengler, 2025)
Klidové zdny jsou vyhrazené prostory se zamérné snizenou
intenzitou podnétl: tlumené osvétleni, zvukové pohlcujici
materidly, pohodIné sezeni a klid bez vnéjsiho ruchu. (Watchorn et
al., 2025q)
Klidové hodiny tuto logiku rozsituji na cely prostor instituce.
Muzeum pfi nich zdmeérné tlumi hluk i osvétleni, omezuje pocet lidi
a zpristupnuje klidové zény. (MacLennan et al., 2023)
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Clenitost prostoru a bariéry
v pohybu

Prostorové usporadani galerie ¢i muzea ma primy vliv na to, jak
snadno a pohodiné se v ném publikum pohybuje. Misto aby se lidé
museli prizpUsobovat prostoru, mél by byt prostor navrzen tak, aby
vychazel vstric jejich potrebdam.

Co fika vyzkum
Dulezitou roli hraje princip prospect-refuge: pocit bezpedi plynouci
z toho, ze ma clovék zada krytd a zaroven volny vyhled vpred.
Tento princip prokazatelné navozuje klid a snizuje uzkost. (Dosen
a Ostwald, 2016)
Casté fyzické bariéry jsou schody bez dostupné alternativy, Gizké
prichody u vitrin, expondty v krajnich vyskdch, chybéjici mista
k odpocinku nebo neptrehledné socidlni zatizeni. Instituce by proto
méla zajistit dostateéné siroké a prichozi cesty, pristupné vytahy
a bezbariéroveé toalety.
Dulezité je i sezeni s riznymi vySkami a typy opér, aby vyhovovalo
lidem na voziku, s kocdrky ci choditkem i lidem s chronickou
bolesti. (Prandi et al., 2023)
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Zapojeni smyslu

Multisenzoricky pfistup zapojuje vice nasich smysli najednou. Kromé
expondtd muze publikum vnimat také zvuky, dotykat se vybranych
materidld, prochdzet specificky upravenym prostorem nebo zachytit
viné spojené s tématem expozice.

Pamatujte, Zze viiné ale mohou nékterym lidem ublizit. Silné pachy
zpUsobuji potize lidem s astmatem, alergii nebo senzorickym
pretizenim. Varujte proto publikum jesté pred ndvstévou:

+  Na webu: Napiste jasné varovani do sekce s praktickymi
informacemi o vystavé. Navétévnictvo se tak mdze na situaci
pripravit, nebo se rozhodnout, ze tuto ¢dast vystavy radéji vynecha.

« U vstupu do vystavy: Umistéte viditelnou ceduli nebo piktogram
na dvere Ci sténu tésné pred zacdtkem expozice. Navstévnictvo
tak dostane posledni moznost se otocit a vyhnout se prostoru.

Co fika vyzkum
Multisenzoricky pfistup vyuziva souhru zraku, sluchu, hmatu
a Cichu a posiluje celkovou pozornost i zapamatovatelnost
obsahu. Viné upeviiuje pamétovou stopu, hudba pomdhd
strukturovat prostorovy zdazitek a hmatové prvky vyrazné posiluji
zapojeni lidi s omezenym zrakem. (Luo, Doucé a Nys, 2024)
Zdazitek mohou pozvednout doprovodné programy, naptiklad
workshopy, kde si lidé néco vyzkousSeji a tvori, nebo komentované
prohlidky. Pfes 4@ % ucastnikd a uéastnic vyzkumu uvadi, ze tyto
formy doprovodného programu by jim zdzitek z vystavy zlepsily.
(Projekt TACR Muzea bez bariér, 2023-2026)
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Tento zpUsob prezentace uméni pomdhd lidem lépe porozumét
vystavenym dilim a prozit je intenzivnéji. Zaroven zptistupnuje
galerijni prostredi SirSimu publiku, v€etné lidi, pro které je Cistée
vizudlni vnimdni méné prirozené nebo ndroc¢né. Multisenzoricky
pristup tak podporuje hlubsi zazZitek a Cini ndvstévu srozumitelnéjsi,
pritazlivéjsi a oteviengjsi riznym zplsobim vnimdni.

Sveétlo

Svétlo ma zdsadni vliv na to, jak publikum vnimad prostor i samotnad
umeélecka dila. Nejde jen o to, aby bylo na expondty vidét. Dulezité
je take, jak se v prostoru lidé citi, jak se orientuji a jestli se v ném
pohybuiji s jistotou.

RUzné typy osvétleni mohou vyrazné ovlivnit atmosféru vystavy. Prili§
ostré nebo silné kontrastni svétlo mize byt neptijemné, unavovat

o¢i a odvadét pozornost od expondtd. Naopak velmi tlumené

nebo nerovhomérné osvétleni mize ztézovat orientaci v prostoru

a zpusobovat, Zze ¢dst publika nékteré ¢dsti vystavy prehlédne nebo
se jim vyhne.

Dulezitd je také plynulost prechodl mezi jednotlivymi ¢dstmi vystavy.

Ndahlé zmény svétla, napriklad z velmi svétlého prostoru do tmavého,
mohou byt pro nékteré lidi dezorientujici nebo neprijemné. Naopak
postupné a jemné prechody pomdhaji udrzet pocit komfortu

a bezpedi.

Promyslené nakldddni se svétlem neni jen estetické rozhodnuti.
Ovlivhuje pristupnost, Citelnost prostoru i celkovy zdzitek z navstévy.
Osveétleni v ceskych muzeich a galeriich upravuje technickd norma,
kterd ddva muzejni praxi jasny metodicky radmec.
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Norma pro osveétleni vystav

CSN P CEN/TS 16163: Ochrana kulturniho dédictvi: Smérnice

a postupy pro vybér vhodného osvétleni vnitinich vystav. (Ceskd
agentura pro standardizaci, 2015)

Prdace se zvukem

Jemnd podkresovd hudba je vnimdna pozitivné. Mize pomdhat
vytvdret klidnou atmosféru a podporovat celkovy zdzitek z prostoru.
Naopak hlasitd videa umisténd v blizkosti textovych paneld pUsobi
jako vyrazny rusivy prvek a znemoznuji soustredéni na cteni. Vysokd
hlasitost videa vyrazné znesnadnuje porozumeni kurdatorskym
textlm i doprovodnym materidldm. Z tohoto divodu je kliGové, aby
hudba nebyla vnimdna jako povinna soucdst prostredi, ale jako
prvek, se kterym Ize pracovat flexibilné. To znamend nabidnout
publiku moznost hudbu vypnout, nebo se ji zcela vyhnout. Stejné
dulezité je i informovat publikum jesté vstupem, aby si mohlo samo
zvolit prostredi, které mu vyhovuje. Hudba tedy neni univerzdinim
standardem vystavy, ale volitelnym ndstrojem.

Co fika vyzkum

U&astnici a uéastnice vyzkumu ocefuji moznost zapojit vice smysld:
»Ja vnimam jako velky plus zapojeni jakychkoliv dalich smysld.
Kdyz to vystava umoznuje, treba néjaké video nebo jako poslechovy
privodce, nebo kdyz si na néco jako mdzu sdhnout. Pouzivat zrak
nevnimdm jako unavujici. Rikdm si, je lepéi, kdyz se to kombinuje. Jé
si myslim, ze jsem sama od sebe zapojila i hmat, kdyz jsem sahala
na to posezeni.“ (Projekt TACR Muzea bez bariér, 2023-2026)
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Audiopruivodce se jevi jako spolehlivy zplsob vykladu. Dilezitd je
zde ale moznost volby. Cdst publika audiopriivodce pouzivd rada,
jini lidé ddvaji prednost tichu nebo ¢teni textl. Proto je dobré,
kdyz md publikum na vybér z vice zplsobU, jak ziskat informace,
napfiklad texty na panelech, brozury nebo QR kédy. Podrobné se
audioprivodcim vénuje kapitola ,Interaktivni prvky®.

Audioprivodce by mél byt soucdsti vyvdzeného prostredi, které
nepUsobi ptrehlcujicim nebo rusivym dojmem a umoznuje vnimat
obsah vlastnim tempem.

Aroma

Zapojeni cichu dokdze vyvolat okamzitou emoci a hluboky zdzitek.

Je treba ale pracovat velmi opatrné. Viiné ma silu prenést publikum
v ¢ase. Napfiklad jemny zdvan dehtu a koufe v expozici o prdmyslové
revoluci nebo viné susenych bylin v historické Iékarné dokdzou
atmosféru dokreslit Iépe nez tisic slov. Cichové podnéty by vak
nemély pUsobit volné v celém prostoru. Pro lidi se senzorickym
pretizenim, s astmatem nebo alergii mdze byt intenzivni viné
bariérou.

Pohodli

Pohodli publika ovliviuje, jok dlouho se lidé v expozici zdrzi, jak
vnimaji vystavu a jestli se do prostoru rdadi vraceji. Patri sem moznost
si sednout, odpocinout si béhem prohlidky nebo si dat pauzu,

kdyz je vystava delSi ¢i ndrocnd. Proto je treba zajistit moznost
posezeni v mistech, kde se dd tato potreba predpokiddat (napriklad

u projekci). Mista k posezeni je ovsem nutné jasné oznadit. Lidé si
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casto nejsou jisti, zda jde o expondt, nebo o odpocinkovou zonu.
Dulezité je také zajistit dostatek prostoru pro pohyb, aby se v uzkych
mistech nikdo nemusel tlacit nebo vyhybat.

Kazdy ¢lovék ma jiné potreby. Nékdo chce projit vystavu rychle, jiny
se zastavuje u kazdého detailu. Pohodlné prostredi by mélo umoznit
obé varianty bez tlaku nebo stresu. Pohodli tak neni doplikovy prvek,
ale zakladni soucdst kvalitniho navstévnického zdzitku.

Kurdtorsky tym: Mladsi generace vnimad abstraktni témata bez
jasného sdéleni jako bariéru. Hledejte cesty, jak obsah propojit

s emoci a reflexi. Zavadéjte klidové hodiny a vyhrazené casy se
snizenou stimulaci, které oceni nejen neurodivergentni skupiny, ale
i lidé hledaijici klid.

Graficky tym: Minimalizujte vizudIni $um. PFili§ mnoho podnét
a vizudini chaos vedou k unavé a snizuji schopnost vnimat expondty.

Vedeni instituce: Upravte prostor galerie ¢i muzea (jasné oznacené
sezeni, prdce s hlukem a svétlem). Zavedte organizacni zmény
(naptiklad klidové hodiny) a nabidnéte publiku senzorické pomucky.
Financéné nendrocna investice do téchto opatreni a do proskoleni
persondlu pomuze vytvorit misto, kde uméni skute¢né pomdha
regenerovat sily.

Kontrolni body pro tuto oblast najdete v priloze ,,Checklist®, v ¢asti
~Prostredi®.
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Klicové body

Prostor mluvi bez textd: svétlo, zvuk a ¢lenitost bud’ intuitivné
publikum podporuji, nebo mu vytvdreji bariéry.

a zdroven volny vyhled vpred.

HIluk, vizudlni chaos a preplnénost jsou hlavnimi bariérami nejen
pro lidi se specifickymi poruchami uceni, ale pro citlivejsi publikum
obecné.

Zapojeni vice smysld (sluch, hmat, ¢ich) vedle zraku prokazatelné
posiluje zapamatovatelnost obsahu a upevnuje pameétovou stopu.
Muzeum ¢i galerie mUze zvy$ovat psychickou pohodu, pokud
funguje jako prostor pro obnovu pozornosti a emocni rovnovadhy.
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Tato &dst vdm poskytne vhled do prdvnich norem, od Umluvy OSN
po Ceské predpisy, které v kulture definuji povinnost zajistovat
pristupnost. Pro vedeni i kuratorsky tym je materidl zasadni:
vysvétluje, Ze pristupnost neni jen projevem dobré vile, ale
zdvaznou prdvni povinnosti, jejiz nedodrzeni mize byt vnimdno jako
diskriminace.

Ctendrstvo ziska praktické ndstroje pro srozumitelnou komunikaci,
digitdini pristupnost a odstranovdni fyzickych bariér v souladu

s platnymi technickymi standardy. Pochopeni rozdilu mezi
univerzdlnim designem a primérenymi opatrenimi vém navic umozni
efektivnéji planovat inkluzivni programy a budovat instituci otevienou
skutec¢né vsem.

Umluva OSN o pravech osob se
zdravotnim postizenim

Umluva OSN o prdvech osob se zdravotnim postizenim (ddle jen
,Umluva®) je v soucasné dobé& nejvyznamnéjsim dokumentem
mezindrodniho prdva v oblasti prav lidi se zdravotnim postizenim.
Jde o komplexni dokument, ktery upravuje vSechny oblasti zivota,
pricemz kazdd oblast je upravena v samostatném ¢lanku.

Vznik a zdvaznost Umluvy

Umluvu prijalo Valné shromdzdéni OSN dne 13. prosince 2006 jako
osmou lidskoprdavni umluvu, a to v reakci na to, ze lidé se zdravotnim
postizenim i pfres predchozi umluvy nadadle celili diskriminaci.

Ceskad republika Umluvu pfijala 30. biezna 2007 a po ratifikaci

pro ni vstoupila v platnost 28. fijna 2009. Tim se Umluva stala

pro Ceskou republiku zdvaznym prdvnim predpisem nadfazenym
ostatnim predpisim, které s ni musi byt v souladu. Nejde tedy pouze
o doporuéujici dokument. Zdroj: &l. 10 Ustavy Ceské republiky.
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Lidmi se zdravotnim postizenim jsou podle ¢ldnku 1 Umluvy lidé, ktefi
maiji ,dlouhodobé fyzické, dusevni, mentdini nebo smyslové postizeni,
které v interakci s riznymi prekdzkami muze brdnit jejich plnému

a ucinnému zapojeni do spolecnosti na rovnopravném zdkladé

s ostatnimi“. Jde o velmi Sirokou definici, kterd neni limitovdna pouze
medicinskou diagndzou. Zahrnuje vSechny lidi, ktefi se v kazdodennim
zivoté kvulli svému zdravotnimu stavu potykaji s prekdzkami, které jim
brani dosdhnout svého potencidlu a plné se zaclenit do spolecnosti.

Cely text Umluvy je treba vyklddat v souladu se zdkladnimi
hodnotami, na kterych dokument stoji. Podle ¢ldanku 3 Umluvy k nim
patii Ucta k prirozené distojnosti, individudini nezdvislost, moznost
svobodného rozhodovani, svébytnost a zdkaz diskriminace. Tento
vycet doplnuji i principy jako rovnost sanci Ci pristupnost.

Z textu Umluvy by mély vychdzet veskeré evropské i vnitrostdtni
pravni predpisy a veskeré strategické materidly, protoze smluvni
stranou Umluvy je mimo jiné i Evropskd unie jako celek.

Evropska unie jako smluvni strana
Evropskd unie se k Umluvé jako smluvni strana pripojila v roce 2011.

Pristupnad kultura ve svétle Umluvy

.....

statdm zaklddd povinnost zajistit na rovnoprdvném zdkladé mimo
jiné pristup k fyzickému prostredi, informacim a sluzbdm. V kulturnim
kontextu se tato opatreni tykaji zejména odstranovdni bariér ve
vefejné pristupnych budovdch, jako jsou muzea, divadla ¢i galerie,

a zajisténi pristupnosti informaci a komunikace.

Na obecnou upravu pristupnosti navazuje ¢lanek 21, ktery garantuje
svobodu projevu a pristup k informacim prostrednictvim forem
komunikace dle vlastni volby. Pro kulturni vyziti je kliCovy pozadavek
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poskytovat informace v pristupnych formatech a technologiich
vhodnych pro publikum s rlznymi potfebami, a to bez toho, aby
muselo vynaklddat dodate¢né vydaje. Mezi tyto formy mdzeme Fadit
napriklad informace ve srozumitelném jazyce (plain language) i
snadném ¢teni (easy-to-read) ¢i v dalsich alternativnich formdtech
pristupnych lidem se zrakovym postizenim (napfiklad texty v Braillové
pismu, ve zvétSeném formatu ¢i v digitdini podobé) nebo se sluchovym
postizenim (napriklad preklady do ¢eského znakového jazyka).

Specidini Gpravu pak prindsi élanek 30 Umluvy, ktery zaruduje
ucast na kulturnim Zivoté. Staty, které jsou smluvni stranou

Umluvy, jsou povinny zajistit ptistup ke kulturnim materidlém,
televiznim programam, filmam, divadlu a jinym kulturnim ¢innostem
v pristupnych formatech.

Ddle je nutné zajistit pristup na mista ur¢end pro kulturni aktivity, jako
jsou divadla, muzea, kina, knihovny a sluzby pro turisty, a v co nejvétsi
mozné mite i pristup k historickym pamdtkdm a vyznamnym mistiim
ndrodniho kulturniho dédictvi. Pozadavky na pristupnost se vztahuji

i na historické a chrdnéné pamatky.

Obecny komentar Vyboru OSN k pristupnosti

Obecny komentdr Vyboru OSN pro prdva osob se zdravotnim
postizenim k pristupnosti (ddle jen ,,obecny komentdi*) byl zverejnén
22. kvétna 2014. Mimo jiné se v ném uvaddi, ze nezdlezi na tom, zda je
provozovatel kulturniho zarizeni soukromou, ¢i verejnou osobou.

VSechny subjekty, které poskytuji sluzby Siroké verejnosti, a to

i prostrednictvim internetu, se vyzyvaiji, aby poskytovaly informace
a sluzby v pristupnych a pouzitelnych formdtech pro lidi s riznymi
potrebami.

Obecny komentdr téz pojedndvad o rozdilu mezi pristupnosti

a primérenym opatrenim. Obecné maiji jak pristupnost, tak primérend
opatfeni za cil pomoci lidem se zdravotnim postizenim naplnit jejich
prava.
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Pro lepsi predstavu uvadime konkrétni priklad. Pristupnost znamena,
Ze publikum s tézkym zrakovym postizenim prijde do galerie

a automaticky tam najde popis obrazu v Braillové pismu, zvétSeném
cernotisku a dalSim alternativnim formadtu. Primérené opatteni by
naopak bylo, kdyby galerie publiku na jeho konkrétni zddost umoznila
hmatovou prohlidku sochy, kterd bézné k dotykdni uréena neni.

Pristupnost a primérené opatreni, v cem se lisi

Pristupnost Ize chapat jako povinnost zajiStovat bezbariérove
prostfedi, informace, komunikaci nebo sluzby s dirazem na
univerzadini design (moznost uzivat prostredi ¢i sluzbu, prijimat
informace nebo komunikovat bez dalSich specidlnich uprav pro co
predstavuji specidlni upravy pro konkrétniho clovéka se specidalnimi
potrebami. Zajisténi pristupnosti je tak Sirsi koncept nez zajisteni
primérenych opatreni.

Zdroj: obecny komentdr Vyboru OSN €. 2 (2014); vetrejny ochrdnce
prav.

Doposud se Vybor OSN pro prava osob se zdravotnim postizenim
vénoval otdzkdm pristupnosti kultury v rdmci individudinich stiznosti
obéanl pouze velmi okrajové. Vétsina dosavadni ¢innosti Vyboru ve
vztahu k ¢ldnku 30 se tak omezuje témér vyhradné na vSeobecnd
doporuceni vyddvand jednotlivym statlim v rdmci pravidelného
monitorovani.

Tato doporuceni se navic v minulosti casto uzce zamérovala pouze
na oblast autorského prava a provadéni Marrdkesské smlouvy, kterd
usnadnuje pristup k literatufe pro nevidomé. V odborné literatute

je proto ¢ldnek 30 povazovdn za jedno z nejmeéné prozkoumanych
lidskych prdav v celém systému Umluvy.
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Pripad Henley

Prakticky jedinou vyznamnéjsi zdlezitosti, kterd se tohoto tématu
primo dotykala, byl pripad Australanky Henley. Ta si stézovala na
chybéjici audiopopis v televiznim vysildni. I v tomto rozhodnuti se vSak
Vybor soustredil primdrné na obecnou povinnost zajistit pristupnost
podle clanku 9, namisto hlubsiho rozboru specifického prava na ucast
v kulturnim zivoté.

Zdroj: rozhodnuti Vyboru OSN, véc Henley.

MarrdakesSska smiouva

Marrdkesskd smlouva predstavuje prelomovy prdavni milnik v oblasti
inkluzivniho pristupu ke kulturnimu a védeckému dédictvi. Jeji hlavni
mechanismus spocivd v zakotveni povinné a harmonizované vyjimky
z autorského prdava. Ta umoznuje opravnénym institucim zhotovovat,
distribuovat a mezindrodné sdilet autorskoprdvné chranénad dila

v pristupnych formdtech (naptiklad v Braillové pismu, joko audioknihy
¢i ve specifickych digitdlnich formdtech) bez nutnosti predchoziho
souhlasu nositelt prdv.

Klicovy spolecensky dopad smlouvy pfitom dalece presahuje
komunitu lidi se zrakovym postizenim. Legislativni definice pfijemcu
vyhod totiz explicitné zahrnuje Siroké spektrum uzivatelstva. Jedna
se o lidi se specifickymi poruchami uc¢eni a vnimani textu (napriklad
s tézkou formou dyslexie) i osoby, jejichz pohybové moznosti jim
ztézuji béznou prdci s tisténou knihou, treba otocit stranku nebo
udrzet pohled na textu.

Marrakesskda smiouva v datech

Marrdkesskou smlouvu (oficidlné ,Marrdkesskda smlouva o usnadnéni
pristupu k publikovanym dilim nevidomym a zrakové postizenym
osobdm ¢i osobdm s jinymi poruchami ¢teni®) prijala Svétova
organizace dusevniho vlastnictvi (WIPO) v roce 2013. V Ceské

146

republice jakozto ¢lenském stdté Evropske unie je Marrdakesska
smlouva ucinna od 1. ledna 2019, a to po ratifikaci smlouvy Evropskou
unii jako celkem v rijnu 2018. Do ¢eského prdavniho radu, konkrétné do
autorského zdkona, ji zapracovala novela s ucinnosti od unora 2019.

Pristupnost podle pravnich
predpisu Evropské unie

V této Cdasti se zameérujeme pouze na prdvni predpisy souvisejici
s pristupnosti informaci.

Smeérnice o pristupnosti internetovych stranek a mobilnich
aplikaci

Smérnice o pristupnosti internetovych stranek a mobilnich aplikaci
nafizuje subjektdm vetejné spravy, aby své weby a aplikace udrzovaly
pristupné pro vsechny uzivatele, tedy vnimatelné, ovladatelné,
srozumitelné a stabilni. Diky tomu je mohou lidé se zdravotnim
postizenim efektivné pouzivat pomoci asistivnich technologii Ci
specializovanych programu, které maji k dispozici. Na soukromé
provozovatele se tato smérnice nevztahuje.

Prijeti smérnice
Smérnice o pristupnosti internetovych stranek a mobilnich aplikaci
byla prijata dne 26. rijna 2016.

Zdroj: smérnice 2016/2102.
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Do ceského prdavniho fddu smérnici zavedl ¢esky zdkon o pristupnosti
internetovych strdnek a mobilnich aplikaci. Podrobnéji se mu vénuje
cast o ceskych prdavnich predpisech.

Na urovni Evropské komise vznikd celd rada doporucujicich
dokumentd, jak psdt srozumitelné. Tykd se to predevsim urednich
textd, ale uvedend pravidla Ize pouzit i v dalich oblastech, véetné
Kultury.

Prakticky manudl: Jak psat srozumitelné

Prirucku ,Jak psat srozumitelné” vydalo Generdlni reditelstvi pro
preklady Evropské komise. Je oficidlné prelozena do vsech urednich
jazykl Evropské unie véetné ¢estiny. Obsahuje konkrétni doporuceni,
jako je vhodna délka vét, uprednostnovadni cinného rodu pred trpnym,
odstranovdni slozitych urednich konstrukci ¢i nutnost uvadét plvodce
déje.

Zdroj: Generdini reditelstvi pro preklady Evropské komise.

Pristupnost kultury podle pravnich
a doporuéujicich dokumenti Ceské
republiky

Digitalni pristupnost v kulture

Zakon o pristupnosti internetovych strdnek a mobilnich aplikaci
zdsadné ovlivhuje digitdlni prezentaci kulturniho dédictvi i instituci
vefejného sektoru, jako jsou muzea, galerie ¢i knihovny. Zdkon témto
subjektdm uklddd povinnost, aby své digitalni platformy udrzovaly
vnimatelné, ovladatelné, srozumitelné a stabilni. Pro uzivatelstvo se
specifickymi potrebami je klicovy praveé princip srozumitelnosti, ktery
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vyzaduje, aby lidé informace i ovladdni rozhrani snadno precetli
a pochopili.

Vyjimky pro sbirkové predmeéty a dozor

V oblasti kultury zakon definuje specifické vyjimky pro ,polozky sbirek
kulturniho dédictvi“ (kam fadi kulturni pamadtky, sbirkové predméty
muzejni povahy, knihovni dokumenty a predmeéty kulturni hodnoty).
Tyto polozky nemusi splnovat pozadavky na pristupnost v pripadech,
kdy je to nesluditelné se zachovdnim jejich pdvodnosti a pravosti,
nebo pokud chybi technologické vybaveni pro automatizovany prevod
textu z historickych rukopisd.

U ostatniho obsahu plati povinnost odstranovat bariéry. Na
dodrzovdni téchto pravidel ze strany kulturnich instituci spravovanych
stdtem, uzemnim samosprdavnym celkem ci pravnickou osobou
zfizenou zakonem dohlizi Digitdlni a informacéni agentura, kterd

v této oblasti pusobi jako dozorovy orgdn. Zdkon se nevztahuje na
soukromé provozovatele kulturnich instituci.

I na soukromé provozovatele kulturnich zatizeni se vsak vztahuje
antidiskriminacni zakon.

Antidiskriminacni zakon

Antidiskriminacni zdkon zarucuje v ceském prdavnim radu rovnost

a chrani lidi pred diskriminaci v oblastech, které sam presné
(taxativné) vymezuje. Mezi tyto oblasti spadd také pristup ke sluzbam
pro verejnost. V oblasti pristupnosti kultury plati toto pravidlo
naprosto striktné. Pravo totiz povazuje nabidku kulturnich instituci,
divadelni i koncertni produkci a provozovdni pamdtkovych objektd za
poskytovani vefejnych sluzeb.

Antidiskriminaéni zakon v Ceské republice
Ceskd republika prijala antidiskriminaéni zékon v roce 2009.
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Jako neptimou diskriminaci z dlvodu zdravotniho postizeni
oznacuje antidiskriminaéni zdkon také odmitnuti nebo opomenuti
prijmout primérend opatteni. Prave tato opatreni pfritom kdokoli se
zdravotnim postizenim nezbytné potrebuje, aby mohl verejné sluzby
plnohodnotné vyuzivat. Zdkon sice pripousti vyjimku v situaci, kdy by
takovy krok predstavoval neprimérené zatizeni, avSak toto posouzeni
podléhd prisnému testu proporcionality.

Test primérenosti, ¢tyri kritéria

Zakon zadd, aby poskytovatel posoudil ¢tyri véci najednou:

1. joky uzitek opatreni prinese Clovéku se zdravotnim postizenim,
2. jestli je financné unosné,

3. jestli existuje financni nebo jind pomoc na jeho realizaci,

4. jestli by nahradni opatteni splnilo potreby daného clovéka.

VSechny Ctyri je nutné zvdzit spolec¢né, ne kazdou zvldst.
Zdroj: antidiskriminacni zakon.

Zdakon zdroven vyslovné uvadi, ze za neprimérené zatizeni se nikdy
nepovazuje takové opatreni, které je subjekt povinen uskutecnit
podle zvldastniho prdavniho predpisu (naptiklad podle technickych
norem stavebniho zdkona). Timto zplsobem prdvo transformuje
odstranovani bariér v kulture z roviny pouhé spolec¢enské proklamace
Ci charity na jasné definovanou a vymahatelnou prdavni povinnost.

Prikladem priméreného opatreni je situace, kdy stredné velké
muzeum pripravuje stdlou expozici k historii mésta. V takovém
pripadé je zcela zadouci, aby soucdsti expozice byly texty ve
srozumitelném jazyce i ve snadném ¢teni, popisky expondtl aby byly
opatireny Braillovym pismem a aby u nich byly QR kody, pres které si
Ize precist informace v digitalni podobé.
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Naopak vyjimka spocivajici v neprimérené zatézi by se uplatnila

v situaci, kdy maly spolek slozeny pouze z dobrovolnikd porddd
vikendovou vystavu historickych textl. Pozadavek na zptistupnéni by
v tomto pripadé predstavoval neprimérenou financni zatéz, kterou

i s ohledem na velmi krdtkou dobu trvani vystavy nelze po malém
spolku pozadovat.

Fyzickd pristupnost kulturni instituce

Aby byla kulturni instituce skutec¢né pristupnd, musi splnovat ¢etné
pozadavky na architektonickou pristupnost. Ty v ceském prostredi
podrobné definuje vyhldska o pozadavcich na vystavbu a Ceskd
technickd norma Pristupnost a bezbariéroveé uzivani. Oba tyto
dokumenty uvadeéji technické specifikace pro usporaddni veskerych
prostor, které jsou urceny verejnosti.

Doporucujici dokumenty ke srozumitelnym a snadnému cteni
Doprovodné texty bezpochyby patti k jakékoli instituci, nejen kulturni.
Zdasadni je psat je srozumitelnou formou, priCemz uzsi skupina
publika oceni tyto texty také ve snadném &teni. Zadny Sesky pravni
predpis sice srozumitelny ani snadné ¢teni primo neupravuje, tato
povinnost véak vyplyvd rovnou z Umluvy. I proto v poslednich letech
vyslo nékolik doporucujicich dokumentu.

Doporucujici dokument ochrdnce prav

Jednim z doporuéujicich dokumentu je publikace Kanceldtfe vefrejného
ochrdnce prav ,Jak psdt srozumitelné uredni texty®. Jak uz z ndzvu
vyplyvd, publikace se zaméruje na uredni texty, uvedend pravidla
vSak Ize aplikovat i na jakékoliv jiné texty, tedy i na doprovodné texty
k vystavam, divadelnim hrdm a dalSim kulturnim akcim.

Zdroj: verejny ochrance prdv: Jak psat srozumitelné uredni texty.
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Snadné cteni, zjednoduseny jazyk, easy-to-read

Tato publikace pouziva termin snadné cteni (v ceské verejné spravé
téz zjednoduseny jazyk, mezindrodné easy-to-read). Jde o uzsi

a prisnéjsi metodiku nez srozumitelny jazyk (plain language).
Podrobné vymezeni obou pojmu i ndvod, jak takové texty tvorit,
najdete v kapitole ,Ndstroje a prakticka opatreni®.

Zdroj: Ministerstvo vnitra CR.

Vedeni instituce: Ovéerte, zda vesSkeré prostory vasi instituce
umoznuji samostatny pohyb publika na voziku ¢i doprovazejiciho
dité v koc¢drku. Ovérte, zda jsou internetové stranky ¢i mobilni
aplikace instituce srozumitelné a ovladatelné pro lidi s rdznymi
potfebami. Zajistéte proaktivni pristup k rdznym potrebdm publika
prostrednictvim podpurnych opatfeni. Digitalizujte veskeré tisténé
materidly (pripadné zajistéte jejich digitalizaci), aby byly pristupné
publiku s postizenim.

Zaver

Zajisténi pristupnosti v kultufe neni pouhym projevem dobré vdle,
ale zavaznou prdvni povinnosti, jejiz nedodrzeni mize byt podle
antidiskriminacniho zdkona vnimdno jako protiprdvni jednani.
Kulturni instituce by mély prednostné uplatnovat principy
univerzalniho designu, aby jejich prostredi, informace i sluzby byly

.....
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nutnosti dalSich uprav.

Informagéni pfistupnost vyzaduje poskytovani textl a digitdiniho
obsahu v srozumitelnych formdtech, jako je srozumitelny jazyk
pro Sirokou verejnost ¢i snadné cteni pro lidi s kognitivnim
znevyhodnénim.

Povinnost odstranovat bariéry zahrnuje vedle architektonickych
uprav take zajisténi digitalni pristupnosti a poskytovani
primérenych opatreni pro individudlni potreby konkrétnich
jednotlivca.

Skutecné oteviend instituce aktivné odstranuje fyzickeé, informacni
i komunikacni bariéry, ¢imz umoznuje plnohodnotnou ucast na
kulturnim zivoté vSem bez rozdilu.

Zdroje

CSN 73 4001 Pristupnost a bezbariérové uzivani.

Generdini teditelstvi pro preklady Evropské komise. Jak psdt srozumitelné.
Dostupné z: http://publications.europa.eu/resource/cellar/725b7eb@-d92e-
11e5-8fea-01laa75ed71a1.0002.03/DOC_1

Kanceldr verejného ochrdnce pradv. Jak psat srozumitelné uredni
texty. Dostupné z: https://www.ochrance.cz/uploads-import/ESO/
p%C5%99%C3%ADru%C4%8Dka/Prirucka_srozumitelneho_psani_tisk.pdf

Kanceldr verejného ochrdnce prdv. Lidé s postizenim jako novd mensina:
prdavni vyzvy a souvislosti. Dostupné z: https://www.ochrance.cz/dokument/
lide_s_postizenim_jako_nova_mensina_pravni_vyzvy_a_souvislosti/lide_s_
postizenim_jako_nova_mensina.pdf

Marrdkesskd smlouva o usnadnéni pristupu k publikovanym dilim
nevidomym a zrakové postizenym osobdam ¢i osobdm s jinymi poruchami
¢teni. Svétovd organizace dusevniho viastnictvi (WIPO), 2013. Pro Ceskou
republiku uc¢innd od 1. ledna 2019.

Ministerstvo vnitra CR. Easy-to-read (zjednoduseny jazyk): prirucka a

materidly k Zivotnim situacim. Dostupné z: https://kvalitavs.gov.cz/metodiky-
dokumenty-a-publikace/easy-to-read-etr/
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Obecny komentdr Vyboru OSN pro prdva osob se zdravotnim postizenim €. 2
(2014). Dostupné z: https://www.ochrance.cz/media/obecny_komentar_c._2.
pdf

Rozhodnuti Vyboru OSN pro prdva osob se zdravotnim postizenim ve véci
Henley. Dostupné z: https://juris.ohchr.org/casedetails/3608/en-US

Smérnice Evropského parlamentu a Rady (EU) 2016/2102 ze dne 26. Fijna
20@16 o pristupnosti internetovych stranek a mobilnich aplikaci subjektt
verejného sektoru. Dostupné z: https://eur-lex.europa.eu/legal-content/CS/
TXT/PDF/?uri=CELEX:32016L2102

Umluva OSN o pravech osob se zdravotnim postizenim. New York, 13.
prosince 2006. Pro Ceskou republiku v platnosti od 28. frijna 2009.

Ustava Ceské republiky (Ustavni zdkon ¢. 1/1993 Sb.), ¢l. 10.

Vyhldska ¢. 146/2024 Sb., o pozadavcich na vystavbu.

Zdkon €. 99/2019 Sb., o pristupnosti internetovych strdnek a mobilnich
aplikaci a o0 zméné zdkona ¢. 365/2000 Sb., o informacnich systémech
vefejné spravy a o zméné nékterych dalsich zdkond, ve znéni pozdéjsich
predpisd.

Zdkon €. 198/2009 Sb., o rovném zachdzeni a o prdvnich prostredcich

ochrany pred diskriminaci a 0 zméné nékterych zdkonu (antidiskriminacni
zdkon), ve znéni pozdéjsich predpist, zejména § 3 odst. 2 az 4.
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Ndstroje
a praktickd opatreni

< Eva Vazalova Gartnerové>
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Védet, ze texty selhdvaiji, nestaci. Tato kapitola ukazuje, co s tim
konkrétné délat. At uz spravujete velkou galerii, nebo malé regiondini
muzeum, najdete tu opatreni, kterd Ize zavést bez velkého rozpoctu,
a nékterd dokonce hned zitra.

Pristupnost jako lepsi komunikace

Zahranicni praxe ukazuje, ze pristupnost pro osoby se specifickymi
poruchami uceni nespociva ve zjednodusovani obsahu. Jde o hleddni
takovych forem komunikace, které umozni porozuméni co nejsirSimu
publiku.

Inkluzivni design pomdhd odstranit zbytecné bariéry a umoznuje
vétSimu poctu lidi porozumét obsahu samostatné. Jeho cilem neni
obsah ochudit, ale zpristupnit ho tak, aby k nému méli lidé pristup bez
zbytecné frustrace, nejistoty nebo pocitu selhadni.

Srozumitelny jazyk (plain language): standard, ne kompromis
Jednim z nejucéinnéjsich ndstrojl zpristupfiovdni obsahu je
srozumitelny jazyk (plain language). Jde o pristup, ktery lidem
pomahda rychle najit, pochopit a pouzit informace bez zbytec¢né
namahy.

Plain language nevychdzi z predpokladu, ze ¢tendr mda odborné
znalosti nebo dostatek ¢asu. Naopak respektuje, ze lidé ctou

v rlznych situacich, s rliznou mirou soustiredéni a rlznymi
zkuSenostmi.

Zdakladni principy:
- Jedna véta = jedna informace.
Aktivni slovesa misto pasivnich konstrukci.
Konkrétni slova misto abstraktnich pojmu.
Kratké odstavce a jasnd struktura textu.
Klicové sdéleni na zacdtku.
Bézné srozumitelnd slova misto odborného zargonu.
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Snadné cteni: kdy jit jesté dal

Snadné &teni, v Cesku také zjednoduseny jazyk (termin metodiky
Ministerstva vnitra), mezindrodné easy-to-read, je specializovand
metodika uréena predevsim lidem s mentdlnim postizenim nebo

s vyznamnymi obtizemi v porozumeéni textu. Oproti srozumitelnému
jazyku (plain language) vyuziva prisnéjsi pravidla pro jazyk, strukturu
i vizudini podobu textu a ¢asto zahrnuje ovérovani s cilovou skupinou.
Pokud muzeum pripravuje materidaly primo pro tuto skupinu, je
vhodné pracovat s metodikami snadného ¢teni a jejich ndrodnimi
adaptacemi.

Srozumitelny jazyk (plain language) je Sirsi pristup nez snadné cteni
a hodi se pro vétsinu muzejnich textd uréenych siroké verejnosti.

Verze ,,pro vSechny*“: jeden text, ne dva

Castd chyba je pripravit dvé paralelni verze: odbornou

a zjednodusenou. Vysledkem jsou dvé skupiny v publiku a pocit
s jasnou hierarchii: nejdulezitéjsi sdéleni prvni, detail az na konci
nebo v doplikovém materidlu.
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Digitalni nastroje:
co funguje a jak na to

Digitalni ndstroje mohou vyrazné rozsitit pristupnost bez nutnosti
predéldvat fyzické expozice.

QR kody s namluvenym textem

Nahrajte audioverzi kazdého hlavniho textu a umistéte vedle expondtu
QR kod. Publikum si text prehraje na vlastnim telefonu, vliastnim
tempem, bez nutnosti Cist.

Ptiklady ndstrojd pro pfrevod textu na mluvené slovo (stav k roku
2026):

Natural Reader

Speechify

ElevenLabs

Uvedené nadstroje jsou priklady dostupnych teseni, nejde o doporuceni
konkrétnich komerénich produktd.

Text-to-speech na webu
Zapnéte funkci ¢teni nahlas na webu muzea, napfriklad pro ¢lanky,
popisky vystav nebo blog. Lidé si tak mohou expozici ,precist” jesté
doma, pred navstévou.
Ptiklady ndstroju text-to-speech (stav k roku 2026):
Read Aloud (rozsiteni pro Chrome) - bezplatné, jednoduché,
funguje na vétsiné webl
Speechify - robustnéjsi alternativa s vice funkcemi
Natural Reader - webovd i desktopovd verze
Uvedené ndstroje jsou priklady dostupnych reseni, nejde
o doporuceni konkrétnich komerénich produktd.
Moznosti realizace:
Integrované reseni text-to-speech primo na webu (napftiklad
ReadSpeaker).
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Funkce ¢teni nahlas dostupné v modernich webovych prohlizecich.
Automaticky generované audioverze textl pomoci ndstroji umélé
inteligence.

Orientace v prostoru: vidét
znamena pochopit

Orientace v muzejnim prostoru je pro lidi s dyslexii nebo ADHD jedna
z nejcastéjsich bariér.

Piktogramy a ikonografie

Piktogramy mohou usnadnit orientaci v budové i ve vystaveé. Pfi jejich
ndavrhu vychdzejte z doporuceni v kapitole ,,Orientace a navigace®.
Zameérte se predevsim na jejich konzistentni pouzivani v celém
prostoru a na propojeni s navigacnim systémem muzea.

Zdroje piktogramu:

- ARASAAC - rozsdhld bezplatnd knihovna, vhodnad pro inkluzivni
komunikaci
Widgit - komercni, ale velmi kvalitni a v evropské praxi rozsitend
Flaticon - SirsSi vybér ikon, vhodné pro digitdlni vystupy

Barevné kodovani navigace

Pouzivejte kontrastni barvy a konzistentni barevny systém. Napftiklad:
modrd = vstup, zelend = toalety, zlutd = pokladna. Pomdha to lidem
se specifickymi poruchami uceni i ADHD rychle se zorientovat bez
nutnosti Cist kazdy popisek. Pri vybéru barev ale myslete na to, ze
nékteré kombinace jsou pro lidi s barvosleposti obtizné rozlisitelné,
nejcastéji jde o Cervenou a zelenou. Barevneé kédovani proto vzdy
doplnte i jinym vizudlnim rozliSenim, napfiklad tvarem nebo ikonou.
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Podlahova navigace

Dalsim ucinnym ndstrojem orientace jsou podlahové vodici linie -
barevné pdsy nebo grafické prvky umisténé primo na zemi, které
intuitivné vedou prostorem vystavy. Funguji nezdvisle na schopnosti
Cist a orientovat se podle klasickych popiskd, coz je ¢ini obzvidst
uziteCnymi pro lidi s dyslexii, ADHD nebo se zhorSenou prostorovou
orientaci. Aby plnily svij uc¢el, musi byt barevné kontrastni vici
podlaze, konzistentni v celém prostoru a idedlné propojené

s barevnym kodovdnim, které pouzivate v naviga¢nim systému jako
celku.

Priprava navstevy: snizte nejistotu
predem

Pro ¢dst lidi se specifickymi poruchami uceni neni nejvétsi bariérou
samotnd expozice - je to nejistota z navstévy. Nevedét, co je ceka,
jak dlouho to potrvad, kde co je.

Predndavstévni materialy

Nabidnéte na webu nebo k vyzvednuti na miste:
Zjednodusenou mapku s barevnym kédovdnim a piktogramy.
VizudIni harmonogram navstévy - co a v jakém poradi
navstévnictvo uvidi.
Kratké ukdazkove video nebo sérii fotografii ,co mé cekd v muzeu®.
Orienta¢nim a hmatovym planim se podrobné vénuje kapitola
»,Orientace a navigace®.

Inspirace: Museum of Brisbane nebo Tate Modern nabizeji podrobné

predndvstévni privodce pfimo na webu - véetné fotografii prostord,
informaci o hluku a moznostech odpocinku.
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Vizudlni pfibéh (visual story)

Visual story (nékdy oznacovand také jako social story) je kratky
vizudlini pribéh, ktery popisuje ndvstévu muzea krok za krokem.
PUvodné vznikl v préci Carol Gray s détmi s autismem, dnes se
vyuzivd i v radé dalSich situaci, kdy lidem pomdha pripravit se na
nové nebo nezndmé prostredi. Visual story nemusi byt slozZité - staci
pét az 1@ obrdzkyd s kratkymi vétami: ,Prijdeme ke vchodu. Tam nds
privitd privodkyné. Koupime listek. Pak pijdeme do prvniho sdlu.”

Prostor a odpocinek

Klidova zona

Nabidnéte misto bez silnych vizudlnich nebo zvukovych podnétd, kde
si lidé mohou odpocinout. Oznacte toto misto jasnym piktogramem
a uvedte v prednavstévni mapce.

Klidovym zéndm, klidovym hodindm i senzorickym pomuckdm se
podrobné vénuje kapitola ,,Prostredi®.

Multimedidlni prvky

Informace nabidnéte také formou animaci, kratkych videi nebo
interaktivnich obrazovek. Rizné smyslové kandly usnadnuiji
porozuméni a umoznuji lidem zvolit zpUsob, ktery jim vyhovuje (viz
kapitola , Interaktivni prvky®).

Proc to funguje

Teorie dudlniho kédovdni (Paivio, 1971) popisuje, Zze kombinace
vizudlniho a verbdlniho zpracovani informaci vyrazné zlepsuje
porozumeéni a zapamatovani, a to napric celou populaci, nejen u lidi
se specifickymi potrebami.
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Lidé: nastroj, na ktery se zapomind

Z4&dny piktogram ani QR kéd nenahradi dobte pripraveného &lovéka.
Persondl je souldsti pristupnosti - a jeden z ndstroja, ktery Ize zlepsit
bez investice do technologii.

Skoleni v inkluzivni komunikaci
Vyskolte privodkyné, privodce a daléi persondl v tom, jak
komunikovat s lidmi se specifickymi poruchami uceni:

Mluvte v kratkych vétach a ovérte porozumeéni.

Nebojte se zopakovat informaci jinak, ne hlasitéji.
Nabidnéte alternativu: ,Chcete to vidét na mapce?*
Nepredpokladejte, co druhy Clovék potrebuje. Zeptejte se.

Proskoleni nemusi trvat dny. Plldenni workshop s praktickymi scéndri
staci pro zdkladni zménu pristupu.

Kontrolni body k jednotlivym oblastem najdete v priloze ,,Checklist®.

Klicové body

Pristupnost znamend navrhovat obsah a sluzby tak, aby jim
rozumeélo a mohlo je vyuzivat co nejvice lidi.

Nejlevnéjsi ndstroj je upraveny text. Technologie pomahaiji, ale
nefunguji bez kvalitniho obsahu.

QR kody s namluvenym textem a text-to-speech na webu jsou
minimalni standard.

Piktogram bez textu neni pristupny. Vzdy kombinujte oboji.
Persondl je souédsti ptistupnosti. Skoleni v inkluzivni komunikaci
patti do pripravy vystav stejné jako instalace paneld.
Predndvstévni materidly snizuji uzkost a zvysuji pravdépodobnost,
Ze se k vam lidé vrati.
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Toolkit vyzyvd k akci. Vyuziti praktické ptiru¢éky mdze zménit mnoho.
Staci zacit drobnymi zménami, které pomohou celku. Bariéra

nikdy nevznikd v samotném clovéku. Bariéra vznikd v nevhodné
nastaveném prostredi, Spatnou praci s textem nebo neucinnou
komunikaci. V disledku téchto faktd kulturni instituce ¢asto
neveédomky vylucuji ¢ast publika.

Inkluzivni design tyto potize odstranuje hned. Uprava pro jednoho
Clovéka pomdhd vSem. Krdtké véty a obrdazky usnadnuji Zivot. Pét vét,
které publikum precte, udéla vic nez 20, které preskoci.

Jedno z predstavenych témat jsou efektivni ndstroje pro komunikaci.
Cesta k inkluzi za¢ind online komunikaci. Nezapominejte, ze
marketingovy tym je soucdsti pripravného tymu a pldnuje vystavu
v€as. Hlidd, aby web poddval jasné zprdavy o vSem, co publikum
hledd. Mezi nejddlezitéjsi informace, které publikum hledd, patfi
oteviraci doba, cena a lokalita. Jednotny vizudlni styl vystavy

buduje silnou divéru. Jednoduchd, srozumitelnd komunikace
vyznamné pomdhad k pochopeni obsahu. Dislednost a profesionalita
v komunikaci snizuje obavy ndvstévnikl a zvysuje uspéch.

DalSim tématem je porozumeéni textu. Zde je zasadni kratky text,
ktery Idkd vase publikum. Dlouhy kurdtorsky text skoro nikdo

necte. Pét prectenych vét vyhrdvd nad nezdjmem. Otestovdni textu

v prostoru prindsi vysledky. Velké pismo a kontrast zajistuji Citelnost.
Zaveéry vyzkumu potvrzuji, ze Roboto Flex vitézi nad specidlnimi

fonty. Pamatujte, ze dobre upraveny text nestoji zddné penize.
Naopak, zvysuje potencidlni uspéch celé vystavy. Pokud jsou soucdsti
technologie, funguji jen s kvalitnim obsahem.

Orientace a navigace v institucich mdze mit mnoho bariér. Jedna

z kapitol prezentuje radu doporuceni, které Ize snadno zrealizovat.
Pohyb v prostoru a prehlednd navigace odstranuje stres

z neznama. Pamatujte, Ze lidé intuitivné smértuji po vstupu doprava.
Pokud jsou lidé nejisti, vraci se do zndmych mist.
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Umluva OSN o prdvech osob se zdravotnim postizenim je od roku
2009 zAavaznd i pro CR. Pristupnost neni charita ani dobrd vile.
Naopak zdkon uklddd povinnost tvorit pristupné formaty. Mnoho
z nich naleznete v tomto toolkitu.

Srozumitelny jazyk (plain language) tvofi standard moderni
komunikace. O rozdilech mezi srozumitelnym jazykem a snadnym
Ctenim si prectéte v kapitole ,,Ndastroje a praktickd opatreni®.

Zmeéna mysleni a pristupu nestoji na velkych rozhodnutich ani na
rozpoctech. Za¢ind tam, kde maji muzejni a galerijni tymy motivaci
a chut néco ovlivnit. Zkuste néktery z téchto tipu:
Projit cestu do instituce o¢ima clovéka, ktery prichdzi poprve, od
zastdavky az po prvni sdl.
Nechat uvodni text precist nékoho mimo obor. Kdyz ho nedocte,
text zkratit a test zopakovat.
Vytisknout panel v rediné velikosti a precist prvni vétu z 1,5 metru.
Doplnit k hlavnim textidm QR kdd s audioverzi.
Usporddat puldenni $koleni persondlu v inkluzivni komunikaci.

K zavedeni poznatki z toolkitu do kaZzdodenni prdce slouzi
checklist. Ten vznikl s cilem pomoci prakticky odstranit prekdazky
v institucich. Jde o praktického pomocnika pro kazdodenni prdci
v muzeich a galeriich.

Instituce tvofi inkluzivni prostor pro spole¢nost. Inkluze mize ménit
instituce v lepSi misto. Zakladem pro uspésnou vystavu je vyskoleny
persondl, ktery tvoti srdce celé galerie. Investice do lidi prindsi
nejvétsi zménu. Kazdym krokem muzete pomoci k pristupnosti,
kterd dava smysl. Budoucnost galerii lezi v otevfenosti a pristupnosti
k publiku. Zména instituce muze zaéit pravé ted a tady. Publikum
tuto zménu oceni.
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Your museum may boast an excellent collection, thoughtful
programming, and a dedicated team, yet a part of your audience
might still be left out feeling confused and misunderstood. This has
nothing to do with your content not generating enough interest, and
everything to do with something standing in the way: barriers and
walls which were unintentionally put there by the very people who
make your museum.

Such obstacles are not actually tied to specific groups of people.
They stem from issues in the environment, text, wayfinding, and
communication, and can be addressed as such.

The toolkit you’re reading right now originated as part of the
Museums Without Barriers project at the Faculty of Multimedia
Communications at Tomas Bata University in Zlin, running from

2023 to 2026 with support from the Technology Agency of the Czech
Republic. The project examined how to make museums and galleries
accessible to as wide an audience as possible, with particular
attention to people with specific learning difficulties. It didn’t start
at a desk; it draws on interviews with representatives of cultural
institutions, eye-tracking research at the Gocdr Gallery in Pardubice,
Czech Republic, two surveys, and pilot testing during Zlin Design
Week.

While the research this toolkit is based on focuses mainly on
audiences with specific learning difficulties (SpLDs), most findings
have proven relevant for wider visitor groups as well. Throughout the
text, we therefore distinguish between findings drawn directly from
research on people with SpLDs and statements about the audience
as a whole. The result is a practical tool for people who strive to be
the active co-creators of museums and galleries every day.

And that’s you: curatorial teams, graphic designers, marketing and

PR professionals, production staff, exhibition architecture teams, and
institutional leadership. This publication assumes no prior knowledge
of accessibility or inclusive design. Some of you may be approaching
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this topic for the first time; others already have experience and are
looking for further impulses, tools, or tangible research data. There’s
something here for both.

We must point out that accessibility as we use it should not be
understood as an additional service provided to a narrow group of
people. Measures that help people with SpLDs generally make things
easier to navigate and understand for many other groups too: people
who are tired, in a hurry, accompanied by small children, or simply
not fond of long text in small print. Accessibility is an integral part

of a well-designed museum. Not a compromise, not charity—just a
smarter way of doing things.



How to use this publication

This document is not meant to be read from start to finish. Start with
areas you feel need improvement most urgently, or wherever you see
the greatest opportunity for change.

The opening chapters explain why accessibility belongs in today’s
museum, what concepts it encompasses, and specifically whom the
proposed measures help, exploring in detail what kinds of people
museums are unintentionally losing today, and how we can make
their visit easier. Next comes an overview of the project and the
research methods behind the publication.

The main part of the toolkit covers five areas of the visitor journey:

+  Marketing communication explores how the decision to visit
starts with a simple search, usually at home on a computer or
phone screen, not at the museum door.

- Text and typography determine whether the content provided is
read and understood by visitors.

- Wayfinding and navigation look at ways of reducing the stress
of disorientation and allowing people to move through the gallery
space without depending on staff.

- Interactive elements can engage visitors in the program, as long
as they are simple, predictable, and easy to understand.

- Physical space encompasses the physical and sensory
environment of a visit, which can communicate even without
words.

Each chapter builds upon research findings by providing specific
recommendations and useful tips organized by professional role,
so everyone can quickly find what applies to their own work. The
publication closes with an overview of existing tools and the legal
framework.
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Checklist

The toolkit also includes a double-sided checklist designed as a
standalone worksheet. Print it out and take it straight into your
exhibition. One side covers the five key areas, while the other offers
statements for self-assessment. Each item allows you to see what a
well-designed gallery or museum space achieves. The checklist was
pilot-tested with gallery and museum professionals at Zlin Design
Week and works as an easy first step you can take right away, even
without reading the whole publication.

Many interventions this document describes do not require major
investment or specialized expertise. Mostly, they require a willingness
to look at your own institution through the eyes of an audience that
hasn’t yet found its way in.

Thank you for doing this work.
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It’s a week before opening. A curator does a final check on the
exhibition, going through each info panel. Every block of text seems
to be factually correct, with every sentence in exactly the right place.
Then they try to read through the panels while standing to see how
much time it takes. However, they promptly give up after the third,
suddenly realizing that hardly anyone in the audience is going to
read all of them.

This is not a failure on the curator’s part. Nor is the text at fault here.
This very moment is when intention meets reality. Text that works

on paper may not work for people with limited attention, people in

a hurry, people who are not native speakers, or younger audiences.
Museums often discover this only once it’s too late to do anything
about it.

This chapter explores how such moments come about and how we
can address them. However, the goal here is not to make your team
forget everything they know, but rather to make them perceptive to
these issues and equipped to deal with them.

Text is an obstacle for 30% of visitors

The opening scenario is certainly not far-fetched. It’s a pattern
that repeats across museums and galleries, and it affects far more
people than institutions realize.

Research conducted within the Museums Without Barriers project
revealed that up to a third of the adult population reports difficulties
with reading. That includes both people with diagnosed dyslexia as
well as people who struggle with reading in stressful environments.
In other words, roughly one in three people who walk into a museum
may perceive written text as an obstacle.
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What the research says

The research combined eye-tracking analyses, surveys, and
interviews involving museum and gallery visitors. The sample
consisted of 388 respondents, of whom 30.6% reported some
form of reading difficulty: people with diagnosed dyslexia (4.7%),
people who have yet to address their reading difficulties (5.1%), and
people with occasional reading difficulties in stressful situations
(20.8%). The research was carried out by the Faculty of Multimedia
Communications, Tomas Bata University in Zlin, from 2023 to 2024,
as part of a project funded by the Technology Agency of the Czech
Republic. (Museums Without Barriers project, 2023-2026)

The eye-tracking analysis showed that exhibit labels only attract 1%
of people’s visual attention on average. Museums and galleries put

a lot of effort into the written content of exhibitions, yet text isn’t the
main way audiences actually receive information in an exhibition.
Moreover, 60% of respondents affirm their openness to reading texts
that would be shorter. What that tells us is that people want to read
the text, but what matters is how it’s written.

Accessible text isn’t just a solution for people with dyslexia either.
Short sentences, a clear structure, and plain language help deaf
people who may have learned the local language as a second
language. They further help people with visual impairments, who
might be able to take on a short text but not a long one. They help
people who speak the language well but not perfectly. And they
help people who are short on time, tired, or simply need to get their
bearings quickly. A solution designed for one group improves the
experience for everyone.
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The domino effect: one person’s barrier excludes

a whole group of people

Data confirm that an obstacle in the form of text has structural
implications. If a young family member has dyslexia, the whole
family tends to visit galleries significantly less often. This relationship
has a strong statistical significance (p = 0.0005), meaning it isn’t
chance but a systemic pattern. One unresolved issue excludes more
than one person at a time.

As we can see, the scope of this issue is not negligible. Let’s take a
closer look at what we can focus on and how we should even talk
about barriers and accessibility.

From barrier-free access to
inclusive design

For most galleries and museums, accessibility is a known topic. Yet
when you ask three different people on your staff about it, you'll
likely get three different answers. One might focus on wheelchair
access, another will mention audio guides and AI, a third might open
with website accessibility. All of these answers are correct in their
own right, each one approaching the subject from a different angle:
physical space, technology, and communication. Without a shared
framework, it’s hard for an institution to agree on what it’s actually
trying to address.

Institutions often fail to be accessible not for a lack of willingness,
but rather because there’s no shared language, or shared idea, of
what an accessible cultural program actually means and what it
should look like.

14

The difference between barrier-
free access and accessibility

Barrier-free access is a term most institutions are familiar with.

It refers to complying with the law on the most basic elements: a
ramp at the entrance, an elevator, an accessible restroom. These
are important baseline conditions, not the goal. Barrier-free access
deals with physical obstacles and represents the minimum legal
requirements.

Accessibility is a broader term. It covers four areas that together
make up an accessible visitor experience: physical accessibility
(space, wayfinding, orientation), accessibility of programming and
services (guided tours, workshops, interactive elements, and how
exhibits are interpreted and labeled), accessibility of information
(website, marketing, online communication, information about the
exhibition and the institution), and accessibility of human resources
(staff, training, the ability to assist and communicate).

All of these areas are intertwined. An exhibit label needs to be
physically accessible (placement, lighting, contrast), accessible in
content (plain language), and accessible in the way it is interpreted
(programming). If one of these aspects fails, the whole thing doesn’t
work. And conversely, when accessibility is built into every aspect,
the result can be a meaningful experience.

Four areas of obstacles and accessibility

In her work, Ivana Kocichovad (2016) defines four key areas of
obstacles in Czech museums: architecture, presentation, information
and wayfinding, and communication. This toolkit builds on her
research and takes it further, moving from types of obstacles

to areas of accessibility as properties of the service as a whole.
Accessibility doesn’t mean removing individual obstacles one by one.
Instead, it is a systemic quality of an institution.
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Inclusive design

Inclusive design goes even further. Instead of asking whether legal
requirements are being met, it asks who is being unintentionally
excluded. It is a process that actively looks for situations where
people are excluded from the museum and brings those very
people into the process of designing solutions. Kat Holmes calls
these situations of exclusion a “mismatch.” From the perspective
of inclusive design, an obstacle isn’t a property of a person. It only
materializes at the intersection of a person and a poorly designed
environment, text, or service.

Mismatch: an obstacle seen as a relationship, not a flaw

Kat Holmes (2018) claims that exclusion rarely happens on purpose.
It arises when an institution designs a program around its own
assumptions about the visitor—their ability to read in the language
of the exhibition, hear the commentary, stand for long periods, find
their way around an unfamiliar space, their knowledge of art history
terminology, and their readiness to ask questions.

Inclusive design shifts the lens. The problem isn’t “a person with
dyslexia” or “a deaf visitor.” Instead, it is poorly designed text,
unclear instructions, an inaccessible booking system, or poorly
trained staff who don’t know how to assist visitors.

Universal design

Universal design is the ambition behind all of this: designing
environments, services, and information so that as many people
as possible can use them from the outset, without the need for
later adaptations. The seven principles of universal design cover
equitable use, flexibility in use, simple and intuitive use, perceptible
information, tolerance for error, low physical effort, and size and
space for approach and use. Together, they work as a practical
checklist for an inclusive museum.
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The relationship between inclusive and universal design can be
described as follows: While universal design shows what we want to
achieve (an environment usable by everyone), inclusive design shows
the process that gets us there. In practice, that means involving
people who encounter obstacles not just in testing a finished
solution, but in designing the program and the whole experience
from the start.

Why does this matter? Because an institution that settles for a step-
free entrance can still be excluding people through an inaccessible
website, unclear text, or staff who don’t know how to help. Similarly,
an institution that applies these principles mechanically can still
overlook the experience of the very people it’s designing for.

What all of these situations have in common is one thing: an obstacle
doesn’t mean that something is wrong with a person. It means that
something’s wrong with the environment.

The visitor is not the issue

Let’s say a museum is planning a new exhibition. The team is
discussing how to make it accessible. Among the proposals are

an audio guide, closed captions, and simplified text. Each solution
targets a specific group of people. However, we often forget to ask:
why is the text written in a way that needs simplifying in the first
place? And why do we treat an audio feature of the exhibition as an
add-on for a special group instead of building it for everyone?

What happens if an institution stops addressing “special needs” and
starts analyzing the obstacles in its environment? Research shows
that obstacles do not exist in isolation. They enhance one another
and, together, exclude audiences from the museum, both physically
and figuratively. Someone who runs into three of these obstacles on
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their way in will likely give up on the visit altogether. An inaccessible
website compounds with inconvenient opening hours; a lack of
information compounds with uncertainty about whether they’ll even
be able to get there. One problem amplifies the next.

Eight types of barriers according to Kay, Wong,

and Polonsky (2009)

A study mapping cultural participation identified eight systemic
barriers that together determine who does and doesn’t make it into
a cultural institution:

1. physical access (building, transport, parking);

personal access (assistance, staff, communication);

cost (admission, incidental expenses);

time and timing (opening hours, booking);

product (the form and content of the program)

personal interest and peer group (a sense that “this is/isn’t for us”);
socialization and understanding (knowing the rules and what to
expect);

8. information (availability, clarity, timing).

NOoOA KN

Taking a systemic approach to
accessibility

Community partnership

One example of what systemic change can look like is the Louvre-
Lens museum in northern France. Even before its new building
opened, the institution kept the public informed about what was
coming. For deaf audiences, it produced videos in sign language
and offered tours led by a deaf guide, who appeared not as an
interpreter for a hearing guide, but as a direct representative of the
institution. She explained the context behind the building, why it was
set in Lens, and what it would house. This offered deaf audiences
not just information in sign language, but also a way to identify
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with the Louvre. When information is shared by someone from the
community who also represents the institution, it builds trust and
loyalty. This also increases the odds of people coming back.

A similar approach is used by the Czech film festival One World
and the Center for Architecture and Metropolitan Planning (CAMP)
in Prague. Both produce sign-language videos on various topics,
ranging from festival programming to announcements about covid-
related closures. Information in Czech Sign Language, produced
directly by deaf people, is part of the communication strategy
itself.

Representation

Museum entrance is not the only place barriers can occur.
Oftentimes they come about even before the visitor ever sets foot
in the museum: failing to find information about programming,
encountering a website with no accessibility features, or simply not
seeing anybody to identify with among other visitors.

They can also be embedded in the structure of the institution,
reflecting whose stories and works are represented in the collections,
who is visible as a creator, as a subject, as a bearer of cultural
heritage. If a museum does not make it a habit to exhibit works of
people with disabilities and if their experience is not reflected in the
overall story being told, then a barrier exists even before a single
ticket has been sold.

The good news is that inclusive solutions have one clear upside:
they benefit all visitors. When the One World festival and CAMP
began providing live captioning for selected events (debates,
lectures, openings) for people with hearing loss, hearing visitors
started using and appreciating it too. Captioning benefits several
groups of people at once: people who speak Czech as a second
language, people unfamiliar with expert urban planning and
architecture terminology, and ultimately anyone who just wants
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text to lean on while following a discussion. Live captioning stopped
being a measure for deaf audiences and became a standard part of
event production.

Curb-cut effect

Curb cuts were originally created in response to barriers that made
it impossible for wheelchair users to move independently through

a city. Their spread is closely associated with student activism in
Berkeley in the late 1960s and early 197@s. Today, they’re also used by
people with strollers, suitcases, walkers, shopping carts, or bicycles.
This is known as the curb-cut effect: an adaptation designed for one
group ends up removing a barrier for many others as well.

The same applies to museums and galleries. Providing a transcript
for a lecture does not just benefit deaf people but also visitors who
are unfamiliar with technical terms or prefer written language for
other reasons. Captions are useful for other groups beyond deaf
audiences; they also help people watching the video with the sound
off, in a noisy space, or in a foreign language. An accessible solution
is not a compromise but rather a solution that works for a wider
audience.

Uncertainty as a barrier

Posting a photo of the entrance on the website works the same way.
CAMP as well as several Prague movie theaters have added a photo
of what their entrance looks like alongside the address, opening
hours, and a map of the area on their website. This stemmed from

a realization that people who visit their institution for the first time
experience a lot of uncertainty. Oftentimes they ask themselves
whether they’ll find their way in and wonder if they even belong
there, which can lead to frustration or even discourage them from
attending altogether. Adding a simple photo may seem like a small
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gesture, but it may well decide whether a person feels welcome. And
that isn’t just true for people with disabilities; any first-time visitor
can benefit from this measure.

Involving diverse groups of people in program design

The UK’s Design Council (2006) framed inclusive design as an
approach that involves as many people as possible from the very
start of designing a program or service. Its key principle is: “They
include you.” Inclusive design doesn’t mean a separate offer for
“special groups.” It means environments and services designed to
work for a diverse audience. The report The Principles of Inclusive
Design stresses that solutions designed with inclusion in mind tend
to improve the experience for the majority as well.

Environments, texts, websites, staff, communication, programming,
and exhibitions are all places where barriers can arise and can also
be dismantled. Change starts with a simple question: what can be

done better?

Principles of inclusive design

A curator, a graphic designer, and a director meet to discuss an
exhibition. The topic of accessibility comes up. One suggests a tactile
model of an exhibit, another a more legible font for labels, another

a budget line for a stair climber. All three are good ideas. Yet, by the
end of the meeting, no actual progress has been made. Individual
measures only address individual barriers.

Inclusive design asks where these barriers come from in the first
place, and gives the team a shared framework and concrete next
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steps. Barriers arise because museums repeat familiar patterns
without realizing who they exclude along the way. Kat Holmes calls
these exclusion habits: not intent, not indifference, just learned behavior.

Inclusive design is not the outcome. It’s a process. The key
questions to ask here are: who’s at the table when an exhibition,

a communication campaign, or an educational program is being
designed? And whose experience serves as the starting point for the
discussion?

The following five principles do not work as a checklist to go through.
They represent a mindset that can help a museum design its spaces,
content, communication, and programming.

Principle 1: Address points of mismatch, not diagnoses
When we think of blind audiences, we usually assume they’ll be
able to read text in Braille. However, many visually impaired people
do not use or cannot read Braille. The problem isn’t them—it’s our
assumptions about what they need.

A mismatch occurs when the museum’s offering and a specific
person’s needs are not aligned. This doesn’t mean there’s anything
wrong with that person. The mismatch merely informs us about a
blind spot in our service. Once we know where to look for it, we can
find out what that person actually needs.

Why this works

Holmes (2018) defines “mismatch” as a key barrier pertaining to a
relationship between an institution or environment and a person,
not a property of the person. Shifting the focus from “who has the
problem” to “where is the mismatch” opens room for solutions that
actually work, and that tend to benefit other audiences as a bonus.

22

Principle 2: Design the whole journey, not isolated measures
The visitor experience doesn’t start at the museum door. It usually
starts at home, the moment a person decides where to go. They
search for upcoming events, opening hours, and ways to get there.
They encounter obstacles in the form of opening hours being hard
to find, no directions to the venue, and uncertainty about what to
expect once they arrive. Which stop is the best to get off? How
much is the ticket? Is there an accessible restroom or a hearing
loop on site? Is the tour interpreted into sign language? Will there be
somewhere to sit?

The One World festival treats the journey to the venue as part of

the visitor experience. On top of providing the physical address,

its website includes directions from the nearest stop, information
about accessible parking, and a detailed route description for blind
visitors. None of these measures are difficult to implement. However,
together they send a powerful message: “We see you, even before
you reach our doors.”

Why this works

Kocichovd (2016) defines four areas of barriers in museums:
architecture, presentation, information, and communication. This
toolkit builds on her framework and takes it further, moving from
types of obstacles to dimensions of accessibility as properties of the
service as a whole. A museum isn’t a space. It’s a journey.

Principle 3: Offer more than one way to engage

Imagine a sculpture in a gallery. It is well-positioned and properly lit,
and next to it are a tactile model, an audio description you can listen
to on headphones, and a screen with a short video in sign language.
In it, deaf actress Emmanuelle Laborit describes how the piece
affects her and what emotions it evokes in her, not as a curator, but
as someone with a relationship to the sculpture. The same video and
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audio description can be found on the website next to a picture of
the sculpture.

The same applies to texts. Core information in plain language helps
not only people with SpLDs, but also people whose first language is
different from the local language, first-time visitors, or people with
limited time for their visit. A more in-depth layer can still be present
for those who want to explore the subject further.

Inclusive design does not mean one solution for all. It means a range
of ways for audiences to enjoy the museum, the exhibits, and the

art, and to engage with the program in a way that makes them feel
welcome.

Why this works

The Smithsonian Institution (2010) states this principle as follows:
content should be accessible at more than one intellectual level and
conveyed through more than one sensory channel.

Principle 4: Reduce unnecessary cognitive load for everyone
Texts that are too long, too technical, and hard to read only serve to
discourage audiences. Conversely, shorter texts make people more
willing to read and more likely to remember what they’ve read.

Text doesn’t fail because people don’t want the information. It fails
because the cognitive load associated with it is too much to handle
for the person in an environment where they are standing, processing
several stimuli at once, working with a different level of language, and
operating with a limited attention span.

Reducing that load leads to an improved experience by design. A good
visitor experience is supported by less text and shorter paragraphs, a
clear hierarchy of information, clear wayfinding, enough quiet zones
and places to sit, maps that show the quieter parts of the exhibition,
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and space where one can simply pause for a moment.

What the research says

Data from the Museums Without Barriers project show that labels
attract, on average, roughly 1% of visual attention, and that 60% of
audiences would welcome shorter texts.

In a Cabinet of Wonders survey (Pilka and Ulahelovd, 2024), long
or complicated texts came out as the most common source of
annoyance among 16 factors surveyed.

Principle 5: Design with people, not for them

When a museum professional invited an expert who uses a
wheelchair as a guest speaker to a panel discussion on accessibility,
they thought they had checked the accessibility of the auditorium
thoroughly. However, it hadn’t occurred to them to check whether the
stage was accessible as well. That’s because they were designing an
accessibility measure for the people, not with them.

The difference between these approaches may seem nuanced, but
it’s crucial in practice. Before designing its Calm Room, the National
Gallery Singapore first ran a series of interviews and workshops with
neurodivergent visitors. Only then, after hearing their input, did a
design for the space take shape. In its first year, the room welcomed
more than 22,000 neurodiverse visitors.

A deaf person, a person with dyslexia, or a person with a visual
impairment are not mere recipients of accessibility measures.
They’re experts on the barriers they face and their own needs and
can quickly point out places where an institution is falling short.
They’re people whose experience you can’t do without.
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Why this works

Holmes (2018) refers to people with lived experience as “exclusion
experts” and stresses that inclusive design requires relationship and
trust throughout the whole process, not just testing a finished result
at the end.

Why inclusive design deserves our
attention

The principles of inclusive design described in the previous section
are practical tools that change how an institution operates, both
toward its audiences and within itself. There are several more
reasons why they deserve our attention.

Quality for all

An accessible solution ultimately improves the experience of a wider
audience than it was originally designed for. An easy-to-read label
may well help a person with dyslexia but also those who are in a
hurry, do not speak the language well, or have only limited time for
the visit. Clear wayfinding helps a first-time visitor as well as parents
with a stroller or a curator setting up an exhibition in an unfamiliar
space. A photo of the entrance on the website, clear wayfinding, and
easy-to-read labels are no special measures. They’re just signs of a
genuinely accessible institution.

New audiences and greater reach

Not only do accessibility measures help reduce barriers for
existing audiences; they also help open the institution up to
new audience groups that had been left out. People who feel
represented and welcome within an institution tend to come
back, bringing their family, friends, and other people from their
community with them. Audience loyalty builds slowly and is lost
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quickly. Accessibility is one of the most direct paths to building
it.

Innovation

Looking for an accessible solution means looking for a better
solution. The constraints accessibility introduces push the

team towards thinking more precisely about what it wants to
communicate, and to whom. Touchscreen technology in phones
came about from the need to operate a computer without a
keyboard for people with hand injuries. Today, everyone uses
some version of it. The constraints of accessibility lead to solutions
that end up working for everyone. Accessibility is a catalyst for
innovation.

Team and institutional culture

Accessibility also applies to people who are part of your team.
Research shows that roughly 30% of professionals have some form
of disability or health condition. Most of them keep it hidden at work
for fear of being seen as less capable, their work relationships being
negatively affected, and hindering their career advancement. In an
environment where accessibility is discussed openly and solutions
are simply part of standard operations, people don’t have to live with
that fear. Moreover, an institution that attracts a diverse team also
tends to think about its programming in a more diverse way.

Accessible environments attract and retain talent

Workplace accessibility determines who can keep working in

your institution long-term. Data show that 22% of neurodivergent
candidates have turned down a job offer because of the workplace
environment, compared with 8% of neurotypical candidates. A
further 15% of neurodivergent employees have left a job because

of how the physical space was designed. An institution that doesn’t
consider accessibility isn’t just missing out on inclusivity. It’s losing
access to a diverse pool of talented specialists who could have been
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a part of its team. (Turner, Herschel, and Bach, 2019)

Providing clarity and saving time

Accessible solutions are often clearer and cheaper to manage. Clear
wayfinding in a building reduces the number of questions staff have
to field. In hospital settings, where the issue of people getting lost
and overloading staff with repeat questions has been systematically
documented, a shift towards a functional wayfinding system has
led to measurable relief for both staff and patients. A clear website
with well-structured content is easier to update and lasts longer.
Accessible label templates save time for curators and graphic
designers alike. The return on investment in accessibility is less extra
work down the line.

Wayfinding in hospitals: how clear navigation eases

the load for everyone

A Czechdesign project on wayfinding systems in Czech hospitals
(20230; 2023b) documents a recurring set of problems: patients get
lost, experience the stress of disorientation, and overload staff by
asking for directions. Visual clutter, an excess of signs and labels,
and unsystematic signage make things worse. Prototypes of a

new wayfinding system, tested live at Bulovka University Hospital,
showed that well-designed wayfinding reduced the burden on staff
and improved the experience for all patients, including those with
disabilities.

The same logic applies to museums and galleries. A wayfinding
system designed with people who are prone to getting lost in the
space in mind helps the whole audience, and frees up staff capacity
for more meaningful interactions.
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Legal mandate

In its updated 2022 official definition, the International Council

of Museums (ICOM) explicitly states that a museum is inclusive.
Accessibility isn’t an add-on. It’s part of an institution’s mission.

The right to cultural participation is also embedded in international
law under the UN Convention on the Rights of Persons with
Disabilities (CRPD, Article 30). More details can be found in the “Legal
Framework” chapter.

ICOM’s museum definition (2022)

“A museum is a not-for-profit, permanent institution in the service of
society that researches, collects, conserves, interprets and exhibits
tangible and intangible heritage. Open to the public, accessible and
inclusive, museums foster diversity and sustainability.”

Neurodiversity and cognitive
accessibility

One area often overlooked when talking about accessibility is
cognitive diversity. The ways in which different people process
information, read text, find their way around a space, and respond
to sensory input can vary enormously. A museum or gallery setting
places specific demands on all of that at once: standing, moving
around, processing visual and auditory input, reading text, and
finding your way around an unfamiliar space, all at the same time.

Neurodiversity isn’t synonymous with a diagnosis. It refers to a
natural spectrum of ways the human brain works. Dyslexia, ADHD,
autism, dyspraxia, and anxiety are all part of that spectrum.
However, cognitive overload isn’t a sensation unique to people with
a diagnosis, as it may well affect first-time visitors, people who've
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had a hard day, or people navigating a space in a language that isn’t
their own. There’s a limit to how much attention each of us can pay.
Visual and auditory noise in an exhibition isn’t a neutral backdrop.
It’s a burden. Too many info panels, too many labels, too much
ambient noise, confusing wayfinding, or simply too many visual
elements in one place drain the attention of the visitor before they
even reach the content they came for.

Cognitive load: what the research says

Cognitive load theory (Sweller, van Merriénboer, and Paas, 2019)
describes the limits of human working memory. It can hold five to
nine pieces of information at once, and only for about 2@ seconds.
When an environment or a message exceeds those limits, a person
doesn’t process the information; they become overloaded.

Environmental stimuli such as visual clutter, noise, or confusing
wayfinding take up working-memory capacity before a person even
reaches the content. Fisher, Godwin, and Seltman (2014) found that
children in an over-decorated learning environment scored lower
and had more trouble staying focused than children in a simpler
environment. Their working memory was busy processing unwanted
stimuli around them.

The same mechanism is at work in a museum exhibition. Timpson
(2025) frames the goal of a cognitively accessible museum this way:
audiences should spend their cognitive energy on the content, not on
accessing it.

Cognitive accessibility is a broad area of expertise that relates to
the physical space (clear structure and quiet zones), texts and labels
(length, structure, language), wayfinding (clear points of reference,
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sensory maps), and interactive elements (clear instructions for use,
feedback). Solutions designed with cognitive accessibility in mind
improve the experience for every visitor.

You can read more about specific groups and types of barriers in
the chapters “Who Do We Do This For?,” “Text and Typography,”
“Wayfinding and Navigation,” and “Interactive Elements.”

Curators: Take the floorplan of one room in a current or upcoming
exhibition and mark where it’s noisy, where there’s a lot of visual
stimuli, where there’s no seating, and where visitor traffic intersects.
Then mark where the most important exhibits and texts are.

Do places with the greatest load overlap with places where you
want the audience’s fullest attention? Each such spot is a design
opportunity. A small change in the space can determine whether an
exhibit becomes memorable or gets overlooked.

Marketing staff: Walk the route to your institution through the eyes
of someone visiting for the very first time, with no idea what to
expect. Start from the bus stop or the parking lot. At every step, ask
yourself: where might someone hesitate, lose their bearings, or give
up? Where is information missing? The result is a first-visit guide: a
document that reduces uncertainty before the visit and increases the
likelihood of people actually making it all the way to your door.

Management: For one day, document what people ask most often:
where are the restrooms? How do I get to the second floor? What
is the exhibition about? Each repeat question represents a barrier
in wayfinding or information as well as burden on the staff. A
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more accessible environment doesn’t just remove barriers for your
audience. It reduces the operational burden on the whole institution
and allows staff to do more meaningful work.

Educators: Take one interactive element or task you use in your work
and let someone who’s never used it try it out without providing any
explanation. Watch what they do closely. Where do they stop and
why? At what point do they take a wrong turn or click on the wrong
thing? Where do they give up? This is the fastest way to find places
with hidden barriers. Each one is a chance to design the program
better, so it works for a wider range of people without anyone having
to ask for a concession.

Conclusion

Our curator from the opening paragraph gave up after the third info
panel, realizing that no one was going to read all the text they had
written. This realization is the starting point. Inclusive design doesn’t
have to begin with a major decision or a new budget line. It begins
the moment someone stops and starts asking: who are we actually
designing this program for, and where are we creating barriers?

Embedding accessibility into everyday work is a gradual process.
It can happen when we write texts, plan exhibitions, update our
websites, or train a new colleague. All it takes is starting where you
already have the room and the ability to effect concrete change
today.

The ,Checklist® provided at the end of this publication is a good first
reference point. It covers the five areas of the visitor journey and
helps you figure out where there’s room for improvement.

32

Summary

A barrier doesn’t originate in a person. It comes from the
environment, text, wayfinding, or communication.

One in three people who visit a museum may perceive text as a
barrier.

Inclusive design is a process that asks the question: who are we
unintentionally excluding, and how do we change that?

A solution designed for one group improves the experience for a
much wider audience.

A more accessible institution is a better institution, both for its
visitors and for the team who works there.
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Museums are visited by people of every generation, and it’s

the museum team’s job to provide them with the best possible
experience. Not everyone perceives the world in the same way,

and many people run into hidden barriers that make museum
language hard to understand. This chapter shows you how to adapt
the environment and communication in galleries and museums to
make them accessible to everyone. You'll learn how small changes
to the way exhibitions are organized can open the door to everyone,
including people who see the world differently.

A museum without boundaries

Why equal access matters

Enabling everyone to participate, without exception, is the foundation
of a healthy society. It helps build tolerance, solidarity, equal access
to education, and respect for every kind of uniqueness. When people
with different abilities and lived experience join forces on a team,

it naturally boosts creativity and overall satisfaction. In line with an
increased focus on inclusivity, museums, too, are working to make
cultural heritage accessible to diverse audiences. In doing so, they’re
responding to recent developments in the field and transforming
themselves into living spaces for dialogue, becoming places whose
moral duty is to serve the whole community.

The museum audience

In the past, museums and galleries exclusively served the upper
classes as well as the scientific and artistic communities. Today,
virtually anyone can walk through the door. For most, the first
encounter comes in childhood, on mandatory school trips. Today’s
audiences are incredibly diverse. Younger generations look for
visually attractive spots for social media, while families want
interactive exhibits. Adults want to spend their free time actively with
friends, tourists are chasing new experiences, and older visitors are
looking for deeper meaning or a spiritual dimension.
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The main incentive for a visit are personal interests and desire for a
meaningful program. After all, people use culture to meet important
psychological needs. The strongest of these is the need to belong.
If our friends go to exhibitions, we’re happy to join them. But the
reverse is true too: if we avoid cultural life, we risk being gradually
excluded from our community.

Six needs that bring people to museums

R. Johnovd has categorized people’s reasons for visiting cultural
institutions into 6 areas based on different underlying needs. These
are aesthetic experiences, the need for continuity and connection
with the past, the need for social belonging, the need to learn, the
need for admiration and respect toward something, and the need to
rest. (Johnovd, 2008)

What motivates people to visit

Drawing on research about museum attendance, Friedrich
Waidacher concluded that the most common reason for visiting a
museum is an individual’s leisure activities and interests. People
want to do something worthwhile, gain new experience, and have
a chance to learn. At the same time, they want to be around other
people, feel comfortable and at ease in the space, and actively be
part of something. (Waidacher, 2000)

Free time and the reference group

The phenomenon of spending free time in line with your reference
group has an effect on the attendance of museums and other
cultural institutions. “Members of certain social groups can’t, in
effect, freely decide how they spend their free time: their choice of
activity is shaped by the need to conform to the lifestyle, values,
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social status, and attitudes of their reference group.” (Kesner, 2005,
p. 101)

Limits in the museum space

Each of us carries our own personal history with cultural institutions.
All it takes is one bad childhood experience, such as a mandatory
school trip where you were exposed to dull monologues and forced
to walk through the exhibition slowly, quietly, and without any way
to engage, to forever brand museums as dull places in your mind.
The space itself, its structure, and the way information is delivered
determine what kind of experience the audience leaves with. How
we choose to present knowledge can affect whether people actually
understand it.

When we don’t understand what’s being shown, it’s easy to feel
embarrassed and uneasy. When an environment stirs up negative
feelings in us, we want to get out of it as fast as possible. Put simply,
no one goes to an exhibition voluntarily if they don’t feel comfortable
there, even when they have a strong desire to learn and belong.

An exhibition works as a code

French sociologist Pierre Bourdieu put it plainly: “Anyone who doesn’t
speak the language of the museum, who doesn’t feel competent
enough to visit one, won’t come.” Traditional exhibition design often
works as a kind of code. (Davidson Schuster, 1995, in Kesner, 2000, p.
38)

The ability to decipher this code isn’t innate. It is a learned skill, picked
up through education and family. Family and social background
therefore have a major influence on how we understand art.
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When the museum’s language seems foreign

Not understanding the language of museums is one of the main
reasons some people never visit one, or leave quickly if they do. The
museum environment feels incomprehensible and foreign to them.
(Doldk, 2008, p. 88)

Ultimately, people who find the content, or the way it’s delivered,
hard to understand tend not to want to visit museums.

Diversity in how people perceive
museums and other spaces

People perceive and process information in different ways. This
diversity and difference in how we experience the world is described
by the terms neurodiversity and neurodivergence. This approach

is not about defining what’s in the norm and what falls outside it.

It simply describes the natural diversity of human thought. Every
human brain works uniquely. Neurodiversity, then, isn’t limited to
specific groups: it covers all of humanity, and every brain processes
the world a little differently. In a sense, everyone is neurodiverse,
since how a brain works differs, to some degree, from person to
person.

There is a portion of the audience where this departure from the
majority pattern in terms of perception is more noticeable. We refer
to this group of people as neurodivergent, which includes people
with autism spectrum disorder, highly sensitive people, people

with attention deficit disorders, and people with specific learning
difficulties. The question we need to be asking ourselves is not

how these people are different, but rather what it is in our space
that does not work for them. The key is to look for places where
barriers are present in our environment that don’t account for their
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differences. As a bonus, measures that help these people usually
make the visit more pleasant for everyone else too.

Anyone walking into a museum or similar cultural institution is
exposed to a lot of new stimuli. They want to take everything in,
process it, and remember it. Every person, whether neurodiverse or
neurodivergent, has a need to take in information.

In a museum setting, we most often encounter two groups of
neurodivergent people: people with specific learning difficulties
(SpLDs), a category that includes what used to be diagnosed
separately as dyslexia, dysgraphia, or dyscalculia, and people with
attention deficit disorders. For these people, processing information,
feeling emotions, and simply behaving all work a little differently due
to differences in how the central nervous system, primarily the brain,
develops and functions. These differences show up in early childhood
and stay with a person for life.

Specific learning difficulties

Innate neurological differences in reading, writing, or working with
numbers are known as specific learning difficulties (SpLDs). Today,
we understand these as natural neurobiological variations in the
human brain, not as a mental deficit or the result of inadequate
education.

Nor are they a sign of lower IQ or laziness. People with SpLDs
typically have average to above-average intelligence, but their brains
simply process text, numbers, or visual symbols differently all the
way from childhood.

People with SpLDs process information in such a distinctive way
that often underlies exceptional abilities in other areas. Instead of
focusing only on deficits, current approaches emphasize developing
these natural strengths, which help these people succeed in both
their personal and professional lives.
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These traits usually only manifest themselves once the relevant skill
is brought into question. Difficulty recognizing words, for instance,
only appears once a child is expected to read at school. Throughout
their lives, people with SpLDs deal with difficulties caused by
environments and expectations that haven’t been adapted to them.
At school, they often experienced failure, which left them feeling
anxious about places where knowledge is passed on. If they run into
dense text or a cluttered field of vision in a museum, they can easily
become tense and give up on the visit altogether.

Dyslexia refers to a specific way in which the brain processes written
language, reading, and spelling. A person with dyslexia tends to focus
on different details. They may distinguish similar speech sounds or
perceive letter shapes differently, which affects how they navigate
dense text and a complex field of vision. People with this profile work
with text and information at their own pace and in their own way. They
need more time to process several inputs at once and may complete
tasks in a different sequence than is typical. They also have a unique
sense of time, space, and visual symbols. In short, they see texts and
labels from a completely distinctive and original perspective.

Dysgraphia affects graphomotor skills, i.e., how someone writes and
draws. People with dysgraphia put their thoughts on paper in their
own unique style. Writing and drawing require specific input from
the whole body, from eye-hand coordination and how a pen is held
to a relaxed wrist and a smooth hand movement across the page. In
a museum setting, they complete creative and written tasks at their
own pace. They experience activities such as drawing or writing in
guestbooks and interactive worksheets differently from most people.
Their fine motor skills simply need different conditions, more time,

or alternative ways of expression, such as typing on a keyboard or
touchscreen.

The brains of people with SpLDs are simply wired in a unique way.
Their minds tend to focus on discovering the unfamiliar and finding
new patterns. Rather than small details, they can grasp the main
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idea and see the big picture in a flash. They often have high spatial
intelligence and a natural talent for perceiving three-dimensional
space. This allows them to find connections in seemingly unrelated
things and anticipate future trends.

Another major strength of theirs tends to be exceptional creativity
and a talent for original ideas. Since they have had to overcome
various obstacles since childhood, they’ve learned to think differently
and look for unconventional solutions. They show high levels of both
verbal and nonverbal creativity and have an excellent memory for
stories. When something captures their interest, they can immerse
themselves in it completely and work with intense focus. Many also
have strong intellectual abilities and complex logical reasoning, which
helps them easily compensate for slower reading or writing.

Overcoming everyday challenges has made them persistent,
resilient, and adaptable. They’ve learned not to give up and to
advocate for themselves. And since they know firsthand what it’s

like to be different, many have deep empathy and strong emotional
intelligence, which makes them excellent at understanding how other
people feel and communicating with them.

Attention deficit disorders

People with attention deficit disorders regulate energy and focus
differently. The two major forms are attention deficit disorder (ADD,
also known as inattentive form of ADHD), marked by daydreaming
and being easily distracted, and attention deficit hyperactivity
disorder (ADHD, also known as hyperactive-impulsive form of ADHD),
characterized by restlessness and impulsivity.

In exhibitions, they tend to move through space unsystematically,
discovering things through trial and error. They may find it hard to
sustain attention through long texts, tend to act impulsively, and
often manage time poorly. Their motivation system requires quick
stimuli and immediate feedback, or they lose interest.
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These people are often more sensitive to sensory input from

their surroundings. They regulate, filter, and evaluate its intensity
differently. They may perceive their surroundings as a whole, or they
might fixate on excessive detail instead. They struggle to focus on
one task and take in everything happening around them. They tend
to ascribe importance to different information than most people.

People with attention deficit disorders have a specific type of
nervous system that, in certain situations, gives them real cognitive
and personality-related advantages. Their brain doesn’t settle into
fixed patterns and constantly scans its surroundings for new stimuli.
As a result, they often excel at high creativity and divergent thinking.
They can generate large numbers of original solutions and connect
seemingly unrelated ideas from unconventional points of view.

While they might struggle staying focused on topics that don’t pique
their interest, once something captures their attention, they can enter
a state of hyperfocus, as it’s often called. In this state, they are

able to disregard everything around them and work with extreme
intensity. If an exhibition’s appearance or subject matter captivates
them, they can immerse themselves in it completely. Thanks to
strong visual memory and deep concentration, they can then absorb
a huge amount of information with total fascination.

The huge amount of physical and mental energy present within

this audience group can manifest itself as a strong spirit of inquiry.
Their natural curiosity and ability to make quick decisions without
unnecessary hesitation allows them to explore extensive exhibitions
dynamically. In a museum setting, their impulsivity and cognitive
flexibility translate into the courage to try new things right away and
find their bearings quickly. As a result, they tend to do brilliantly with
multisensory and interactive exhibits, getting the most out of a large
volume of stimuli.

As tour participants, they bring an element of energy, humor, and
sense of spontaneity. They often have strong intuition and skills
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related to emotional intelligence, such as empathy, which lets them
feel a deep connection with the stories behind works of art or
historical objects. Their unique way of seeing the world can fuel the
spirit of shared discovery in a museum. Their fresh observations
enrich an ordinary tour and turn it into a lively, inspiring discussion.

Designing a space without barriers

How do we make sure every visitor leaves the museum feeling

fully satisfied in terms of the quality of the experience, information
learned, and experiencing cultural heritage? The key is to adjust the
environment so that it fits the needs and ways of perceiving of as
wide an audience as possible. The goal is to accommodate individual
differences (for example, by allowing more time or providing visual
support) without lowering the standard of the knowledge being
imparted. What helps people with specific needs ends up making the
visit easier and more enjoyable for absolutely everyone

People perceive, sort, and store information from their surroundings
in very different ways. That is why it is necessary to simplify the
visual layer of an exhibition and make it as clear as possible,
including signs and symbols. Text written in short sentences and
paired with clear images is appreciated not only by neurodivergent
people, but by anyone who wants to leave an exhibition with a clear
takeaway.

Navigating through text and space

People with specific learning difficulties often struggle to find
information in indexes, charts, tables, diagrams, and glossaries.
Visual cues need to be simplified and made as clear as possible.
Avoid charts and tables if you can, or convert them into an easy-to-
read format. People with SpLDs might also find it harder to find their
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way around maps, floor plans, and directions. Simple color-coded
paths are generally recommended. (Pokornd, 2010)

How to keep the audience engaged

The best way to hold an audience’s attention is by presenting facts
interactively and through firsthand experience. In a flood of stimuli,
people can struggle to find what actually matters. Key information
needs to stand out in the space, and distractions need to be
minimized overall. All instructions and directions should be short and
clear, which will be greatly appreciated by families with children,
older visitors, and school groups alike.

The physical space should be designed bearing in mind that the
process of planning and decision-making can be exhausting for
someone who’s tired. If an exhibition is laid out clearly, without

an overwhelming number of confusing crossroads, audiences will
feel safer moving through it. It’s just as important to respect each
person’s individual pace. Some people want to move through an
exhibition quickly and reflect on it later at home; others prefer to take
in what they’re seeing slowly, in real time.

When designing exhibitions, relying on our minds’ strengths is a good
strategy, such as the sense for seeing the bigger picture or spatial
intelligence. Instead of long info panels, all types of audiences
respond well to clear, intuitive exhibition storytelling, where the
arrangement of objects tells the story on its own. 3D models, spatial
installations, and visual maps engage the imagination and make it
possible to understand complex subjects through patterns in space.
We all share a desire to discover and experience stories. People
appreciate investigative tasks, uncovering hidden connections
between exhibits, or the chance to explore objects from
unconventional angles. Exhibitions should spark creativity through
open-ended questions that lead people to their own original
conclusions and to conversations with friends.
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For people with high levels of mental energy and curiosity, what
works best is building a dynamic, multisensory environment, one
where something is always changing or that visitors can control
themselves. People also appreciate it when an exhibition doesn’t
have just one strict route, offering instead freedom of choice and
the ability to explore the space however they feel in the moment.

If you also incorporate complex missions, detective-style games, or
codes to crack into your exhibitions, you’ll awaken people’s desire to
fully immerse themselves in the subject. When a gallery turns a tour
into an active adventure, it makes use of human curiosity to its full
potential and offers a deep experience without the risk of overload
or boredom. Genuine inclusion in a museum simply means turning
barriers into opportunities for a better experience for everyone.

Conclusion

The current trends in modernizing museums are dominated by
openness and inclusion. If we want to build a modern space, we
have to make it accessible to everyone, without exception. That also
means changing how we deliver information. Info panels, websites,
and accompanying programs all need to speak a language that
older visitors, families with children, foreign visitors, and people
with specific learning needs can all understand. Museums need to
work for everyone, regardless of how their brain works. Differences
in how the nervous system functions are a natural part of the
diversity of human cognition. Adapting the environment and the
ways of communicating with your audience is a basic condition for a
museum to become a living place where people come together.

Curators: Take a second to see whether the space is engaging
even for people who can’t hold their attention for long. Spark the
audience’s curiosity with questions that lead them to their own

48

conclusions and to conversations with friends.

Exhibition staff: Arrange objects in the space in a way so that
they intuitively tell a story with their placement. Create clear visual
anchors in the space that immediately show a tired visitor what
matters most.

Educators Respect each visitor’s own pace—do not rush those who
need more time to take things in.

Summary

Inclusion is instrumental in building a healthy society.

The variety of cognitive expressions is a natural part of human
diversity.

The most common reason people visit a museum are leisure
activities and personal interests.

Anyone who doesn’t speak the language of the museum won’t be
compelled to visit.

A successful exhibition has to be interactive, clear, and
understandable for every type of audience.

A museum or gallery space should offer freedom of movement,
sensory stimuli, and engaging tasks that let visitors discover and
experience stories.
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How do you design an exhibition that people, especially people with
specific learning difficulties, can easily find their way around and
feel welcome in? That’s the question the Museums Without Barriers
project set out to answer. It shows how text, wayfinding, graphic
design, and interactive elements can remove unnecessary barriers
and make exhibitions accessible to as wide an audience as possible.
In the Museums Without Barriers project, we examined ways in
which museums and galleries can make their exhibitions accessible
to wider audiences. We focused on how people perceive and use
exhibition texts, wayfinding systems, graphic elements, interactive
installations, and other parts of exhibitions. Our goal was to help
cultural institutions build environments where people find their way
around more easily, understand the content with more ease, and feel
more comfortable during their visit.

We focused mainly on people with specific learning difficulties (SpLDs),
such as dyslexia or dysgraphia. However, our findings prove useful for
a much broader range of audiences. What helps people with specific
needs often makes the visit easier for everyone else too.

The recommendations in this publication are based on research we carried
out from 2023 to 2026. Over the course of the project, we worked with
museums and galleries and conducted interviews with both professionals
and visitors. We tracked eye movement as people interacted with exhibition
texts and wayfinding systems. We tested different versions of graphic and
communication designs and checked how they performed in live exhibition
settings. The project also included large-scale surveys among the Czech
public and young people from Generation Z.

Based on our findings, we put together a set of practical
recommendations for creating inclusive communication in museums
and galleries. In this publication, we focus mainly on wayfinding
systems, exhibition texts, graphic design, interactive elements, and
other parts of the visitor experience, since these can all make or
break a visit. The recommendations draw on expert sources, our
research findings, and feedback from audiences.
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Over the course of three years, we carried out several large-scale
studies. The infographic and descriptions that follow give an overview.

Research in figures

The data behind this
publication’s recommendations

4 years of comprehensive
research
2023 - 2026)
Interviews with Museum
and Gallery Representatives
‘ - 12 institutions from Czechia and Slovakia
- education, marketing, PR, social media
- identifying barriers and examples
of good practice

Participants in a Three-Phase Study

digital communication (website, Instagram)
eye-tracking analysis in an exhibition
follow-up interviews Gogar Gallery )

2 men / 14 women \—/

U

with and without SpLDs
adult Czech online population
experience visiting museums and galleries
expectations and factors affecting
visitor experience

Gen Z (students and recent graduates)
Respondents to the Representative Survey

57




Generation Z Respondents ) 2
with suspected or dlugnosed < tht We TeStedo > <
- text readability

Text

font size
line and letter spacing
font width and weight

testing different versions
of texts and graphics

dyslexia/dysgraphia
pictograms
wayfinding in the exhibition 4 @ 4
interactive elements

contrast and colors

font type
(dyslexia-friendly fonts)
placement of translations

testing optimized visual
communication
interviews and feedback

wayfinding systems
directional arrows
entrances and signage
maps and floor plans

ZI|n Design Week 2025

text length
Pilot-Testing Participants
5 people with SpLDs
eye-tracking analysis in Wayfmdlng
the exhibition navigation within the exhibition

Pictograms

- elevator
restrooms
cloakroom
no photography
exit

Methods Used > <

)

) < Semi-structured interviews > < Eye-tracking glasses

Interactive Elements
. . el - tactile models
Online surveys Observing the visitor journey . . .

audio guides
multisensory stations

%

- digital communication

website, social media

) < Testing exhibition texts > < Testing wayfinding systems > C ( )
Testing pictograms Testl.ng interactive and

multisensory elements

Visitor Experience
+ motivation to visit

things that can help

barriers and difficulties
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expectations and emotions
overall impression of the exhibition
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> < Participating Institutions > C
Olomouc Museum of Art Gallery of the Ce.ntral
Bohemian Region
) < BenesSov Museum > < Slovak National Gallery
Rudolfinum > < PLATO Ostrava Moravian Gallery > (
in Brno
) ( Museum Kampa ) (National Gallery Prague
Museum of Prague City Gallery 8micka
Fine Arts Liberec

> < Project Outputs > <
Toolkit Academic
for inclusive communication Articles
Functional Prototype Recommendations
of inclusive visual communication for museums and galleries

Our goal is to help museums and galleries design clearer, more accessible,
and more welcoming environments for the widest possible spectrum of audiences
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Interviews with museum and
gallery representatives

In the first phase of the project, we conducted 12 semi-structured
interviews with representatives of Czech and Slovak museums and
galleries. The following institutions took part: BeneSov Museum,
Gallery of the Central Bohemian Region, Moravian Gallery in Brno,
Museum of Fine Arts Liberec, Museum Kampa, National Gallery
Prague, Olomouc Museum of Art, PLATO Ostrava, Prague City Gallery,
Rudolfinum, Slovak National Gallery, and 8smicka.

Our interviews focused on planning and promoting exhibitions, the
use of various communication channels, working with different target
groups, communicating with young people, and experience with
inclusive approaches. We also inquired about which communication
tools institutions use most often, which they consider most effective,
and what challenges they face in their communication.

We spoke predominantly with members of education and marketing
teams. At some institutions, a single person handled marketing,
education, graphic design, and curatorial work all at once. That gave
us insight not only into how exhibitions are communicated, but also
into the day-to-day operations of cultural institutions.

Participants were asked to assess their use of social media, websites,
printed materials, newsletters, and other communication channels.
We also examined whether and how these institutions adapt their
communication for different audiences, including people with SpLDs.

The interviews gave us valuable insights into the current practice at
Czech and Slovak museums and galleries. We identified strengths
as well as the most common barriers in communication, wayfinding,
and making content accessible. We used these findings in the later
research phases and in developing the recommendations in this
publication.
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Visitor experience analysis in a
gallery setting

In 2024, we ran a three-phase study at the Gocar Gallery in
Pardubice during the exhibition Novy pokus o maximalni priblizeni
KE 3171 O 96 | Interpretace zdtisi. We analyzed how visitors use the
gallery’s digital communication, how they find their way around the
exhibition, and which elements made their visit easier or harder.

16 students and recent graduates from Generation Z took part in the
study. The group included people with a diagnosed specific learning
difficulty, people who suspected they might have one based on self-
assessment, and people without these difficulties. This allowed us to
compare the experiences of different visitor groups.

Pre-visit digital communication

First, participants were asked to use the gallery’s website and
Instagram profile. Using eye-tracking, we tracked how they
searched for information about the exhibition, which elements they
focused on, and where they ran into issues.

What is eye-tracking

Eye-tracking is a research method that uses special glasses or a
camera to track where people look during a visit to an exhibition and
what they pay attention to.

Visiting the exhibition

In the second phase, participants visited the exhibition in person at
the gallery. They were equipped with eye-tracking glasses, which
tracked their gaze and movement through the exhibition space.
Examples of elements we analyzed were how they found their
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way around the space, read labels, used interactive elements, and
responded to different parts of the exhibition.

Post-visit interview

After the visit, each participant was interviewed individually. We
wanted to know how they felt about their visit, what helped them
find their way around and understand the content, and which
elements caused uncertainty or difficulty.

By combining observation, eye-tracking, and interviews, we
learned not just what participants did during the visit, but why
they behaved that way. This let us identify barriers along the visitor
journey and develop recommendations for clearer, more accessible
communication in museums and galleries.

Large-scale surveys

We tested the findings of the qualitative research through two large-
scale surveys.

In cooperation with the STEM/MARK agency, we first carried out
a representative survey of the adult Czech online population, with
a sample of 506 respondents. We examined people’s experience
visiting museums and galleries, audience expectations, and the
factors that shape the quality of a visit.

Next, we surveyed 404 young people from Generation Z with
suspected or diagnosed dyslexia or dysgraphia. We wanted to know
how often they visit museums and galleries and how they approach
exhibition texts. We were also interested in finding out which
elements help them find their way around and understand content,
and what barriers they experience during a visit.

Participants rated things such as font size, line spacing, contrast,
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typography, the placement of translations, the design of pictograms,
and different versions of exhibition labels. We also examined how
they perceived interactive elements, tactile models, audio guides,
and other tools that are meant to make the visit more enjoyable.

Pilot-testing inclusive visual
communication

In May 2025, we followed up on the earlier research with a pilot
testing of the proposed principles of inclusive visual communication.
The testing took place during the Zlin Design Week exhibition at our
university’s G18 Gallery.

A total of 17 young people from Generation Z took part in the study,
five of whom had a diagnosed specific learning difficulty or showed
signs of one. We tested how audiences responded to the optimized
visual communication elements, and whether the proposed
recommendations actually made wayfinding, understanding content,
and the overall experience easier.

This part of the research also followed the same logic of sequential
phases: pre-visit, visit, post-visit.

After the visit, participants were asked to evaluate content clarity,
label legibility, the contrast and color of graphic elements, the use
of pictograms, their engagement with interactive exhibits, and
their overall sense of comfort during the visit. They also compared
different versions of typographic and graphic designs.

Thanks to this phase, we were able to test how usable the proposed

recommendations were in a real exhibition setting, and apply what
we learned in finalizing this publication.
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Identifying and
Addressing Barriers

Barriers are not intrinsically tied to a person. They arise when an
environment interacts with a person. The following chapters cover
the five areas where barriers most often appear and ways how to
address each area specifically: marketing communication, text and
typography, wayfinding and navigation, interactive elements, and
physical space. The areas build on each other, but you can also read
them independently, depending on what you’re currently focused on.




You’ve planned your exhibition well in advance. It looks like
everything is in place. And yet, something’s missing: someone to take
care of communication. Someone who’ll take on the task of speaking
to the audience in a language they’ll understand in a way that’s both
effective and appropriate. This chapter sets out the basic rules: what
not to forget in communication, which channels matter most, and
what audiences need before and during a visit. In many institutions,
this part often gets overlooked. Communication ultimately covers

a number of important elements and isn’t just about posting
information about an exhibition.

Marketing communication is built on the classic 4 Ps of the
marketing mix: product, price, and place, whereas the fourth P
stands for promotion, or marketing communication. Think of this

as the only genuinely active element of communication. Marketing
calls for the same level of expertise as curatorial work. Without good
promotion and communication, an exhibition simply won’t work.

Communication as the foundation of a good
exhibition

The main task of communication is to deliver a message clearly
and reach as wide an audience as possible. An inclusive approach
effectively breaks down the communication barriers that make it
harder for people to access content. Alongside language, visual
communication also plays a major role.

Institutions often forget to bring marketing teams into exhibition
preparation early enough. Oftentimes, a single person also routinely
juggles many unrelated roles: educating, designing graphics,

doing PR, and managing the online store. Because institutions plan
exhibitions so far in advance, this ends up overloading the people
responsible for communication. The underlying problem is that
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cultural institutions, especially those managed by the national or
local governments, are often underfunded. Bring the marketing team
in when you’re just starting to plan your exhibition. That will help

you catch communication gaps early, and it will put the exhibition’s
communication where it belongs: front and center.

What usually ends up happening is that the curatorial team prepares
materials on its own during the planning phase, and marketing
teams are the last to join. This seems to be common practice
regardless of whether an institution contracts a marketer or employs
someone in-house. And yet expertise, both in communication and in
content, is essential. Clear language is exactly what removes barriers
between an institution and its audience. Writing it is no easy task,
though, and many teams rely on maximum clarity and simplicity, so-
called plain language. However, that only works when an expert is
actually in charge of communication. You can read more in the “Tools
and Practical Measures” chapter.

What the research says

Inclusive approaches are gaining ground in cultural management.
Their goal is to diversify audiences (Li, 2024) and remove
communication barriers that limit access to content. Inclusive
communication can be described as “sharing information in a way
that everyone can understand,” while its foundation lies in linguistic
and content clarity (Principles of Inclusive Communication, 2011, p. 4).
As our research revealed, a single person covers several roles at once
(graphic design, curatorial work, marketing) at most participating
galleries and museums. Exhibitions are typically planned one to

three years out, largely because of grant application deadlines.

Many of the surveyed institutions don’t have the staff capacity for a
dedicated communication specialist who'’s looped in from the start
of preparations. None of the examined institutions use a marketing
agency, and it isn’t standard practice to bring in communication
students either. (Museums Without Barriers project, 2023-2026)

71



Exhibition graphic design

The issue of specialists being brought in too late also affects the
graphic design of exhibitions. The only difference lies in team
continuity: while institutions usually rely on the same people for
communication across projects, different designers are usually hired
for each individual exhibition.

Cultural institutions are well aware of just how much audiences

need accessible exhibitions. That’s why they see adapting texts and
graphics for clarity as the key to accessibility. Some curators at
galleries and museums already understand this too, while the visitors
we surveyed consider these steps essential.

Complicated text, poor graphic design, and a chaotic space are huge
barriers for audiences. That’s why gallery and museum professionals
have been adapting their text into shorter, clearer sentences (plain
language). At the same time, they keep a consistent graphic style
across every communication channel the institution uses. Only
integrated communication, with clear and simple text, will succeed
across target audiences.

What the research says

Alongside language, visual communication also plays a major role.
How and how often people are represented in promotional materials
shapes how much different groups identify with what an institution
offers. A lack of diversity in visual representation can reinforce
stereotypes and implicitly define who counts as a “typical” visitor
(Campbell et al., 2025). Among issues mentioned by Generation Z
were graphic elements in an exhibition, font size and typeface, text
organized into large blocks, unclear wording, and overly technical
language. There were also concerns about finding their way around
the exhibition space. Across institutions, working with multiple
designers, and combining external and in-house capacity, is common
practice. (Museums Without Barriers project, 2023-2026)
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Four communication channels

Institutions and young people coincide on the four communication
channels they see as the most powerful: websites, Facebook,
Instagram, and printed materials. When it comes to updates about
exhibitions, audiences prefer Facebook events above all. What

they want most from institutions is clear graphic design and a
clean, straightforward message. When deciding whether to visit an
exhibition, they factor in mainly their time availability, the subject
matter, the price, and the location.

Institutions often opt for newsletters and podcasts as supplemental
channels. As for types of printed materials, audiences are fond

of exhibition maps, since maps help with wayfinding, as well as
programs. Printed materials round out the overall information
package and reach, in particular, the target groups who are less
active online.

Small and mid-sized institutions set aside only a very small
budget for marketing. When management needs to cut costs on
an exhibition, marketing money is usually the first to go. When
an institution does have funds, it invests the most in social media
advertising. The rest of the budget then goes towards printed
materials. Fight to protect your marketing budget. Make the case
that it carries the same importance as any other cost.

What the research says

All the surveyed institutions see Facebook and Instagram as
essential channels and use them regularly. While using Facebook
carries some risk of not reaching younger audiences in their

view, Instagram plays the main role in reaching these audiences.
Generation Z applauds the use of Facebook events for promoting
exhibitions. When visiting cultural institutions abroad, Generation
Z uses Google search or maps, where they also check reviews.
Websites matter to every institution examined, across every target
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group. Programs are the most common printed material, with print
frequency ranging from monthly to every few months. Cultural
institution professionals see potential in podcasts, which worked well
during covid (2021 and 2022). Marketing budgets range from around
€10,000 to over €100,000 a year, often determined by the size of the
institution and its success with grant applications. (Museums Without
Barriers project, 2023-2026)

Curators: Bring the marketing team into exhibition preparation
starting from the concept stage. Define responsibilities clearly, even
on smaller teams, so attention doesn’t get spread too thin across too
many roles.

Marketing staff: Make sure every piece of communication has
clear messaging, using plain language and simple sentences. Don’t
leave Facebook and Instagram out of your communication plan.
Depending on your budget, consider printed materials too.

Graphic designers: Stay in touch with the marketing team from the
very start of preparing graphic materials. Ask for a clear brief for
exhibition graphics. Visual consistency and simplicity help eliminate
barriers.

Management: Invest in your marketing team. Professional
communication management is a key element that sets you up
for a successful exhibition. Make sure the marketing team is part
of the exhibition’s preparation team from the start. Budget for
communication activities as part of the exhibition’s financial plan,
and don’t change that plan once it’s underway.
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Communication tools and how to prepare them
Museums and galleries use a range of communication tools.
Essentially all of them have at least a website, some kind of social
media presence, and printed materials. This section describes and
recommends the elements a preparation team shouldn’t forget when
it comes to communication.

Shared elements of communication

Audiences deem clarity, simplicity, and consistency across all
information as important rules of thumb. Make sure you present all
the necessary information consistently, both visually and in content,
across every media channel the institution uses. Graphic materials
for an exhibition need a consistent visual style. Use it across every
communication channel. In every piece of communication, keep
enough contrast between text and background (for example, dark
text on a light background).

Website

First and foremost, a website needs to be up-to-date, easy to
navigate, and visually simple. Information about opening hours,
admission, location, and upcoming events should be visible at a
glance on the homepage. If exhibitions run at multiple locations,
the location has to appear right next to the exhibition’s name.
Pricing needs to be easy to find. Clearly distinguish between types
of admission (such as general, reduced, free) including payment
options. Tickets should also be purchasable directly from an
exhibition’s detail page.

Audiences expect to find their way around quickly. Therefore, the
menu has to be clear and follow a logical structure (e.g., Current
Exhibitions, Coming Up, Archive, Practical Information). The order
exhibitions appear in should match how current they are, with the
newest at the top, the archive below. Avoid the reverse. Information
about the main exhibition should appear on the homepage. Every
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exhibition should state its dates and location clearly and visibly.
Involve the exhibition’s authors in creating the website content.
These texts explain why the exhibition matters, what its goal is,

and who it’s for. Don’t forget to provide an audio version of the text
(text-to-speech). The “Tools and Practical Measures” chapter covers
specific text-to-speech tools.

Avoid making visitors navigate to separate subpages. Instead,
consider making the homepage longer, since scrolling is second
nature for audiences. Rather than hard page transitions, use distinct
sections arranged down the homepage. Scrolling is not a barrier to
audiences.

Audiences appreciate visual simplicity and clarity. Color choices
matter too. A website shouldn’t feel too “bright” or too “washed
out.” Distinct colors also help audiences tell exhibitions apart. Avoid
distracting elements (a footer bar that pulls attention away, a
slider with too few images). That will help you keep your audience
engaged.

For public institutions, website accessibility is also a legal
requirement; see the “Legal Framework” chapter for more detail.

What the research says

Survey participants spent an average of 23 seconds on the
homepage. They spent half that time on the main navigation bar in
the header. 80% of people appreciate seeing opening hours in the
top-right corner of the header. The term “reduced admission” often
causes confusion when it doesn’t specify which groups are included
(students, older visitors). 75% of people tried to scroll through the
homepage. This is an intuitive and expected feature, and its absence
can trigger a negative reaction. As one research participant put it:
“It really bothers me that I can’t scroll down.” Generation Z looks
for information primarily online, so the first few seconds after a
page loads are critical for holding their attention. They would also
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appreciate photos from past exhibitions in an archive. As one cultural
institution representative said: “Something we’ve been dealing with
for a long time is that our website really isn’t responsive, and the
user-friendliness is pretty poor. I'm on it almost every day and it

still frustrates me. I can’t imagine what it’s like for someone who
actually has to search for information on it. It’s just not good. We
know about it, and of course we’re trying to change it.” (Museums
Without Barriers project, 2023-2026)

Curators: Involve exhibition authors in preparing content. Make sure
exhibition information on the website is available in audio as well.

Marketing staff: Keep the website clear, both in content and graphic
design. Make communication consistent across every channel. Make
sure basic information (opening hours, location, admission, current
exhibitions) is clear and complete.

Graphic designers: Design a consistent visual identity for the
exhibition across every format, as it helps audiences with orientation.
Keep the website’s structure simple and user-friendly. Plan for a
responsive website, even if that means a longer homepage.

Management: Investing in a good website is essential. It’s one
of the main decision points for audiences planning their visit. Set
pricing simply and rationally, and explain it clearly on the website.
Don’t forget about reduced admission.
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Social media

Galleries and museums see Facebook and Instagram as central

to their communication. Audiences we surveyed confirm this
preference. This section covers how to use these platforms and what
to watch out for.

Instagram and Facebook

Approach content creation for Instagram and Facebook together, as
part of the same communication effort. Keep in mind how important
informational value is, especially for younger target audiences,

who tend to favor Instagram. According to gallery and museum
professionals, Facebook shouldn’t be neglected either, as it tends to
reach middle-aged and older audiences. Interviews with audiences
revealed that on Facebook, they prefer the format of events, using

it as one of their go-to tools for finding exhibitions nearby. Paid
advertising is a given here, as it increases your potential reach with
your target audience.

What the research says

All the surveyed galleries and museums consider Instagram and
Facebook as the most important communication tools and use them
regularly. They see Instagram as a tool for reaching younger target
audiences. (Museums Without Barriers project, 2023-2026)

In an Instagram bio, include basic information about the institution,
and above all a link to the current exhibition and any accompanying
program while making sure to keep the bio brief. Similarly, make
sure to keep information about the institution and its program on
Facebook up-to-date.

Overall, when creating social media content, prioritize clarity,
comprehensibility, and visual consistency.

Use pinned posts, story highlights, and reels as your main tools for
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keeping your Instagram profile organized. Pinned posts aren’t just
for promoting the current exhibition: they also draw attention to key
information. As a rule of thumb, follow this strategy: pinned posts for
current information, story highlights for sections organized by theme,
reels for visual storytelling. Facebook lacks most of these features,
but it offers other formats. On top of your regular posts and reels,
make sure to set up Facebook events, as mentioned earlier. That will
increase your reach with the target audience.

When keeping your social media organized, do not overlook clarity,
both in content and visual. Design text posts to be visually striking,
clear, and easy to read. Keep your message brief and clear, including
the contrast between background and text. Maintain a consistent
visual style even across different kinds of exhibitions. Avoid mixing
styles within an exhibition’s visual identity or the organization’s own.
Inconsistency creates barriers to understanding.

Basic information about an opening or an exhibition’s dates is
essential. Generate content in the form of exhibition photos with a
clear, brief caption, tagging relevant profiles (collaborating artists,
partners, and so on). Choose hashtags carefully and stay consistent
in how you use them.

Story highlights and reels on Instagram are a good way to round
out an exhibition’s content and visual identity. When creating them,
keep in mind the audience’s short attention span, and the need to
hook them within the first three seconds. If you need text in a video
format, keep it short and legible. Don’t forget behind-the-scenes
video formats either.

What the research says

Using video content is standard practice, even a requirement, at
many galleries. Example content types include shots from the
opening event or a short video featuring a curator walking through
the exhibition. In our eye-tracking analysis, more than half of
participants looked for pinned posts on a profile, while the rest
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focused on selecting stories from the top of the page. Generation Z
considers Facebook events popular for promoting exhibitions. Some
galleries run a secondary profile alongside their main one, aimed at
a more narrow audience, for example programming for children or
educational activities. (Museums Without Barriers project, 2023-2026)

Content creation needs to start from a clear idea of who you’re
communicating to: your target group. When choosing what
information to communicate, don’t forget information about the
exhibition itself, but also about any accompanying program. Beyond
what’s already been mentioned, like clear and simple language,
differentiating information matters too.

Set up a clear workflow for this process. Assess whether the website
is the primary information channel for an upcoming exhibition. Then
adapt the most important information from the website for social
media. Next, decide on a content format: video, photos, or maybe
text? Once you’ve set out each step, plan a timeline and set your
communication priorities. Assign a paid advertising budget to them
with a clearly defined goal, target audience, and timeline. If you run
secondary accounts, don’t forget to plan for those too.

What the research says

Gallery representatives diverge on views regarding specific content
institutions should share. Some see Facebook as a place for sharing
only brief updates, with more detailed information going on the
website; others copy website updates straight over to social media.
(Museums Without Barriers project, 2023-2026)

Curators: Clarity and simplicity of content matter twice as much
on social media. Make sure the information is accurate, but leave
the form and tone of communication to the marketing team. Help
create video content that delivers something relevant for the target
audience.

80

Marketing staff: Create short videos from openings, interviews with
curators and artists, and behind-the-scenes exhibition prep. Don’t
forget to make a communication plan for Instagram and Facebook
profiles, integrating it into the exhibition’s overall communication
plan. When writing text, stick to the rules of clarity, simplicity, and
brevity.

Graphic designers: Based on the marketing team’s brief, create
visual formats that match the exhibition’s distinctive style while still
respecting the organization’s visual identity.

Management: Oversee and support the creation and execution of
the communication plan for both individual profiles and the exhibition
as a whole. Support these activities through short video interviews
on Instagram and Facebook too. Make sure there’s enough budget
for social media content, including paid advertising.

You’ll find checkpoints for this area in the “Checklist,” under
“Marketing Communication.”

Key points

The decision to visit a particular institution starts with searching
for information using Google or AI tools.

The marketing team should be involved in preparing the exhibition
from the very start.
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A consistent visual style for the exhibition across every
communication platform helps the target audience understand it.
Simple, clear text helps every target audience.

Keeping the website and social media profiles up-to-date helps
people find their way and understand information about the
exhibition.
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Text and
Typography
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As the most common way information gets interpreted in a museum,
text is also the most frequent source of barriers. This chapter shows
why texts in exhibitions fail, and how to design them so audiences
actually read them. Whether you’re on the curatorial, graphic design,
architecture, or marketing team, you’ll find concrete steps here you
can take right away.

Text no one reads

Exhibition texts get written, installed, translated. And yet, research
shows again and again that audiences either never start reading
them or never finish.

This doesn’t only apply to visitors with dyslexia or other specific
needs. The problem is structural. Text, in its current form, simply
doesn’t match how people actually behave in an exhibition.

What the research says

Exhibit labels attracted, on average, just 1% of overall visual
attention. Info panels with broader context got up to 21%. Almost
no research participant read a curatorial text all the way through,
because of its length and lack of structure. (Museums Without
Barriers project, 2023-2026)

Why institutions don’t adapt their texts

In the traditional curatorial approach, text is a tool of expert
authority. It’s written for precision and completeness, not for the
people who'll actually read it. The result is dense text, packed with
information, written in technical language, and poorly adapted for
someone who is standing and may not be paying their full attention.
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Add onto that a fear of oversimplifying. A shorter text tends to be
seen as a loss of quality. However, empirical data show the opposite:
a shorter text increases the odds that audiences will read it at all.

What the research says

60% of respondents said shorter texts would make them more
motivated to read. 41% see length as the main obstacle. (Museums
Without Barriers project, 2023-2026)

Another issue is that texts almost never get tested for readability
and clarity. Unlike digital products, there’s an assumption that

a technically accurate text will simply work. Eye-tracking and
interviews show that visitors’ real behavior differs considerably from
what the authors of the texts assume.

Dyslexia as the litmus test of the
whole system

European estimates suggest dyslexia and other reading difficulties
affect about 1@ to 15% of the population. Our research on the adult
Czech population shows a considerably higher number.

What the research says

30.6% of respondents report difficulties with reading: 4.7% with
diagnosed dyslexia, 5.1% with unspecified difficulties, and 20.8% with
occasional problems. A barrier affecting one family member affects
the whole group, as families with a dyslexic member visit museums
less often, so the loss of audience is larger than the numbers alone
suggest. (European Dyslexia Association, 2018; Museums Without
Barriers project, 2023-2026)
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The key finding isn’t in the numbers themselves. In many areas, no
real differences showed up between people with dyslexia and people
without it. Preferences for how text should be adapted are similar
across the population. This matches the principle of universal design:
what helps people with specific needs helps almost everyone. This
principle is known as the curb-cut effect, describing situations
where a solution designed for one group of people with specific
needs ends up improving the experience for a much broader group
of users. Just as curb cuts were originally built for wheelchair users
but are now used by parents with strollers, older adults, cyclists, and
people with suitcases, more accessible texts, wayfinding systems,

or exhibition environments can help not just visitors with specific
learning difficulties, but practically everyone. You can read more
about this principle in the “Why Do We Do This?” chapter.

How audiences engage with text

Visual data from our eye-tracking analysis show where visitors
actually fixed their gaze, and where they did not.

Figure 1: Visualization of unread paragraphs. Areas marked in red show
text that audiences skipped. Eye-tracking analysis, Museums Without
Barriers project, Museums Without Barriers project, 2023-2026.
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Figure 2: Gaze duration heatmap (all respondents). Yellow and red
areas correspond to the longest fixations. Visitors focus mainly on
the visual material, while text stays in the periphery. Eye-tracking
analysis, Museums Without Barriers project, Museums Without
Barriers project, 2023-2026.

People don’t read texts from top to bottom, or in their entirety. If a
text looks long or unorganized at first glance, they often won’t even
attempt to start.

Audiences scan text, looking for fragments that seem accessible
visually or in terms of content. The hard truth is that curatorial texts
rarely get read through, longer info panels tend to scare people off,
and text length acts as a discouraging factor.

The theory behind this

Cognitive load theory (Sweller, 1988) describes how our working
memory has limited capacity. Text that’s too long or poorly organized
causes cognitive overload and leads people to give up on reading.
For people with specific learning difficulties, this load is even greater,
since decoding the letters themselves takes up more capacity. The
principle of “scanning behavior” (Nielsen, 2006) describes users’
tendency to skim text quickly and pick out only the relevant parts.

In an exhibition, where someone is standing and processing several
stimuli at once, this effect is even stronger.
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What audiences want vs. how they behave
The survey data are clear: audiences want shorter, clearer, better-
organized text. Real behavior in exhibitions confirms it.

What’s striking is that people without any diagnosis, who simply

say they find reading difficult, describe barriers similar to those
described by people with diagnosed dyslexia. These people tend to
visit museums less frequently and are more prone to skipping labels
than people with no reading difficulties. For museums, the main
conclusion is that the need for clearer text isn’t limited to a small
group of people with a diagnosis. It affects a much wider part of the
audience.

What this means in practice
If we concede that text isn’t the dominant medium in an exhibition,
but one of many elements, the way it’s designed must change as
well.
Reduce: text shouldn’t aim for completeness; it should aim for
usability.
« Structure: readers must be able to identify key information within
a few seconds.
Separate: instructions, context, and interpretation shouldn’t mix
inside one block of text.
Test: move on to typography only after rigorous testing. Though
important, there’s only so much typography can solve.

Typography: a key prerequisite, not
a detail

Typographic choices decide whether audiences engage with a text
at all. It’s not just about readability in a technical sense. It’s about a
first impression: “Is this worth reading?”

90

Text legibility in a physical space is affected by what’s known as
visual crowding: letters set too close together mask one another and
slow down recognition, especially when viewed from a distance or
at the edge of the field of vision. This effect is more pronounced in
people with dyslexia, but it affects all readers.

The German standard DIN 1450, which addresses the legibility

of typefaces in wayfinding and orientation systems, sets specific
minimum values for letter and word spacing in printed and

spatial applications. Unlike recommendations designed for digital
environments, it reflects the conditions of physical reading: greater
viewing distance, variable lighting, and divided attention.

The overarching principle inferred from the research is clear:
increased spacing between letters and words measurably improves
readability and reduces cognitive load, especially for longer blocks of
text in an exhibition setting.

What has a major impact

« Font size: a cap height of at least 7-9 mm, for reading from a
distance of 1 to 1.5 meters.
Line spacing: at least 1.5 times the font size.

- Contrast: ideally black text on a light background, with a
minimum contrast ratio of 4.5:1.
Line length: no more than 45-6@ characters.

« Lighting: poorly lit text may be legible on paper but won’t work in
a physical space
Letter and word spacing: follow the DIN 1450 recommendations.
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How does text in a physical space differ from text on a screen?
(DIN 1450 vs. WCAG 2.1)

In digital environments (websites, apps), accessibility follows the
WCAG 2.1 standard, which recommends, among other things,
adjusting letter and word spacing for better readability. A museum’s
physical space has its own specifics.

The DIN 1450 standard focuses on the legibility of text in public
spaces and highlights the importance of factors like font size,
contrast, line length, letter and word spacing, viewing distance,

and lighting conditions. In practice, when designing info panels in

a museum, applying slightly increased letter and word spacing has
proven useful, which can reduce the effect of visual crowding and
make reading easier, especially in less ideal exhibition conditions.
Nevertheless, specific values should always be checked in the actual
space and tested with audiences.

The accessibility of a museum’s website as a communication channel
is covered in the “Marketing Communication” chapter.

What has less impact than we assume

Research and practice both show that the choice of font itself isn’t a
key factor. What matters more than the specific font is its legibility
at a given size, adequate spacing, and consistency across the
exhibition.

Similarly, a font’s weight, roundness, or fine details have less

impact than is often assumed. Low contrast or small text will make
audiences skip a text altogether, while choosing between two similar
fonts makes almost no difference.

Q2

What the research says

The research team tested fonts specifically recommended for people
with dyslexia: Dysfont, Open Dyslexic, Sassoon, and Sans Serif (Outfit
Bold). The selection was made together with graphic designer Martin
Pysny, who has dyslexia himself and has worked on accessible
typography for years. The goal was to check whether fonts designed
specifically for people with dyslexia actually lead to better readability
and user comfort. The results showed that the highest-rated font
across respondents, both with and without dyslexia, was the control
font, Roboto Flex. The research didn’t confirm that any of the
specialized dyslexia-friendly fonts were universally better suited than
commonly used typefaces.

At the same time, it’s important to note that many of the existing
dyslexia-friendly fonts were developed primarily based on their
creators’ own experience and personal preferences, and their benefit
can be perceived differently by different groups of readers. For
readability in a digital environment, the following factors proved
more important: adequate font size (at least 38 px), wider line
spacing (48 px), a sans-serif typeface, sufficient contrast, a clear
content structure, limited use of italics, and a reasonable text length.

The survey conducted within the Museums Without Barriers project
found that respondents rated text sized at roughly 38 px the
highest, which, for the typography used in the gallery’s physical
space, corresponds to a cap height of roughly 7 mm. This finding is
consistent with the DIN 1450 standard’s recommendation to scale
font size to the expected reading distance. For reading from a
distance of roughly 1 meter, the recommended cap height is about
7 mm. At a greater reading distance, font size should be increased
proportionally. (Museums Without Barriers project, 2023-2026)
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Text structure: the key factor

The real difference between a text that works and one that doesn’t
work doesn’t lie in the content itself. It’s in the structure. Audiences
don’t read text in a straight line, so texts must allow for quick
orientation and selective reading.

What you can do specifically
Write short paragraphs instead of continuous blocks: no more
than 5-6 lines per block.
Separate sections visually, with gaps between paragraphs of at
least half the font size.
Put the main message first, since audiences don’t read all the
way to the end.
Write simple sentences, use plain language, and avoid technical
jargon.
Don’t justify text; keep it left-aligned.
Set multilingual text in side-by-side columns, not stacked.

What the research says

Breaking text into short paragraphs improves readability (54%
of respondents), as does putting key words in bold (30%). Dense,
unstructured text (41%) and overly technical language make text
harder to understand. (Museums Without Barriers project, 2023-
20206)

Text in physical space: what else works

Lighting at eye level is essential. Glare or shadows on info panels
can be a major barrier. Insufficient contrast or dark corners cause
audiences to overlook text entirely. Labels placed too low (below
objects) force people to bend down and discourage reading.
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Pictograms and text

Pictograms can make wayfinding and navigation much easier. They
work best when they are simple, familiar to the reader, paired with
text, and high-contrast. The “Wayfinding and Navigation” chapter
covers pictograms in detail.

Curators: Have someone outside your field read the introductory text
for your exhibition. A colleague from a different department will do.
If they don’t understand it, or don’t finish reading it, revise it. Then
repeat the test.

Graphic designers: Print an info panel at full size and hang it up.
Step back 1.5 meters. Try reading the first sentence. If you can read
it without moving closer, the typography is working.

Management: Make text testing a standard step in exhibition
preparation, just like proofreading. It costs almost nothing, and the
results are immediately visible.

You'll find checkpoints for this area in the “Checklist,” under “Text
and Typography.”

Key points

Five sentences that audiences actually read do more than 20
sentences they skip.

Text in an exhibition isn’t the dominant medium. Together with
objects, images, space, and interactive elements, they form a set
of inputs that audiences need to understand.
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The need for clearer, better-organized text isn’t limited to people
with diagnosed dyslexia. It helps a much wider part of the
audience.

The biggest impact comes from font size, contrast, and text
structure—not the choice of font.

Writing text correctly is not enough. You need to test it in the actual
space too.

A pictogram without accompanying text only works for people who
already recognize the symbol.
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Museums and galleries can be hard to find your way around. Visitors
might struggle finding the entrance, the ticket office, restrooms, or a
specific exhibition. A confusing space can also generate uncertainty
or even stress. This chapter covers wayfinding and navigation in
museums and galleries. It offers recommendations that can give

audiences feelings of safety and independence in the physical space.

How audiences find (or lose) their way

A good wayfinding system reduces the stress of losing your way. A poor
one amplifies it. What helps people with dyslexia ultimately helps other
audience groups too. A good wayfinding system is built on realizing
where audiences move through and where they get confused.

To support clarity, a good practice is to follow the rules and
conventions already common in public spaces. People need
information arranged in a logical manner. Navigation elements
should provide continuous reassurance that they’re headed the
right way. In stressful situations or when dealing with cognitive or
health issues, it’s important for audiences to understand the space
intuitively. Clear physical wayfinding elements help to achieve that.

What the research says
In spatial orientation theory, Golledge et al. (2000) distinguish
between navigation and wayfinding. Navigation refers to
movement along a predetermined route. Wayfinding is the
situational process of piecing together a route from different
segments, using the cues a space offers. Wayfinding also
answers a fundamental question: “How does a person
understand a space and know where to go?”
Movement through an exhibition isn’t random. It is governed by
several factors, which include the spatial arrangement of the
gallery or museum, the location and attractiveness of displays,
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exhibits, and entrances and exits, and the intent with which a
person visits the exhibition. (Davey, 2026)

For universal points of interest like restrooms, elevators, basic
services, or emergency exits, it’s best to use standardized,
internationally recognizable symbols. (ISO, 2019; ISO, 2023)
Different strategies come into play when moving through multi-
story buildings. When in doubt, people typically default to what’s
known as a central point strategy: they choose familiar spaces,
even if that means a longer route. (Holscher et al., 2006)

Digital technology helps

Digital technologies should work as invisible guides, helping remove
barriers and amplifying visitor experience. Their main contribution
lies in breaking down the “text barrier” and replacing it with more
accessible formats.

Mobile apps and QR codes let people adjust written text on their
phone screen to fit their specific needs. Complex concepts can

be grasped more easily through visual animation and augmented
reality (AR), which can turn abstract text into vivid and immersive
experiences. The digital dimension’s major upside is that it provides
visitors with the ability to choose whichever sensory channel works
best for them. The “Tools and Practical Measures” chapter covers
specific digital tools, like QR codes or text-to-speech.

What the research says

Digital technology makes it possible to tailor how information is
presented to an audience’s individual needs, language level, or
expertise. By linking a virtual information space with the physical
environment, digital content becomes more tangible and intuitive.
(Tselios et al., 2008).
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The natural pull to the right

Both research and practice suggest that the majority of audiences
tend to automatically turn to the right. This pattern shows up
repeatedly in galleries, museums, and other exhibition spaces.
Despite not planning a route consciously, audiences intuitively turn
right upon entering and move through the space in a loop-like
pattern. This tendency may be connected to everyday experience
with right-hand traffic, or to general habits of moving through space.

What the research says

One participant in our research described her movement through the
gallery like this: “I kind of intuitively went right. I mean, in this gallery
I usually go right, so I make a loop like this and only get to the left
side afterwards.” It’s important to plan for this behavior when laying
out a route, placing objects, and positioning wayfinding elements.
It’s best to place introductory panels on the right-hand side. The first
third of a route should offer the widest corridors to avoid stressful
chokepoints. For the same reason, this part should never feature the
key exhibit. (Bitgood, 2011)

The secret to managing visitor flow is respecting the audience’s
natural instinct to turn right and move counterclockwise. Both slower
and faster walkers need enough room to pass safely. In a circular
space, audiences usually gravitate to the walls. Exhibits are therefore
best placed along the outer perimeter, while a rest area may work
best in the calm center of the room.
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Inclusive sighage

An inclusive approach to signage builds on the principles of
universal design. From the outset, these principles are meant to
work for as wide a range of people as possible, so that no extra
adjustments for specific groups are needed later. In a cultural
institution setting, that means combining text and image elements.
Texts should use simple, clear language (plain language). Use the
same names and terms consistently across the whole wayfinding
system. Inclusive, multimodal signage can also include acoustic
wayfinding elements, such as audio beacons, which help audiences
find important locations. Acoustic information complements visual
and tactile sighage and expands wayfinding options, especially

for people with visual impairments. Combining multiple ways of
conveying information makes a space more accessible and easier to
understand.

What the research says

Research on both traffic signage and public indoor spaces
consistently shows that lowercase letters work better for information
systems than uppercase. Because of their ascenders and
descenders, lowercase words form a distinctive shape that makes

it possible to recognize whole words faster. Text set in all caps loses
this silhouette, which slows reading down. (Oderkerk and Beier,
2022).
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Staff as a key point of contact

For audiences, members of staff are an important point of
orientation and support, as they help people find their way around a
space, answer questions, and make it easier to access services and
programs. Reaching out to the staff is often the fastest and most
reliable way to receive information or assistance. Support staff also
include security personnel, who can help audiences find their way,
answer basic questions, or refer them to further assistance. When
staff communicate in a welcoming way that’s easy to understand,
the overall visitor experience can be greatly improved, fostering
feelings of safety and acceptance.

Staff are more than just a point of orientation. They also play a role
in determining how people feel at an institution and how well they
understand the content. The “Tools and Practical Measures” chapter
covers how to train staff in inclusive communication and involve them
in preparing exhibitions.

What the research says
Research confirms that what experts (management, curatorial
teams, specialists) consider interesting often doesn’t match what
audiences expect or want. In one study, only one in six audience
members picked up on an exhibition’s “main story.” And even
then, their interpretation did not match what the curatorial team
had intended, since the exhibition had been organized around
themes of craft, creative process, and interpretation. (Spiro et al.,
2025)
Best practice at the Moravian Gallery shows that the key to
success is involving the education team as early as the concept
stage of an exhibition, not just afterwards as guides for a finished
show. That way, the exhibition is built from the ground up to be
understandable to the public. (Karnkovskd and Rozboril, 2023).
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Floor plans and tactile plans help visitors get their bearings and

plan their route. Sensory maps, on the other hand, focus on sensory
stimuli rather than the route, and are covered in detail in the “Physical
Space” chapter.

Pictograms

Pictograms are great for marking universally recognizable points of
interest (restrooms, elevators, emergency exits. They perform much
worse when they need to denote technical and specialized places
that lack a common and unambiguous symbol. Our own research
highlights the importance of pictograms. To make them as clear as
possible, it helps to pair the symbol with a short text description. This
combination reinforces the importance of the symbol and leaves less
room for misunderstandings.

At the same time, it’s important to use simple, widely recognized
symbols that build on how people generally interpret images. For the
graphic design itself, simplicity, high contrast, clarity, and consistency
are essential.

What the research says
Research participants distinguished color pictograms better than
black-and-white versions. Only 5% said they had noticed only
the symbol and not the color. (Museums Without Barriers project,
2023-2026)
In our research, how participants viewed color in pictograms
had nothing to do with their level of dyslexia. (Museums Without
Barriers project, 2023-2026)
A maijority of respondents said clear restroom signage should
be the standard, regardless of gender. Yet among the options
presented, only 2% identified gender-neutral symbols as helpful.
Most people (55%) prefer traditional symbols. Figure 3 shows the
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pictograms that performed best in testing.

As for the pictogram for the elevator, the version that was
deemed the most understandable in testing was the one with a
person inside a square elevator cabin. The pictogram showing
doors was confusing for participants, who mistook it for a regular
entrance or a freight elevator. (Museums Without Barriers project,
2023-20206)

The Accessible Icon Project shows that even seemingly simple
information symbols can carry significant cultural and social
meaning. Among other things, the project introduced a modified
wheelchair-user symbol that emphasizes activity and autonomy
for people with disabilities. The goal isn’t to change what the
pictogram means, but to strengthen the sense of activity and
independence it conveys. (Accessible Icon Project, 2026)

o>
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Figure 3: Examples of pictograms (elevator, no photography,
emergency exit) that research respondents identified as clearest
(Museums Without Barriers project, 2023-2026)
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Arrows and signage

The need for a wayfinding system is proportional to the size of the
gallery or museum space. Smaller, easy-to-navigate exhibitions
usually do not require fixed signage. However, if a route is more
complex or less straightforward, signage can serve as a useful
tool. Numbering exhibits or individual stops can help audiences. So
can arrows, which are also useful for pointing to a recommended
direction of travel and make a route easier to follow. This helps
audiences understand the structure of an exhibition and track
their progress along the route. A wayfinding system also reduces
uncertainty or the stress of getting lost.

On the other hand, an excess of arrows, directional instructions, and
other navigational elements on the floor can create unwanted visual
pollution, where an excess of information competes for attention
and disrupts the clarity and aesthetic quality of the exhibition.
Instead of supporting wayfinding, these elements can end up
contributing to information overload, where audiences pay more
attention to navigation than to the exhibition’s actual content. The
exception is exhibitions deliberately designed for free wandering and
independent discovery.

Brochures and maps

Brochures and maps are an essential part of wayfinding systems. In
larger exhibitions especially, they help audiences get a better sense
of the space, which allows them to plan their visit with more ease
and feel more confident. For people with specific learning difficulties,
brochures containing a map are an invaluable aid. Our research
suggests that visitors with no diagnosis tend to refer to the map to
confirm they’ve seen every part of the exhibition. People with dyslexia
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or other reading difficulties can make use of it to better understand
both the content and the spatial layout of an exhibition.

What the research says

Our research shows that only a small share of visitors revisits printed
materials they take home from an exhibition. One participant put it
this way: “I take it, but more as a souvenir, not something I'd go back
to and flip through.” (Museums Without Barriers project, 2023-2026)

Another tool that can make a visit easier for people is a detailed
guide, for example in PDF form, with a step-by-step walkthrough of
the entire visit, from arrival and parking to the cloakroom and quiet
zones (see the “Tools and Practical Measures” chapter). It reduces
uncertainty and anxiety and supports a smoother, calmer visitor
experience.

Tactile plans can also help audiences find their way. They make

it easier for people with visual impairments not just to navigate a
space, but also to get a better sense of the objects on display. A
tactile plan can show the layout of individual rooms, a visit route,

or important landmarks. Alongside wayfinding and tactile plans,
there are also sensory maps, which capture information about
noise, bright light, and quiet zones. These are covered in detail in the
“Physical Space” chapter.

What the research says
Among younger people (ages 12-27), the research confirmed that the
more often someone struggles with reading, the less often they visit
cultural institutions. (Museums Without Barriers project, 2023-2026)
Maps of exhibition spaces can improve visitor experience. Roughly
a third of respondents said information materials, flyers, and
brochures would improve their visit. (Museums Without Barriers
project, 2023-2026)
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Despite clear instructions, roughly three-quarters of our research
participants stopped at the ticket desk to confirm the direction
of the tour. The staircase also caused uncertainty, even though
participants had been told beforehand not to use it. (Museums
Without Barriers project, 2023-2026)

Curators: The team of curators is responsible for the way audiences
“read” an exhibition and its logical sequence. Ask an outsider to go
through your exhibition and describe their experience. Evaluate whether
your test subject felt confident in every section, found everything they
needed, and understood correctly what you had intended

Graphic designers: Simplify complex routes. If a route is complicated,
use arrows and object numbering to make it easier to follow along.

Management: Staff are a key point of orientation and act as active
guides. Invest in their training. Gallery attendants need to know

how to give directions to and communicate with different audience
groups. Welcoming, clear communication from the team directly
affects how safe people feel. Walk the entire route, from the public
transport stop or parking lot to the last room, together with someone
from your audience. They’ll immediately show you where your
wayfinding stops making sense. Fixing it doesn’t cost much, but it
substantially improves the visitor experience.

You’ll find checkpoints for this area in the “Checklist,” under
“Wayfinding and Navigation.”
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Key points

A good wayfinding system doesn’t just convey information: above
all, it reduces audience stress and uncertainty.

Information about the layout of a space or the exhibition route
should be available before the visit.

Audiences don’t move through a space randomly. Most people
intuitively turn right and, when uncertain, return to familiar points.
Pair symbols with text. A standalone pictogram with no text works
only for those already familiar with its meaning.

In more complex spaces, using exhibit numbering or arrows
showing a recommended direction helps audiences understand
the structure of an exhibition.

Maps and brochures can help audiences plan their routes and
make sure they haven’t missed any parts of the exhibition.
Elements that help people with dyslexia ultimately make
wayfinding easier for everyone.
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Interactive elements help turn a visit to a museum or a gallery

from passive observation into an active experience. They can take
the form of tactile models, screens, videos, sound installations, or
activities that invite audiences to explore and get involved. They help
people understand exhibition content better, remember it longer, and
form their own relationship with it.

Interactive elements only serve their purpose when they can be

used and understood easily. This chapter shows how to design

them for as wide a range of people as possible, emphasizing simple
controls, clear instructions, video and audio controls, engaging
multiple senses, and avoiding overload. It also shows how interactive
elements support audience independence, comfort, and active
engagement.

Simple and predictable controls

Interactive elements work best when they are simple, intuitive, and
predictable. Audiences should not have to think about how to use

the technology but rather be able to focus on the actual exhibition
content. Uniform modes of control across the entire exhibition help
build a sense of confidence when using both digital and physical
elements. If one screen employs horizontal scrolling, other interactive
devices should follow suit.

Simple controls help people who have limited experience with

digital technology. That includes older adults, people with specific
learning difficulties, or audiences who don’t normally encounter more
complex digital tools. In this context, interactive elements aren’t
meant to be technical showpieces. They’re supposed to help people
access information more easily and understand exhibition content
better.
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What the research says
Complicated or inconsistent interfaces increase cognitive load
and pull attention away from exhibition content. (Marconcini,
2022)
Complicated controls can create new barriers, especially for less
tech-savvy audiences. (Avni et al., 2025)
Consistent, predictable controls support a sense of control,
independence, and safety when visiting cultural institutions.
(Cerdan Chiscano and Jiménez-Zarco, 2021)

Clear prompts and instructions

If it is unclear at first glance how an interactive element works, a
simple and clear explanation is needed. People should be able to
grasp quickly what they are allowed to do, how to use the element,
and what happens once it starts. Short, specific instructions work
best.

Museum and gallery visitors are accustomed to not touching
exhibits. Unless it is clearly stated that an interactive element can be
used, they may worry about causing damage or breaking the rules.
Clear instructions and visible prompts inviting them to interact give
them confidence and make it easier to engage with the exhibition.

Unambiguous prompts work to assure the audience that they are
allowed to touch or use an element. Such messaging works against
uncertainty and supports active engagement with the exhibition.
Direct prompts are most effective, such as “Touch me”, “Swipe right”,
“Tap to start.” Specific commands are much clearer than more
vague prompts, such as “Explore” or “Discover more.”
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What the research says
People often choose not to interact with the elements due to
being unsure whether they’re even allowed to and worried about
damaging the exhibit. (Museums Without Barriers project, 2023-
2026)
Fear of improper use or breaking an institution’s rules showed up
across different audience age groups. (Museums Without Barriers
project, 2023-2026)
User testing revealed that prompts like “Explore me” were too
ambiguous for part of the audience. (Museums Without Barriers
project, 2023-2026)
Academic studies confirm that clear instructions reduce
uncertainty and support active audience participation. (Hodson,
Svanda, and Dadashi, 2023)

Engaging multiple senses

Today’s exhibitions increasingly make use of multisensory elements.
Alongside the visual, these elements also engage sound, touch,
movement, or smell. Engaging multiple senses helps make content
accessible to a broader range of audiences and makes for a deeper
visitor experience.

Multisensory elements also allow audiences to engage with the
content in a way that suits them best. Some people remember
information better through sound, others through touch or
movement. However, too many stimuli can easily overwhelm people,
so careful attention to the amount of stimuli prevents that.
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What the research says
Engaging multiple senses in an exhibition strengthens both
memorability and the intensity of the experience. (Falk and
Dierking, 2013)
Engaging multiple senses, such as sight, hearing, or touch, helps
make information accessible in several ways at once. That lets
people choose whichever approach suits them best. (Ji et al.,
2024)
People with dyslexia, for example, intuitively make use of tactile
elements, which help them understand content better and
remember information. (Museums Without Barriers project, 2023-
20206)
Too many different stimuli at once, such as sounds, texts, videos,
and interactive elements, can overwhelm audiences and make it
harder for them to concentrate. (Mesquita, Caldeira and Carneiro,
2022)
On the other hand, combining multiple types of interaction
accounts for the diversity of visitors and preferences for how
content is perceived. (Fang, Xia, and Diao, 2025)

One example of good practice is the Multisensory Met project at
The Metropolitan Museum of Art, which engaged sight, hearing,
touch, and smell. The goal was to expand the traditional museum
experience, built mainly around observation, and offer audiences
more ways to experience and interpret works of art. The project
showed that engaging multiple senses can deepen a visitor’s
connection to the objects on display and support a more intense
experience.
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Figure 4: A visitor experiencing Multisensory Met at the spring 2015
MediaLab Expo. Engaging smell heightens their experience of the
work.

Image description: A visitor smells a painting inside an exhibition
room.

An example of good practice in the Czech context is the tactile
model of the National Memorial at Vitkov, created by the National
Museum in collaboration with accessibility experts. The model
combines tactile and visual information and helps visitors with visual
impairments find their way around the space independently.
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Figure 5: Tactile model of the National Memorial at Vitkov.

Image description: A white tactile model of the National Memorial
at Vitkov on a tall white pedestal. The model captures the building’s
articulated roof with terraces and a grid of windows. A small
equestrian statue stands on the left side of the roof. On the front of
the pedestal is a plaque reading “TACTILE MODEL” in Czech.

Another example is the new Mésto v ¢ase (City in Time) exhibition at
the Museum of Prague, which combines digital models, interactive
elements, projections, and spatial sound. Both projects show that
engaging multiple senses can help not only people with specific
needs, but also improve the visitor experience for a broader
audience.
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Mésto v case exhibition, Museum of Prague: https://www.
muzeumprahy.cz/vystavy-a-akce/expozice-mesto-v-case-
pribehy-z-19-stoleti-ozivaji

Interactivity supports a
personadlized experience

Interactive elements let people move through an exhibition at
their own pace and choose how to engage with content based
on their individual needs and preferences. Audiences become not
just recipients of information, but active participants in the visitor
experience.

When given the freedom to choose for themselves how to work with
an interactive element, people feel more confident and comfortable
during a visit. They have more control over what and how they

Figure 6: Mésto v ¢ase exhibition at the Museum of Prague explore, and they engage more with the exhibition. Interactive

elements thus become not just a technical add-on: they help make
Image description: A dark hall with a ceiling fresco and a circular content accessible to different audience groups and support their
skylight. A visitor stands with her back to the viewer in the center, active participation in the visitor experience

facing three large round projection screens. They show a panoramic
projection of the city. A semicircular bench sits in front of the

projections. The installation is part of the Mésto v ¢ase exhibition at What the research says

the Museum of Prague. - Current approaches in museology treat audiences as active co-
creators of an exhibition’s meaning. (Hashim, Mohd Taib, and
Alias, 2014)

Sources for best practice examples - Research shows that the potential for active participation
Multisensory Met, The Metropolitan Museum of Art: https://www. increases engagement, attention, and how well content is
metmuseum.org/perspectives/multisensory-met remembered. (Derda, 2024)

Tactile model of the National Memorial at Vitkov, National - Being able to choose how to interact supports a sense of
Museum: https://www.nm.cz/o-nas/novinky/narodni-muzeum- independence and comfort when visiting cultural institutions.
predstavilo-hapticky-model-narodniho-pamatniku-na-vitkove (Hodson, Svanda, and Dadashi, 2023).
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Control over video and audio

Audiovisual elements are an important part of today’s exhibitions.
Visitors often walk up to video content that has already started
playing, which causes confusion. Hence, visitors should be able to
restart a video from the beginning, pause it, or adjust the volume. A
clear playback progress indicator is also helpful.

Captions also help audiences navigate content. In practice, local
language audio often lacks closed captions, even though these help
deaf and hard-of-hearing people, as well as audiences in noisier
spaces. For foreign language audio, providing both local language
and English captions is ideal. Additionally, a written transcript allows
visitors to process the content at their own pace.

Similarly, audio guides work best when they offer more than one
way to use them. Some people prefer their own headphones; others
prefer small speakers. When people have a choice, they can adapt a
visit to their own needs and preferences.

What the research says
Research participants repeatedly reported frustration with videos
that couldn’t be restarted or whose volume couldn’t be adjusted.
(Museums Without Barriers project, 2023-2026)
Some visitors see value in audio guides as “a rest for the eyes,”
while others experience cognitive overload when looking at an
exhibit and listening at the same time. (Mesquita, Caldeira, and
Carneiro, 2022)
Audiences need to be able to process information and revisit
content at their own pace. (Hodson, Svanda, and Dadashi, 2023)
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Sometimes less is more

A well-designed interactive element does not overwhelm the visitor
with too much information or too many stimuli. A balance of text,
image, sound, and movement centers focus on the exhibition
content. Audiences shouldn’t be asked to track several different
sources of information at once. If an interactive element combines
text, image, sound, and active controls, visitors should be able to
engage with them one at a time, at their own pace.

The placement of interactive elements within a space matters too. If
too many interactive installations are concentrated in one place, their
sound, light, or movement effects can interfere with one another

and pull attention away from the exhibition content. With enough
distance between them, interactive elements don’t compete with one
another and let audiences have a focused, undisturbed experience.

What the research says
Combining multiple stimuli without a clear structure can
overwhelm audiences and make it harder to understand content.
(Marconcini, 2022)
Cognitive overload occurs especially in situations where people
have to look at an image (the artwork), read text, and listen to
audio all at once. (Mesquita, Caldeira, and Carneiro, 2022)
Audiences need to be able to process information and revisit
content at their own pace. (Hodson, Svanda, and Dadashi, 2023)
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Interactive elements need long-
term maintenance

Interactive elements aren’t a one-time investment. To serve
audiences well throughout an exhibition’s run, they need regular
checks, maintenance, and clearly assigned responsibility for their
operation. A broken screen, a dead battery, or damaged headphones
can block access to content and reduce the quality of a visit.

When planning an interactive element, galleries and museums

must therefore plan not just for its purchase, but for its life cycle,
servicing, and staffing. The plan should answer the question of who
will perform regular checks, how often maintenance will happen, and
how the institution will handle technical issues.

What the research says
The long-term sustainability of interactive elements depends not
only on the quality of the design, but also on the organizational
and staffing arrangements behind their operation. (Marconcini,
2022)
Studies on inclusive design stress that accessibility has to be
part of a service or product’s entire life cycle, not just the design
phase. (Cerdan Chiscano and Jiménez-Zarco, 2021)

Curators: When designing interactive elements, observe whether
audiences quickly understand what they’re supposed to do with
them. Test your interactive installations with people outside of the
preparation team and watch where they hesitate or need additional
clarification. If people get stuck, simplify the controls or the
instructions.
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Graphic designers: Design instructions so that they are visible and
legible within the exhibition space. Test whether users find it easy
to locate any buttons, instructions, or audio and video controls.
Important information should be brief, high-contrast, and placed
near the interactive element.

Production staff: Create a simple operating plan for every
interactive element. Define who checks that it’s working, who
changes the batteries, who handles technical issues, and how quickly
problems need to be fixed. Test interactive elements under real
operating conditions: check that a video can easily be replayed, the
volume adjusted, or a digital interface used intuitively. Also watch
whether the technology responds quickly enough and doesn’t create
frustration.

Educators: When working with interactive elements, account for
different ways of learning and processing sensory input. Combine
image, sound, touch, or movement so people can choose whichever
way of engaging with content suits them best. At the same time,
avoid overwhelming people with too many stimuli at once.

Attendants: Notice which interactive elements people most often
struggle or need help with. These situations can point to unclear
instructions or overly complicated controls. Feedback from audiences
can help you adjust and improve interactive elements.
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Management: Before acquiring an interactive element, ask yourself:
“Who’s going to look after it in six months?” Budget not just for the
purchase, but for servicing, updates, spare parts, and maintenance
capacity. Build testing interactive elements into standard exhibition
preparation. Just as texts or graphics get checked, it’s important

to verify how clear the controls, instructions, and overall visitor
experience are. Even small adjustments can substantially improve
accessibility and visitor comfort.

You'll find checkpoints for this area in the “Checklist,” under
“Interactive Elements.”

Key points

Interactive elements help audiences understand content better
and actively engage with an exhibition.

Interactive elements work best when they’re simple and intuitive.
Clear instructions reassure people that they’re allowed to touch
and use them.

Engaging multiple senses, such as sound, touch, or movement,
enhances memorability and makes content accessible to different
audience groups.

Too many stimuli or complicated controls can overwhelm
audiences and pull attention away from the exhibition content.
The ability to choose and control an interaction supports a sense
of independence, safety, and comfort during a visit.
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Your space speaks to your audience even without any text present.
Light, sound, and the shape and arrangement of a space create
what we call the passive environment, and that, in turn, shapes

how people experience an exhibition. A well-designed passive
environment leads visitors intuitively with no extra effort. At the same
time, it determines the accessibility of an institution to different
audience groups. This chapter shows how to read and adjust a
space so that everyone feels safe in it and can find their way around
easily.

How to create a supportive space

Art can be an instrument of care, support, and mental restoration. It
helps people feel better and works as a place where they can relax,
recharge, and regain focus and emotional balance. But that potential
depends directly on the quality of the space: excessive noise, visual
overload, or poor lighting weaken it considerably

What the research says
Research has documented the link between the quality of a space
and psychological wellbeing in museums: an environment that
overwhelms the senses weakens art’s capacity to serve as a
source of recovery. (Sveb Dragija and Jelinéi¢, 2022)
Research participants named the biggest barriers to visiting as
an abstract topic with no clear message, too many people, a busy
environment, noise, visual chaos, and poor spatial orientation.
“When there are crowds, I don’t feel like going at all.” (Museums
Without Barriers project, 2023-2026)
By contrast, young adults expect a visit to offer inspiration,
creativity, inner calm, emotion, reflection, and the discovery of
something new. “I want to be touched by it somehow, to be
made to think and to feel something.” (Museums Without Barriers
project, 2023-2026)
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The first step is to reduce noise and create calmer areas. It’s also
important not to overload audiences with too many stimuli. That
means less text, a clear layout, and enough open space that doesn’t
feel overwhelming. Lighting plays a major role too: it should be soft,
even, and not too harsh.

To increase comfort, consider adding rest areas, where people can
sit down and just be still for a moment. Clear signage and a logical
exhibition layout help reduce stress and uncertainty.

Sensory accessibility

Sensory overload is one of the most significant, and most
systematically underestimated, barriers. The sensory properties

of public spaces, such as light intensity, noise, or crowding, can be
seriously limiting. The aim of sensory accessibility is not to remove all
stimuli altogether. It strives to create an environment where people
have more control over the way they use and experience the space.

What the research says
The physical environment directly determines how much attention
audiences can give to exhibits. Poor lighting, acoustic noise, or
a confusing spatial layout pull attention away from content and
lead to so-called museum fatigue before any deep engagement
is achieved. (Bitgood, 2013)
In museums and libraries, key measures include adjustable
lighting, reduced visual noise, and a predictable layout. These
don’t just benefit autistic visitors; they benefit everyone with
heightened sensory sensitivity. (Svaler, 2024)
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Museums and galleries respond to these needs in different ways.
Some adapt the spaces themselves; others offer aids for greater
comfort. In practice, that means things like a clearly marked,
easy-to-understand layout, quiet zones with dimmed or adjustable
lighting, the availability of sensory aids, and trained staff.

The most common sensory aids include:

- Noise-canceling headphones: these can dampen loud sounds in
galleries and ease the strain on people’s ears.

- Sensory maps: a floor plan of the gallery that shows areas with
a lot of noise or light as well as quiet zones. The goal is to help
audiences understand the environment in advance and plan a
visit that’s pleasant and manageable. While their use in Czech
contexts is being explored, they are considered standard practice
at museums worldwide. One example is the Science Museum in
London, which offers a sensory map as a “survival guide.” It uses
simple icons for crowded spots, noisy exhibits (for example, where
engines are running), and harsh or flashing light. Link to the map:
https://www.sciencemuseum.org.uk/sites/default/files/2026-03/
SensoryMap.pdf

Sensory aids can be made available at the ticket office, often in
the form of sensory bags. These measures work best when they’re
introduced together, forming one interconnected system of support.

What the research says

Sensory maps are simple floor plans of a space. They show which
sensory stimuli audiences will encounter in different places, along
with quiet zones, louder areas, and strong light sources. People can
use them to plan a route based on their own needs. (Watchorn et al.,
2025b)
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A sense of safety and concentration

The basic strategies for reducing cognitive load in museum settings
complement each other. They include quiet zones (also known as
calm rooms) and quiet hours, dedicated times with reduced sensory
stimulation.

These measures are especially useful for audiences who process
sensory input differently and need a calmer, less disruptive, and
more predictable environment. Nevertheless, they can also add to
the overall comfort and deeper experience of anyone who prefers a
calmer setting.

Audiences appreciate when museums and galleries clearly state
when quiet hours take place on their website. Another helpful tool is
showing current visitor count on the website.

What the research says
Spending time in an environment with reduced sensory load has
been shown to lower cortisol levels and support mental recovery.
(Powers Tomasso, Biatowolski, and Spengler, 2025)
Quiet zones are dedicated spaces with a deliberately reduced
intensity of stimuli: dimmed lighting, sound-absorbing materials,
comfortable seating, and a calm environment free of outside
noise. (Watchorn et al., 2025a)
Quiet hours extend this logic to the entire institution. During
quiet hours, a museum deliberately dims both noise and lighting,
limits the number of visitors, and makes quiet zones available.
(MacLennan et al., 2023)
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Spdtidl |Clyou1: Clnd. bdrriers to Keep in mind, though, that scents can also be harmful to some

people. Strong smells cause issues for people with asthma, allergies,
movement or sensory overload. So, warn audiences before the visit:

« On the website: Write a clear warning in the section containing
practical information about the exhibition. That lets audiences
prepare for the eventuality, or decide to skip that part of the
exhibition.

« At exhibition entrance: Place a visible sign or pictogram on
the door or wall right before the exhibition begins. That gives
audiences one last chance to turn around and avoid the space.

The spatial layout of a gallery or museum has a direct effect on
how easily and comfortably audiences move through it. Rather than
making people adapt to the space, the space should be designed to
meet their needs.

What the research says
The prospect-refuge principle plays an important role: the sense
of safety that comes from having your back covered while still
having an open view ahead. This principle has been shown to
evoke calm and reduce anxiety. (Dosen and Ostwald, 2016)
Frequently occurring physical barriers include stairs with no
accessible alternative, narrow passages next to display cases,
exhibits placed at extreme heights, a lack of places to rest, or
confusing restrooms. An institution should ensure sufficiently
wide, passable routes, accessible elevators, and barrier-free
restrooms. Seating with a range of heights and support types is
also important to accommodate wheelchair users, people with
strollers or walkers, and people with chronic pain. (Prandi et al.,

What the research says
A multisensory approach draws on the synergy of sight, hearing,
touch, and smell, and strengthens both overall attention and the
memorability of the content. Scent reinforces memory traces,
music adds structure to the spatial experience, and tactile
elements substantially enhance engagement for people with
limited vision. (Luo, Doucé, and Nys, 2024)
Accompanying programs, such as hands-on workshops or guided
tours, can elevate the experience. More than 40% of our research
participants said these kinds of accompanying programs would
improve their experience of an exhibition. (Museums Without
2023. Barriers project, 2023-2026)

This way of presenting art helps people understand the works on
Engdglng the senses o.llspla'y more fully and experlgnce them more 'deeply. At the same

time, it makes the gallery environment accessible to a broader

audience, including people for whom purely visual inputs are less

A multisensory approach engages several of our senses at once. natural or more draining. A multisensory approach supports a
Alongside the exhibits themselves, audiences can hear sounds, touch deeper experience and makes a visit clearer, more engaging, and
selected materials, move through a specifically adapted space, or more open to different ways of experiencing the world.

pick up on scents connected to the exhibition’s theme.
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Lighting

Lighting has a major effect on how audiences see a space and the
artworks themselves. It’s not just about being able to physically see
the exhibits. What also matters is how people feel in the space, how
they find their way around, and whether they move through it with
confidence.

Different types of lighting can significantly affect the mood of
an exhibition. Light that is too harsh or too high-contrast can be

unpleasant, tiring for the eyes, and pull focus away from the exhibits.

Very dim or uneven lighting, on the other hand, can make navigation
in the space more difficult and lead to audiences missing or skipping
parts of the exhibition.

Making sure transitions between different parts of the exhibition are
smooth also plays a major role. Sudden changes in lighting, such as
a shift from a very bright space to a dark one, can be unpleasant
and disorienting for some people. Gradual, gentle transitions, by
contrast, help maintain a sense of comfort and safety.

A well-thought-out lighting design is not just an aesthetic decision.
It affects accessibility, how legible a space is, and the overall visitor
experience. Lighting in Czech museums and galleries is governed
by a technical standard, which gives museum practice a clear
methodological framework.

Czech technical standard for indoor exhibition lighting

CSN P CEN/TS 16163: Conservation of Cultural Heritage - Guidelines
and Procedures for Choosing Appropriate Lighting for Indoor
Exhibitions. (Ceskd agentura pro standardizaci, 2015)
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Working with sound

People generally perceive gentle background music positively,

as it can help create a calm atmosphere and support the overall
experience of a space. Loud videos placed near info panels, on the
other hand, act as a significant distraction and make it impossible
to concentrate on reading. High video volume makes it considerably
harder to understand curatorial texts and accompanying materials.
For that reason, it’s essential that music not be treated as

a mandatory component of the environment, but as a supporting
element. That means giving audiences the option to turn music off,
or avoid it altogether. It’s equally important to inform audiences
before they enter, so they can choose the setting that works for
them. As such, music isn’t a universal standard for exhibitions, but an
optional tool.

What the research says

Research participants positively evaluated the option to engage
more senses: “I see it as a big plus when any additional senses
get engaged; when an exhibition allows for it, like some video or an
audio guide, or when I can touch something. I don’t find using my
eyes tiring. I think it’s better when it’s combined. I think I engaged
my sense of touch on my own, actually, when I touched that seat.”
(Museums Without Barriers project, 2023-2026)

Audio guides seem to be a reliable way to deliver interpretation,
but having a choice matters here too: while a part of the audience
likes using audio guides, others prefer silence or reading texts.
That’s why it’s good to give audiences a choice of several ways to
get information, such as info panels, brochures, or QR codes. Audio
guides are covered in detail in the “Interactive Elements” chapter.
An audio guide should be part of a balanced environment, one that
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doesn’t feel overwhelming or disruptive and lets people take in
content at their own pace.

Scent

Engaging smell can trigger an immediate emotional response and
a deep experience. However, caution is advised when applying such
elements. Scent has the power to carry an audience through time.
A faint whiff of tar and smoke in an exhibition about the industrial
revolution, or the scent of dried herbs in a historical pharmacy, can
add to the atmosphere better than a thousand words. Olfactory
stimuli shouldn’t be allowed to drift freely through the entire space
either. For people with sensory overload, asthma, or allergies, an
intense scent can be a barrier.

Comfort

Audience comfort affects how long people remain within an exhibition,
how they perceive it, and how likely they are to return to the space.
That includes having somewhere to sit, rest during a visit, or take

a break when an exhibition is longer or more demanding. For this
reason, make sure seating is available wherever that need can be
anticipated (for example, near projections). Seating areas need to be
clearly marked, though, as people are often unsure whether something
is an exhibit or a rest area. It’s also important to ensure enough room
to move, so no one has to squeeze past others in tight spots.

Every person’s needs are different. Some prefer moving through an
exhibition quickly; others like to take it slow and examine every detail.
A comfortable environment should accommodate both, without
pressure or stress. In this way, comfort is no add-on but a basic part
of a good visitor experience.
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Curators: Younger generations see abstract topics with no clear
messaging as problematic. Look for ways to connect content with
emotion and reflection. Introduce quiet hours and dedicated times
with reduced stimulation, which benefit not just neurodivergent
groups, but anyone looking for peace and calm.

Graphic designers: Minimize visual noise. Too many stimuli and
visual chaos lead to fatigue and reduce the ability to take in exhibits.

Management: Adapt the gallery or museum space (clearly marked
seating, managing noise and light). Introduce organizational changes
(such as quiet hours) and offer audiences sensory aids. A financially
modest investment in these measures, and in staff training, will help
create a place where art genuinely helps people recharge.

You’ll find checkpoints for this area in the “Checklist,” under “Physical
Space.”.
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Key points

A space speaks even without words: light, sound, and layout
either intuitively support audiences or create barriers for them.
People feel calmer in more varied spaces where they have their
back covered and an open view ahead.

Noise, visual chaos, and crowding are major barriers, not just for
people with specific learning difficulties, but for more sensitive
audiences in general.

Engaging multiple senses (hearing, touch, smell) alongside sight
has been shown to strengthen the memorability of the content
and reinforce memory traces.

A museum or gallery can support psychological wellbeing when it
works as a space for restoring attention and emotional balance.
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This chapter provides an overview of the legal framework, from the
UN Convention to Czech laws, that sets out the obligation to ensure
accessibility in culture. For management and curators alike, this
material is essential: it explains that accessibility isn’t just a matter
of goodwill, but a binding legal obligation, and that failing to meet
this obligation can be seen as discrimination.

Readers will take away practical tools for clear communication,
digital accessibility, and removing physical barriers in line with
current technical standards. Understanding the difference between
universal design and reasonable accommodation will also let you
plan inclusive programs more effectively and build an institution
that’s genuinely open to everyone.

The UN Convention on the Rights of
Persons with Disabilities

The UN Convention on the Rights of Persons with Disabilities
(hereinafter “the Convention”) is currently the most significant
instrument of international law in the area of disability rights. It’s a
comprehensive document that addresses every area of life of people
with disabilities, with each area covered in a separate article.

Origin and legal mandate of the Convention

The Convention was adopted by the UN General Assembly on

13 December 2006, as the eighth human rights convention, in
response to the fact that people with disabilities continued to face
discrimination despite earlier conventions. On 30 March 2007, the
Convention was adopted by the Czech Republic, where it entered
into force, following ratification, on 28 October 2009. That made the
Convention a binding legal instrument for the Czech Republic, one
that takes precedence over other legislation, which must conform to
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it. Therefore, it is not merely a set of recommendations.
Source: Article 10 of the Constitution of the Czech Republic.

Under Article 1 of the Convention, persons with disabilities “include
those who have long-term physical, mental, intellectual or sensory
impairments which in interaction with various barriers may hinder
their full and effective participation in society on an equal basis
with others.” This is a very broad definition, not limited to a medical
diagnosis. It covers everyone who, due to their health, faces
obstacles in everyday life that prevent them from reaching their
potential and being fully included in society.

The entire text of the Convention has to be understood keeping in
mind the core values it’s built on. Under Article 3 of the Convention,
these include respect for inherent dignity, individual autonomy
including the freedom to make one’s own choices, independence of
persons, and non-discrimination. This list is rounded out by principles
such as equality of opportunity and accessibility.

All European and domestic legislation as well as all strategic
materials should be grounded in the provisions of the Convention,
since the European Union as a whole is itself a party to it.

The European Union as a party to the Convention
The European Union acceded to the Convention as a party in 2011.

Accessible culture under the Convention

Accessibility in the broadest sense is addressed in Article 9 of the
Convention. It establishes an obligation for states to ensure equal
access to, among other things, the physical environment, information,
and services. In a cultural context, these measures mainly concern
removing barriers in publicly accessible buildings such as museums,
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theaters, and galleries, and ensuring accessible information and
communication.

Building on the general provisions on accessibility, Article 21
guarantees freedom of expression and access to information
through forms of communication of one’s own choosing. For
cultural participation, the key requirement is to provide information
in accessible formats and technologies suited to audiences with
different needs, at no additional cost to them. These forms include,
for example, information in plain language or easy-to-read format,
and other alternative formats accessible to people with visual
impairments (such as Braille, large-print, or digital text) or hearing
impairments (such as sign language interpretation).

Article 3@ of the Convention then provides specific rules guaranteeing
participation in cultural life. States that are parties to the Convention
are required to ensure access to cultural materials, television
programs, films, theater, and other cultural activities in accessible
formats.

States must also ensure access to places for cultural activities, such
as theaters, museums, cinemas, libraries, and tourism services,
and, as far as possible, access to historical monuments and sites of
national cultural heritage. Accessibility requirements also apply to
historical and protected monuments.

The UN Committee’s General Comment on accessibility
General Comment No. 2 (2014) of the UN Committee on the Rights of
Persons with Disabilities on Article 9, Accessibility (hereinafter “the
General Comment”), was published on 22 May 2014. Among other
things, it states that it makes no difference whether the operator of
a cultural venue is a private or a public entity.

All entities that provide services to the general public, including
online, are called on to provide information and services in accessible
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and usable formats for people with different needs.

The General Comment also addresses the difference between
accessibility and reasonable accommodation. Broadly speaking, both
accessibility and reasonable accommodation aim to help people with
disabilities realize their rights.

Here’s a concrete example to illustrate the difference. Accessibility
means that a visitor with a severe visual impairment walks into

a gallery and automatically finds a description of a painting in
Braille, large print, and another alternative format. Reasonable
accommodation, by contrast, would be a gallery allowing a visitor, at
their specific request, to touch a sculpture that isn’t normally meant
to be touched.

Accessibility and reasonable accommodation: what’s the
difference

Accessibility can be understood as a duty to ensure a barrier-free
environment, information, communication, or services, with an
emphasis on universal design (the ability to use an environment or
service, receive information, or communicate without further special
adaptations, for as broad a range of users as possible). Reasonable
accommodation, by contrast, means special adjustments for

a specific person with specific needs. Ensuring accessibility

is therefore a broader concept than providing reasonable
accommodation.

Source: General Comment No. 2 (2014) of the UN Committee; the
Public Defender of Rights.

So far, the UN Committee on the Rights of Persons with Disabilities
has only dealt with questions of cultural accessibility in individual
complaints to a very limited extent. Most of the Committee’s work
related to Article 3@ has been confined almost entirely to general
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recommendations issued to individual states as part of its regular
monitoring.

In the past, these recommendations have also often focused
narrowly on copyright law and the implementation of the Marrakesh
Treaty, which facilitates access to literature for blind people. In the
academic literature, Article 30 is accordingly considered one of the
least explored rights in the entire Convention.

Henley v. Australia

Practically the only significant case to address this topic directly was
that of an Australian woman named Henley. She complained about
the lack of audio description in television broadcasting. Even in that
decision, though, the Committee focused primarily on the general
duty to ensure accessibility under Article 9, rather than a deeper
analysis of the specific right to participate in cultural life.

Source: decision of the UN Committee, Henley v. Australia.

The Marrakesh Treaty

The Marrakesh Treaty is a landmark legal milestone in inclusive
access to cultural and scientific heritage. Its core mechanism is a
mandatory, harmonized exception to copyright law. This exception
allows authorized entities to produce, distribute, and share
copyrighted works internationally in accessible formats (such as
Braille, audiobooks, or specific digital formats) without needing prior
consent from rightsholders.

The treaty’s key societal impact extends far beyond the community
of people with visual impairments. Its legal definition of beneficiaries
explicitly covers a wide range of users. This includes people with
specific learning and print disabilities (such as severe dyslexia), as
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well as people whose physical abilities make it difficult to handle a
printed book in the usual way, such as turning a page or keeping
their eyes on the text.

The Marrakesh Treaty: key dates

The Marrakesh Treaty (officially the Marrakesh Treaty to Facilitate
Access to Published Works for Persons Who Are Blind, Visually
Impaired or Otherwise Print Disabled) was adopted by the World
Intellectual Property Organization (WIPO) in 2013. In the Czech
Republic, as an EU member state, the Marrakesh Treaty has been in
effect since 1 January 2019, following its ratification by the European
Union as a whole in October 2018. It was incorporated into Czech
law, specifically the Copyright Act, through an amendment that took
effect in February 2019.

Accessibility under European Union
law

This section covers only the legislation relating to the accessibility of
information.

The Web Accessibility Directive

The Directive on the accessibility of websites and mobile applications
requires public sector bodies to keep their websites and apps
accessible to all users: perceivable, operable, understandable, and
robust. That lets people with disabilities use them effectively with
assistive technologies or specialized programs available to them. The
directive doesn’t apply to private operators.
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Adoption of the directive
The Web Accessibility Directive was adopted on 26 October 2016.

Source: Directive (EU) 2016/2102.

The directive was transposed into Czech law by the Czech Act on the
Accessibility of Websites and Mobile Applications. This is covered in
more detail in the section on Czech legislation.

At the European Commission level, a range of guidance documents
exist on how to write clearly. These mainly concern official texts, but
the same rules can be applied in other areas too, including culture.

A practical guide: How to Write Clearly

The guide “How to Write Clearly” was published by the European
Commission’s Directorate-General for Translation. It has been
officially translated into all official languages of the European Union.
It includes concrete recommendations, such as keeping sentences
short and simple, preferring active verbs to passive, cutting out
excess nouns, and always naming the agent.

Source: European Commission Directorate-General for Translation.
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Cultural accessibility under Czech
legal and advisory documents

Digital accessibility in culture

The Act on the Accessibility of Websites and Mobile Applications has
a major effect on the digital presentation of cultural heritage and
public sector institutions such as museums, galleries, and libraries.
The act requires these entities to keep their digital platforms
perceivable, operable, understandable, and robust. For users with
specific needs, the principle of understandability is especially
important: it requires that people be able to easily read and
understand information and interface controls.

Exceptions for collection items; oversight

In the cultural sector, the act defines specific exceptions for

“items of cultural heritage collections” (which it defines to include
cultural monuments, museum collection objects, library documents,
and objects of cultural value). These items don’t have to meet
accessibility requirements where doing so would be incompatible
with preserving their originality and authenticity, or where the
technology needed to automatically convert text from historical
manuscripts isn’t available.

For all other content, the obligation to remove barriers applies.
Compliance by cultural institutions run by the state, a territorial self-
governing unit, or a legal entity established by law is overseen by the
Digital and Information Agency, which acts as the supervisory body
in this area. The act doesn’t apply to private operators of cultural
institutions.

Private operators of cultural venues are, however, subject to the Anti-
Discrimination Act.
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The Anti-Discrimination Act

The Anti-Discrimination Act guarantees equality under Czech law
and protects people from discrimination in the areas it specifically
(exhaustively) defines. These areas include, among others, access

to services for the public. This rule applies absolutely strictly in the
area of cultural accessibility. The law treats what cultural institutions
offer, along with theater and concert productions and the operation
of heritage sites, as the provision of public services.

The Anti-Discrimination Act in the Czech Republic
The Czech Republic adopted the Anti-Discrimination Act in 2009.

The Anti-Discrimination Act also defines refusing or failing to
provide reasonable accommodation as indirect discrimination on
grounds of disability. Anyone with a disability necessarily needs
this kind of accommodation to make full use of public services.
The act does allow an exception where doing so would represent a
disproportionate burden, but that assessment is subject to a strict
proportionality test.

The proportionality test: four criteria
The law requires a provider to assess four things at once:
the benefit the accommodation would bring to the person with a
disability,
whether it’s financially feasible,
whether financial or other assistance is available to implement it,
whether an alternative measure would meet that person’s needs.
All four have to be weighed together, not considered separately.

Source: the Anti-Discrimination Act.
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The act also explicitly states that a measure an entity is required

to carry out under a specific legal regulation (for example, under
the technical standards of the Building Act) is never considered a
disproportionate burden. In this way, the law turns the removal of
barriers in culture from a mere social gesture or act of charity into a
clearly defined, enforceable legal duty.

One example of reasonable accommodation is a mid-sized museum
preparing a permanent exhibition on the history of the city. In that
case, it’s entirely appropriate for the exhibition to include texts in
plain language and easy-to-read format, for exhibit labels to include
Braille, and for them to feature QR codes linking to digital versions of
the information.

The disproportionate burden exception, by contrast, would apply to
a small volunteer-run association putting on a weekend exhibition of
historical texts. In that case, the requirement to make the exhibition
accessible would represent an unreasonable financial burden that,
given the exhibition’s very short run, can’t reasonably be expected of
a small association.

The physical accessibility of a cultural institution

For a cultural institution to be genuinely accessible, it has to meet
numerous requirements for architectural accessibility. In the Czech
context, these are set out in detail in the Decree on Construction
Requirements and the Czech technical standard Accessibility and
Barrier-Free Use. Both documents provide technical specifications for
the layout of any space intended for public use.

Advisory documents on plain language and easy-to-read text
Accompanying texts are part of any institution, not just a cultural
one. It’s essential to write them clearly, and a narrower segment
of the audience will also appreciate having them in easy-to-read
format. No Czech legislation directly regulates plain language or
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easy-to-read formats, but this obligation follows directly from the
Convention. That’s why several advisory documents have been
published in recent years.

An advisory document from the Public Defender of Rights

One such advisory document is the Office of the Public Defender

of Rights’ publication How to Write Official Texts Clearly. As the title
suggests, the publication focuses on official texts, but the rules it
sets out can be applied to any text, including accompanying texts for
exhibitions, plays, and other cultural events.

Source: the Public Defender of Rights: How to Write Official Texts
Clearly.

Simplified language, easy-to-read, plain language

This publication uses the term “easy-to-read” (in Czech public
administration also called “simplified language”). It’s a narrower,
stricter methodology than plain language. You'll find a detailed
definition of both terms, along with guidance on how to create such
texts, in the “Tools and Practical Measures” chapter.

Source: Ministry of the Interior of the Czech Repubilic.

Management: Check whether every space in your institution allows
people using wheelchairs, or accompanying a child in a stroller, to
move around independently. Check whether your institution’s website
and mobile app are understandable and operable for people with
different needs. Take a proactive approach to different audience
needs through support measures. Digitize all printed materials (or
arrange for them to be digitized), so they’re accessible to audiences
with disabilities.
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Conclusion

Ensuring accessibility in culture isn’t just a gesture of goodwiill.
It’s a binding legal obligation, and failing to meet it can be
treated as unlawful conduct under the Anti-Discrimination Act.
Cultural institutions should apply universal design principles as
a first priority, so their spaces, information, and services can
automatically be used by the widest possible range of visitors
without a need for further adaptation.

Information accessibility requires providing texts and digital
content in understandable formats, such as plain language
for the general public or easy-to-read formats for people with
cognitive disabilities.

The obligation to remove barriers covers not just architectural
changes, but also digital accessibility and reasonable
accommodation for the individual needs of specific people.

A genuinely open institution actively removes physical,
informational, and communication barriers, enabling everyone,
without exception, to fully participate in cultural life.
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Tools and
Practical Measures
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Knowing that your texts fail is only half the story. This chapter shows
what to actually do about it. Whether you manage a large gallery or

a small regional museum, you’ll find measures here that don’t need a
big budget, even some you could implement as soon as tomorrow.

Accessibility as better
communication

International practice shows that accessibility for people with
specific learning difficulties isn’t about simplifying content. It’s about
finding forms of communication that allow the widest possible
audience to understand it.

Inclusive design helps break down unnecessary barriers and enables
more people to understand content independently. Its goal isn’t to
strip content down but to make it accessible without unnecessary
frustration, uncertainty, or a sense of failure.

Plain language: a standard, not a compromise
One of the most effective tools for making content accessible is
plain language. It’s an approach that helps people quickly find,
understand, and use information without unnecessary effort.
Plain language doesn’t assume readers have specialist knowledge
or plenty of time. Instead, it accounts for the fact that people read
in different situations, with different levels of concentration and
different backgrounds.
Basic principles:

One sentence = one piece of information.

Active verbs instead of passive constructions.

Concrete words instead of abstract concepts.

Short paragraphs and a clear text structure.

Lead with the key message.

Everyday words instead of technical jargon.
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Easy-to-read text: when to go further

Easy-to-read is a specialized methodology aimed mainly at people
with intellectual disabilities or significant difficulty understanding
text. Compared to plain language, it uses stricter rules for language,
structure, and visual presentation, and often involves testing with the
target group. If a museum is preparing materials specifically for this
group, it’s worth working with easy-to-read methodologies and their
national adaptations.

Plain language is a broader approach than easy-to-read, and it
suits most museum texts aimed at the general public.

A version “for everyone”: one text, not two

A frequently occurring mistake is when institutions prepare two
parallel versions: an expert one and a simplified one. This leads to
creating two separate groups within the audience and a sense of
inequality. A more effective approach is to write one version with a
clear hierarchy that works for both: lead with the essential, leave the
details for the end or supplemental materials.

Digital tools: what works and how
to use it

Digital tools can significantly expand accessibility without any
physical interventions to your exhibitions.

QR codes with audio recordings

Record an audio version of each main text and place a QR code next
to the exhibit. Audiences can play the text on their own phone, at
their own pace, without having to read.

Examples of text-to-speech tools (as of 2026):
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Natural Reader
Speechify
ElevenLabs

These tools are examples of available solutions, not a
recommendation of any particular commercial product.

Text-to-speech on the website
Enable the read-aloud feature on the museum’s website for content
such as articles, exhibition descriptions, or the blog. That allows
people to “read” about the exhibition before the visit in the comfort
of their homes.
Examples of text-to-speech for websites (as of 2026):
Read Aloud (Chrome extension): free, simple, works on most
websites;
Speechify: a more robust alternative with more features;
Natural Reader: available in both web and desktop versions.
These tools are examples of available solutions, not a
recommendation of any particular commercial product.
Ways to implement this:
an integrated text-to-speech solution built directly into the
website (such as ReadSpeaker);
using the read-aloud feature available in modern web browsers;
automatically generated audio versions of texts using Al tools.

Wayfinding: seeing means
understanding

Navigating a museum space is one of the most common barriers for
people with dyslexia or ADHD.

Pictograms and iconography
Pictograms can make wayfinding inside buildings and within
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exhibitions easier. Use recommendations set out in chapter
“Wayfinding and Navigation” when designing them. Focus mainly on
using them consistently throughout the space and aligning them with
the museum’s navigation system.
Sources for pictograms:
ARASAAC: a large free library, well suited to inclusive
communication;
Widgit: commercial, but very high quality and widely used across
Europe;
Flaticon: a broader selection of icons, suited to digital outputs.

Color-coded wayfinding

Use contrasting colors and a consistent color code. For example: blue
for entrance, green for restrooms, yellow for the ticket desk. This
helps people with specific learning difficulties and ADHD get their
bearings quickly without having to read every label. When selecting
colors, keep in mind that some color combinations are hard to tell
apart for people with color blindness: most often red and green.
Always complement your color coding by another visual distinction,
such as shape or an icon.

Floor-based wayfinding

Another effective wayfinding tool are floor guide lines: colored

strips (decals) or graphic elements placed directly on the floor that
intuitively lead through the exhibition space. They work independently
of someone’s ability to read and navigate by conventional labels,
which makes them especially useful for people with dyslexia, ADHD,
or impaired spatial orientation. To work properly, they need to
contrast clearly with the floor, stay consistent throughout the space,
and ideally align with the color coding used in the wayfinding system
as a whole.
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Pre-visit phase: reduce uncertainty
ahead of time

For some people with specific learning difficulties, the biggest barrier
isn’t the exhibition itself but the uncertainty of the visit: not knowing
what to expect, how long it will take, or where things are.

Pre-visit materials
Consider making the following materials available, either on the
website or to pick up on-site:
a simplified map with color coding and pictograms;
a visualized schedule of the visit: what audiences will see and in
what order;
a short preview video or series of photos showing what to expect
at the museum. Floor plans and tactile plans are covered in detail
in the “Wayfinding and Navigation” chapter.
For inspiration: Museum of Brisbane and Tate Modern offer detailed
pre-visit guides directly on their websites, including photos of the
spaces, information about noise levels, and rest options.

Inspirace: Museum of Brisbane nebo Tate Modern nabizeji podrobné
predndvstévni privodce pfimo na webu - véetné fotografii prostord,
informaci o hluku a moznostech odpocinku.

Visual stories

Visual stories (sometimes also called social stories) are short visual
narratives that describe a museum visit step by step. They originated
in Carol Gray’s work with autistic children, and today they’re also
used in many other situations where they help people prepare for

a new or unfamiliar environment. A visual story doesn’t have to be
complicated: five to ten images with short sentences are enough.
“You arrive at the entrance. A guide greets you there. You buy a
ticket. Then you go into the first room.”
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Space and rest

Quiet zones

Provide a place free of strong visual or auditory stimuli where people
can rest. Mark this spot with a clear pictogram and include it on the
pre-visit map.

Quiet zones, quiet hours, and sensory aids are covered in detail in the
“Physical Space” chapter.

Multimedia elements

Provide information also in the form of animations, short videos,
or interactive screens. A diversity of sensory channels enables
understanding and allows people to choose whichever approach
works for them (see chapter “Interactive Elements”).

Why this works

Dual coding theory (Paivio, 1971) holds that combining visual and
verbal information processing substantially improves understanding
and memory, across the whole population, not just for people with
specific needs.
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People: the tool that gets forgotten

No pictogram or QR code can do the job of a well-trained person.
Staff are part of accessibility and one of the tools you can improve
without investing in technology.

Training in inclusive communication

Train your guides and attendants in ways to communicate with

people with specific learning difficulties:
Speak in short sentences and check for understanding.
Don’t be afraid to repeat information differently, not louder.
Offer an alternative: “Would you like to see it on the map?”
Don’t assume what someone else needs. Ask.

Training doesn’t need to take days. A half-day workshop with

practical scenarios is enough for a basic shift in approach.

You'll find checkpoints for each area in the “Checklist.”

Key points

Accessibility means designing content and services in a way so as
many people as possible can understand and use them.

The cheapest intervention is editing your texts. Technology helps,
but it doesn’t work without good content.

QR codes with recorded audio and text-to-speech on the website
are the bare minimum standard.

A pictogram without text isn’t accessible. Always combine the two.

Staff are part of accessibility. Training in inclusive communication
belongs in exhibition preparation just as much as installing info
panels.

Pre-visit materials reduce anxiety and increase the odds of people

returning.
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This toolkit is a call to action. Using this practical guide can change
a lot. All it takes is small changes that stack up. A barrier never
originates in a person. A barrier arises in an improperly designed
environment, poor use of text, or ineffective communication. As a
result, cultural institutions often unknowingly exclude part of their
audience.

Inclusive design eliminates these issues from the start. An
adjustment for one person benefits all. Short sentences and images
make life easier. Five sentences that the audience reads do more
than 20 they skip.

One of the topics covered is effective communication tools. The road
to inclusion starts with online communication. Keep in mind that

the marketing team is part of the preparation team and is involved

in planning early. It makes sure the website gives clear answers to
everything audiences are looking for. The most important information
audiences look for includes opening hours, price, and location.

A consistent visual style for the exhibition builds strong trust.

Simple, clear communication goes a long way towards helping
people understand content. Consistency and professionalism in
communication ease visitor concerns and increase success.

The next topic covered deals with understanding text. Short text
that your audience finds attractive is essential here. Almost no one
reads long curatorial texts. Five sentences read beat indifference.
Testing text in the actual space gets results. Large type and contrast
ensure legibility. Our research findings confirm that Roboto Flex
beats specialized fonts. Remember: a well-edited text doesn’t

cost a thing. If anything, it raises the odds of the whole exhibition
succeeding. Where technology is involved, it only works with good
content.

Wayfinding and navigation in institutions can bring about many
barriers. One of the chapters presents a range of recommendations
that are easy to put into practice. Moving through a space with
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clear wayfinding removes the stress of the unknown. Remember
that people intuitively turn right upon entering. When in doubt, people
head back to familiar spots.

The UN Convention on the Rights of Persons with Disabilities has
been binding for the Czech Republic since 2009. Accessibility isn’t
charity, and it isn’t goodwill. The law requires creating accessible
formats. You'll find many of them in this toolkit.

Plain language works as the standard for modern communication.
The difference between plain language and easy-to-read formats is
covered in “Tools and Practical Measures.”

A shift in mindset and approach doesn’t rest on big decisions or big
budgets. It starts wherever museum and gallery teams have the
motivation and the will to change something. Try one of these tips:

Walk the route to your institution through the eyes of someone
visiting for the first time, from the public transport stop to the
first room.

Have someone outside your field read your introductory text. If
they don’t finish it, shorten the text and test it again.

Print an info panel at actual size and read the first sentence from
1.5 meters away.

Add QR codes with audio versions next to your main texts.

Run a half-day staff training session in inclusive communication.

The checklist can serve you as a tool for putting ideas from this
toolkit into practice.

It was created to help practically remove barriers in institutions.
It’s a practical guide for your day-to-day work in museums and
galleries.

Institutions create inclusive spaces for society. Inclusion can turn
an institution into a better place. A trained staff, the heart of the
whole gallery, is the foundation of a successful exhibition. Investing
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in people brings the biggest change. Every step you take can help
build accessibility that actually makes sense. The future of galleries
lies in openness and accessibility to their audiences. Change at an
institution can start right here, right now. Audiences will appreciate it.
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