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ABSTRACT:

The focal point of  this thesis is the turn from the display of  objects to the display of  

environments, a change that blurs the line between the body and the display, and 

questionably absorbs the subject into the object. The Selfie Museum epitomizes this 

cultural shift. In The Selfie Museum, subject and object aren’t the sole dichotomies that 

are conflated: physical space combines with virtual image; the still moment merges with 

the temporal experience; two dimensional projections are overlaid onto three dimensional 

structures. As a result, architects become “experience designers,” virtual reality is a mode 

of  design practice, and an “instagrammable” moment is a project deliverable. This thesis 

simultaneously acknowledges these changes and critiques them. At the same time, it 

offers the combination of  apparent oppositions as a potential new set of  tools that can 

help rethink aspects of  our profession. Although The Selfie Museum is another form of  

entertainment that will come and go, examining this typology allows me to question how 

these spaces are embedded in culture; challenging traditional museum displays, body 

image perceptions, and the basic concept of  a tourist destination. The etymology of  the 

word “display” means to unfold, scatter, reveal. This thesis seeks to unfold a few new 

understandings about Architecture using The Selfie Museum, or a few new Observations 

on The Selfie Museum using Architecture.

Thesis Supervisors: Timothy Hyde and Azra Aksamija
Titles: Associate Professor of  the History and Theory of  Architecture, Associate Professor of  Art 
Culture and Technology 
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Preface

Traditional display systems, be they the theatre proscenium, museum diorama, cinema 

screen or shop vitrine, once served as a mediated moment between the spectator and the 

object on display. They held two functions - division and camouflage, parting the stage 

and crowd on one side and concealing all that is not meant to be seen on the other. In 

an increasingly technological world, and as a result of  the experience economy, such 

display systems transform from two-dimensional representations to three-dimensional 

experiences. As these systems become increasingly immersive, the division between 

subject and object is disregarded, yet the camouflage remains prevalent. This results in 

a world without a fourth wall but with a still hidden backstage. Instead of  rebuilding this 

wall which has already crumbled, this thesis seeks to fully dissolve the display in order to 

reveal its apparatus.
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Welcome to the selfie museum!

The contemporary architectural phenomena tying this research together is the Selfie 

Museum; a physical, three-dimensional building, designed to produce virtual, two-

dimensional images. The first Selfie Museum opened in 2015 as a pop-up inside a Brooklyn 

warehouse. Since then, twenty-five additional museums have been inaugurated, including a 

permanent museum in San Francisco. These highly popular destinations consist of  colorful 

sets, arranged in a one-way maze typology, where visitors circulate from one room to 

another, taking selfies inside their chosen set. 

Most Selfie Museums are designed by three authors; commissioned artists, sponsoring 

brands, and non-profits; resulting in a convergence of  art, politics and advertising. Apart 

from the visitor’s cell phones, which are active participants in space, non-mobile cameras 

are placed in front of  each set, allowing visitors to scan a card containing their personal 

data, have their photographs taken, and receive them in digital form moments later. These 

photographs are then distributed in social media, creating an immediate distinction between 

the space and the representation of  it. 

Selfie Museums vary in size, but average around twenty thousand square-feet, that 

generally take five months to design and three months to construct. Architects accompany 

the last part of  the process, helping with regulations and safety policy guidelines. Most 

images in this thesis are from “The Color Factory” Selfie Museum in New York City 

(2018), which served as my primary research site.
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29 Rooms Selfie Museum, New York City, 2016 

Museum of  Ice Cream Selfie Museum, New York City, 2017
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The Color Factory, New York City:

1. Entrance and waiting hall.
2. Projection room showing a video that explains the selfie museum rules of  conduct.
3. Data booths where you enter your details in order to receive a rectangular card you can scan in 
any one of  the fixed cameras and get the picture sent straight to your e-mail account.
4. Room #1 by artist James Rosa.
5. Hallway shown in image (9).
6. Room #2 by artist Phillip Man.
7. Room #3 by artist and musician Lakwena+Abimaro.
8. Room #4 sponsored by children’s clothing brand Gymboree.
9. Room #5 individual photo booths.
10. Room #6 sponsored by makeup brand Maybeline.
11. Restrooms.
12. Room #7 by artist Andrew Kuo.
13. Room #8 Ball pool.
14. Gift shop.

2
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Introducing “Flattening”

In her book Surface: Matters of  Aesthetics, Materiality, and Media 1 Giuliana Bruno writes of  

artworks that use projection methods such as Olafur Eliasson’s The Weather Project 2 and 

James Turrell’s Ganzfeld 3, describing the sensation of  viewing them as a feeling of  a public 

intimacy. Bruno indicates how “in the digital age we start thinking of  the visual in a 

material way”; explaining how two-dimensional surfaces have now been transformed 

into three-dimensional, emotional and affective experiences. I argue the opposite: in the 

digital age, we have begun to think of  the material in a visual way. Our bodies brought 

on display demonstrates what I refer to as a “flattening” rather than a “materializing”. 

I define flattening neither as a negative, nor a desired state, but a liminal condition that 

helps describe material moments in the selfie museum and social moments in life. I see 

flattening neither as a negative, nor a desired state, but a process or a liminal condition. I 

prefer the definition of  computer graphics, where flattening is the combination of  many 

separate layers into one single image, rather then the common definition where we have 

either a flattened or an unflattened state. Flat as an object that is devoid of  meaning is part 

of  the critique, but is only one of  the many layers that make The Selfie Museum into the 

phenomena that it is.

1 Bruno, Giuliana. Surface Matters of  Aesthetics, Materiality, and Media. University of  Chicago 

Press, 2016. 

2 Eliasson, Olafur. The Weather Project. Turbine Hall, Tate Modern, London, 2003 

3 Turrell, James. Ganzfeld, LACMA, Los Angeles, 2013 
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This flattening takes place in The Selfie Museum twice; first, when the space is produced, 

and again when the space is distributed and consumed. The production of  the selfie sets 

can facilitate architects to rethink conventional relationships between shape, space and 

time, and later on, when distributed, they are observed in culture; challenging traditional 

museum displays, body image perceptions, and the basic concept of  a tourist destination. 

Tying together the material flattening, which takes place in the production phase, with 

the social flattening, which happens during the distribution phase, construct the three 

chapters of  this thesis and the thought diagram behind my work, illustrated in the 

following page.
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Subject        Object Subject    

Object

Subject=Object    “Flattening”

Material flattening:
1. To think of  3D in 2D (Shape)
2. Panoramic in pictorial terms (space)
3. The kinetic as a static moment (time)

Social flattening:
1. The way we display (Culture)
2. The way we perceive our bodies (Self)
3. Tourism in the 21st century (Experience)

Production Distribution and Consumption

+

Chapter I - Material as 
Visual

The Selfie Museum as a cultural 
destination

Selfie set: 
“Balloon wishes”, Selfie set #4 
The Color Factory, New York 
City, 2018
Historical display 
method:
Shop vitrine
Issue: Museum display, 
culture
Questions: 
How is the Selfie Museum 
influencing the way we display 
art and the meaning of  the 
cultural institutions at large?
Can flatness become an 
architectural opportunity? 
Can redaction, for instance, 
serve as a technique to blur the 
lines between two and three 
dimensions?

Chapter III - Staged 
authenticity

The Selfie Museum as a tourist 
destination

Selfie set: 
“Complementary 
Compliments” The Color 
Factory, New York City, 2018
Historical display 
method:
Daguerreotype and diorama
Issue: 
Symbolic Capital, Tourism
Questions: 
What do we lose and gain 
by converting the temporal 
experience into a set of  images 
and to what degree was an 
“authentic” experience ever 
desirable?
Nowadays many architects 
prefer to refer to themselves as 
“experience designers”. How 
will this affect the agency of  
the architect?  

Chapter II - The 
exhibitionary complex

The Selfie Museum as a mechanism 
of  display

Selfie set: 
“Ball pit” The Color Factory, 
New York City, 2018
Historical display 
method:
Cyclorama
Issue: 
Branding, Surveillance
Questions: 
Who is on display in the Selfie 
Museum and how does this 
affect the way we perceive our 
bodies?
Architects are increasingly 
designing with the pictorial, 
instead of  the spherical 
view in mind. How will this 
spatial shift in perception 
shape the aesthetics of  future 
construction?
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An example of  material “flattening” in “The Color Factory”
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Material as Visual

The Selfie Museum as a cultural institution

In a shop vitrine the transition between dimensions is vibrant and many times the two 

and three-dimensions merge both in the space of  the vitrine and in its image. The shop 

vitrine became an inherent part of  city life in the early 1800s, first in London and Paris 

and later on in Manhattan and Chicago. The very first displays were refrained to the width 

of  the traditional shop and framed in decorative iron. A.T. Stewart’s, a Broadway street 

department store, was one of  the first to establish the convention of  large sheets of  imported 

plate glass across the length of  the full storefront. This technological transition widened the 

display and made the gap between the self  and capital less apparent. 

Simultaneous to these new technologies, the boulevard became a popular phenomenon in 

the city and public life was relocated outside, transforming the street into a form of  interior 

and the modern man into a flaneur. Further new technologies such as gaslight enabled the 

illumination of  window displays, making them into an attraction that could be enjoyed 

during the night as well as during the day. Among the first stores in Manhattan to develop 

the shop vitrine as a distinctive means of  a leisurely activity was Macy’s, whose annual 

Christmas window arrangement became a popular downtown attraction. In this kind of  

display, every window was one rectangle out of  a full length comic strip, resulting in a 

continuous narrative. In the 1940’s, Manhattan department store ‘Bonwit Teller’ realized 

they could allure a wider crowd by commissioning their window displays to artists. This 

resulted in collaborations with artists such as Salvador Dali (1939), Andy Warhol (1961) and 

Jasper Jones (1957), whose famous representation of  the American flag was first exhibited 
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in a Bonwit Teller window display and only later became “Flag on orange field”1 to be 

exhibited in the conventional museum. These first displays are known to be a precedent for 

the very first dioramas.

This blurred line between space and image, is exemplified in the fourth room of  the “The 

Color Factory” called balloon wishes, sponsored by children’s clothing brand “Gymboree” 

and designed by the museums three artistic directors. In this set, all features of  architecture 

are treated similarly; doors, air conditioners, pipelines and exit signs are all washed away in 

hot pink and orange. The redaction of  the space using color, eliminates detail and creates 

an illusion that the three-dimensional is in fact a flat colored canvas (Fig. 1). The Selfie 

Museum also reverses this process by strategically placing the camera booths in front of  

a corner or a column to create the effect of  a layered space rather than a flat backdrop, 

eventuating in an image resembling a bump-map (Fig. 2). By using this method, Selfie 

Museums make the case that they are not simply a green screen into which anyone can 

Photoshop themselves, but a physical spatial occurrence. Just like the vitrine, the room and 

the photograph are “flattened” and are recognized both as a space and as an image, both 

as two dimensional and as three dimensional.

The distribution of  these images through social media (Fig. 3) shape cultural institutions 

nearby. The “Museum of  Ice Cream” was the first selfie destination to include the word 

“museum” in its title. When asked why “museum” was the appropriate vocabulary to 

use, founder Maryellis Bunn answered “We were looking at names and museum was 

1 Johns, Jasper, Flag on Orange Field,  Museum Ludwig, Cologne ,1957
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Fig. 1. “Balloon wishes”, Selfie set #4 The Color Factory, New York City, 2018

Fig. 2. Left: Branded photograph taken in the space by a fixed camera
Fig. 3. Right: Photographs taken by the same camera, uploaded to Instagram
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Something that people understood.” 2 Entrance fees to Selfie Museums are nearly twice 

as most art museums in New York City, and are usually sold out months in advance. It is 

inevitable, then, that museums would attempt to “Learn from the Selfie Museum” and 

critically or non-critically incorporate their ideas in the art museum’s own method of  

display. The Cooper Hewitt Design Museum, for instance, incorporated an “immersion 

room” (Fig. 4) that allows visitors to browse the museum’s wallpaper collection digitally, 

and project it onto the walls of  the room, enabling a back drop for the visitor’s  selfies.3

Not long ago, museums banned camera-flashes due to fear of  harming the artwork. Today, 

instead of  penalizing, museums capitalize on visitor pictures, and social tagging helps 

advertise the institution. Yayoi Kusama’s Infinity Mirror Rooms 4 (Fig. 5) is a quintessentially 

defining moment of  this cultural change. In her work, Kusama sought to create a self-

obliterating effect that resembled experiences she had of  fear and loneliness. As the work 

became successful, the public demand led museums to limit the time each visitor had inside 

a mirror room to a mere forty-second visit. 

2 Adams, Susan. “The 25-Year-Old Behind The Museum Of Ice Cream.” Forbes, Forbes Magazine, 

19 May 2017, www.forbes.com/sites/forbestreptalks/2017/05/19/the-25-year-old-behind-the-muse-

um-of-ice-cream/.  

3 “Immersion Room | Cooper Hewitt, Smithsonian Design Museum.” Cooper Hewitt Smithso-

nian Design Museum, 15 Mar. 2016, www.cooperhewitt.org/events/current-exhibitions/immer-

sion-room

4 Kusama, Yayoi, Infinity Mirror Rooms, 1965 and onwards, exhibited in many venues including 

The Broad, Los Angeles
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Fig. 5. Kusama, Yayoi. Infinity Mirror Room- The Souls of  Millions of  Light Years Away. The 
Broad, Los Angeles, 2013

Fig. 4. “Immersion Room, Cooper Hewitt Smithsonian Design Museum, New York City, 2016
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This short duration, a technical decision, changed the meaning of  the work; in forty 

seconds, one can connect mainly to the spectacle rather than to its deeper meaning. 

Watching the artwork through the rectangular frame of  a mobile phone, which is the 

viewing method of  choice for most visitors, results in a flattening of  the artist’s original 

experiential intentions.

While seflies enter the conventional art museum, art also enters the selfie museum. In 

“The Museum of  Selfies” in downtown Los Angeles, a full-size version of  Van Gogh’s 

“Room in Arles” (1888) was constructed, displaying a reproduction of  the painting 

itself  on the left room wall (Fig. 6). Besides having both the three-dimensional and the 

two-dimensional representations displayed at once, when zooming in on the details, one 

notices the two-dimensional brush lines painted on the physical objects, continuing the 

tension between the space and the image.

Atelier des Lumières 5 is a new digital art center in Paris, based in a former iron foundry 

from the 19th century. Their first show, displaying the work of  Gustav Klimt, displayed 

more the 3,000 images using 120 video projections on 10-meter-high screens (Fig. 7). While 

in the classic vitrine display the spectacle stayed still and the spectator was in motion, and 

in a cinematic display the spectacle would be in motion and the spectator stayed still, in 

contemporary display systems both spectacle and spectator are in motion. This art center 

highlights the turn from the display of  objects to the display of  environments and how quite 

literally an image, or rather an artwork, becomes the space. While this transition attracts 

5 “Gustav Klimt | Atelier Des Lumières - Site Officiel.” L’Atelier Des Lumières, www.atelier-lumi-

eres.com/en/gustav-klimt.
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Fig. 7. Gustav Klimt show in Atelier des Lumières, Paris, 2018

Fig. 6. Van Gogh’s “Bedroom in Arles” (1888) selfie set in “Museum of  Selfies”, Los Angeles, 2018

a wider crowd to the art venue it also changes the curatorial process substantially. How 

is the Selfie Museum influencing the way we display art and the meaning of  the cultural 

institutions at large? What does architecture gain and lose from this cultural shift?
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The Exhibitionary Complex

The Selfie Museum as a mechanism of  display

A cyclorama is a panoramic image on the inner facet of  a cylindrical platform, designed 

to give viewers standing in the middle a 360° view (Fig. 8). From an observation gallery in 

the center of  the room the cylindrical perspective creates the illusion that the viewer is on 

a high sand dune overlooking the sea, beaches or any kind of  scenery the medium depicts. 

A foreground of  fake terrain around the viewing gallery hides the base of  the painting 

and makes the illusion more convincing. 

In “The ball pool”, selfie set #8, designed by the artist Tamara Shopsin, the space is 

familiarized through a single frame, produced by a single camera. The panoramic view is 

substituted with a pictorial view, transforming the complex space into one single image. 

An Instagram search for a specific room tag in a Selfie Museum yields pictures that 

although produced by different people, are nearly identical (Fig. 9). 

Fig. 8. The Brooklyn Gettysburg Cyclorama, Chicago, 1883
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When combined in photogrammetry, a homogeneous overlap is created, and the few 

photographs that captured a different perspective, are dismissed (Fig. 10). Using the same 

tool to combine regular photographs taken during a site visit, enables the reconstruction 

of  the entire space (Fig. 11).

The panoramic view has been addressed in some canonical projects in Architectural 

history. The Panopticon, an institutional building and system of  control designed by 

Jeremy Bentham in the late 18th century, is a round, tiered structure with a watch tower 

at its center. The scheme of  the design is to allow the observation of  all inmates by a 

single guard, without the ability to tell whether or not they are being watched. Although 

it is physically impossible for the single guard to observe all cells at once, the fact that the 

inmates cannot know when they are being watched motivates them to act as though they 

are being watched at all times. Although the guard has only one pictorial view, the logic 

of  the structure comes from the option of  the panoramic view. In Discipline and punish: 

the birth of  the prison 1, Michelle Foucault uses the Panopticon as a metaphor for modern 

disciplinary societies and their pervasive inclination to observe and normalize. 

In The Birth of  the museum 2, Tony Bennett introduces the exhibitionary complex where 

the exhibition is determined in a double way- both as an act of  a public display of  works 

of  art, manufactured goods, and items from nature, and as the place where the display 

occurs. Bennett describes how both the museum and the department store in the 18th 

1 Foucault, Michel, and Alan Sheridan. Discipline and Punish: the Birth of  the Prison. Penguin 

Books, 1977. 

2 Bennett, Tony. The Birth of  the Museum: History, Theory, Politics. Routledge, 2009. 
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The exhibitionary complex: The selfie museum as a mechanism of display

The physical space of  “The ball pool”, selfie set #8, The Color Factory, New York City, 2018

Fig. 9. The virtual space of  “The ball pool”, selfie set #8, The Color Factory, New York City, 2018
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century served as a place to view not only the objects on display but also one’s crowd of  

peers. The transformation of  these private entities, intended for high society only, into a 

public forum, created a hierarchy which enabled visitors from lower classes to be educated 

on how to act, think and dress, both by the cultural objects on display and by the higher 

classes. The seemingly democratic act of  opening up the museum and department store 

resulted in an act of  power and control, made possible by the display-like architectural 

features.

The Selfie Museum takes on this complexity by merging the object and the subject and 

by that placing only our bodies on display, advertising the brands we take a photograph 

with. In this way, the Selfie Museum replaces the glass of  the conventional window 

display with the screen of  our phones, and the illuminated commodities with our own 

bodies- narrowing the “self ” into what it really is- circulation and advertising. The 

Selfie Museum’s cameras, symmetrical sets, and spatial objects serve as a watchtower 

themselves, explaining silently where to place our bodies in space. These elements serve 

as our subordination to the new regime – not to the gaze of  a person, but to the gaze of  

the selfie. Who, then, is on display in the selfie museum; is it our bodies, advertising the 

brands that sponsor the different selfie sets? The artists commissioned to design a number 

of  the rooms? Or perhaps the people at home, watching the photos from the Selfie 

Museum? 
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Fig. 11. Photogrammetry constructed out of  the photographs I took while visiting the space

Fig. 10. Photogrammetry constructed out of  100 Instagram uploads with the hashtag #Ballpool
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Staged Authenticity

The Selfie Museum as a tourist attraction

Louis Daguerre, was the French artist and photographer responsible for the invention of  

both the daguerreotype and the diorama theater. Interestingly enough, the person who 

invented a temporal mechanism to portray a story, also restlessly sought after a tool that 

can freeze time. The Diorama was invented first; this theatrical experience was a popular 

entertainment method, viewed by an audience in a highly specialized theatre (Fig. 12). The 

show consisted of  two large painted views, illuminated in varying strengths to give the illu-

sion of  the passing of  time; from day to night or from summer to winter. The first painting 

was displayed for fifteen minutes, after which the entire audience would rotate to view the 

second painting. A daguerreotype is a highly detailed, one of  a kind photographic image 

on a polished, silver plate of  copper, sensitized with iodine vapors, exposed in a large box 

camera and later developed in mercury fumes. (Fig. 13). Daguerreotypes were usually still 

portraits and due to the long exposure times, all moving objects, like vehicles, people or 

horses, became invisible. 

In the Selfie Museum there is no time limit, although the average visit takes approximately 

ninety minutes. From the moment a visitor gets their picture taken in the photo booths, it 

takes exactly one minute for it to arrive in their e-mail account. This results in a web-page 

resembling a travel itinerary, showing all of  the pictures taken during the visit, including 

the date, place and time (Fig. 14). Nonetheless, a visit to the Selfie Museum isn’t only a 

storyboard, comprised out of  still frames, but also a temporal experience. One of  these 

experiences, for instance, occurs in a long, narrow room that has two entrances; one on 
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Fig. 12. Daguerre, Louis, The Daguerre Diorama, Paris, 1822

Fig. 13. Daguerre, Louis, Daguerreotype, Paris, 1839
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the right and the other on the left. Only upon entering the room one notices that it is 

divided in two by a long narrow table, where visitors are asked to sit on each side of  a glass 

partition, and face the person sitting in front of  them. Using paper and pen, instead of  

the camera click, visitors are asked to portray what they saw. This room (Fig. 15), named 

““Complementary Compliments” and designed by artist Cristina Wong,  is unique to the 

Selfie Museum as it immediately transforms the interaction from an a-social one, where 

other visitors roaming the space are minimized to a nuisance that ruins my photo, to an 

intimate, human interaction. 

The tension between the diorama and the portrait manifests itself  in the two kinds of  selfies: 

self-portraits, where one takes one’s own picture practicing mundane, everyday routines, 

and tourist attractions; where one takes a picture of  one’s self  with a famous landmark such 

as the Mona Lisa or leaning against the Tower of  Pisa. The Selfie Museum is a conflict 

between the former and the latter. Most Selfie sets are vacuous backdrops, equipped with 

the right lighting to make the subject look photogenic, and only a few allow for a kinetic 

experience.

This way or the other, due to the huge success of  these museums; all images, no matter 

what they display, are a way of  claiming one’s symbolic capital and stating “I was here”. 

In The Tourist: A New Theory of  the Leisure Class 1, Dean MacCannell argues that the tourist 

is the best model available to describe the modern man. Although written in 1976, I find 

it relevant today, and think the meaning of  “tourist” has changed considerably. This 

1 Maccannell, Dean, and Lucy R. Lippard. The Tourist: a New Theory of  the Leisure Class. Uni-

versity of  California Press, 1999.
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chapter researches how tourism and experiences have changed since the introduction of  

the sharable social media platforms alongside architectural phenomena’s, like the Selfie 

Museum, which derive from them. What do we lose and gain by converting the temporal 

experience into a set of  images? Are kinetics necessary to create an “authentic” experience, 

and to what degree is that desirable today?
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Fig. 15. The Color Factory timeline, delivered to my e-mail account

Fig. 14. “Complementary Compliments”, Selfie set #2 The Color Factory, New York City, 2018
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Part II



44
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The Gift Room: How to display the display

Like in any typical museum, exiting the Selfie Museum is done through a Gift Shop, com-

prised of  neatly aligned, color-coded merchandise, serving as one of  the prime selfie spots 

of  the museum. In this thesis, I propose to merge the gift shop with a control room. 

The gift room is a museum, a camera, a cyclorama, and a system. The Gift Room is a 

museum in a box like Marcel Duchamp’s La Boîte-en-valise1 (Fig. 16) in which he made a 

brown leather case containing 69 reproductions of  his major works, including photographs, 

lithographs and miniature replicas of  ready-mades. This piece raises questions around 

the authenticity of  the artwork, what is considered to be “art” and the necessity of  the 

traditional museum.

The gift room is a device, an insertion, an experience, and a cardboard model. The gift 

room is spirit photography (Fig. 17), which was first used in the 1860s by William Mumler 

who took people’s photographs and re-constructed the negatives in order to add lost loved 

ones into the pictures, resulting in an overlay of  two images at once; the living and the dead.

The gift room is a selfie set, a gift shop, a control room and a souvenir. The gift room is a 

peep hole like Marcel Duchamp’s Étant donnés2 a three-dimensional environmental tab-

leau where you peer through two small holes in a solid wooden door without the ability to 

1 Duchamp, Marcel, La Boîte-en-valise, 1935-1941, MoMA, New York City 

2 Duchamp, Marcel, Étant donnés, 1946-1966, Philadelphia Museum of  Art, Philadelphia 
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Fig. 16. Duchamp, Marcel, La Boîte-en-valise, displayed at the MoMA (and other museums), 
1935-1941

Fig. 17. Mumler, William, Spirit Photography, Boston,1860
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enter. Through the peep holes one experiences an image of  a nude women laying on a stack 

of  branches, holding a gas lantern in her hand against a landscape backdrop. One of  the 

questions that is often raised around this work is whether the complex spatial configuration 

is needed, or if  an image would have been sufficient in order to experience the piece.

The system is comprised of  three parts: 

The device: A foldable cardboard model (Fig. 18) that one can carry around easily and 

reconfigure in any location (Fig. 19). This museum in a box has eight rooms, partially 

obeying, partially resisting the seflie museum guidelines. In this device, inner joints are not 

hidden, but celebrated, and placed specifically in front of  the cameras view. The surfaces 

height and width are measured to precisely fit the frame of  the camera, or to deliberately 

misfit; displaying the physical world outside of  the model at the top end of  the photograph. 

This device seeks to create a stage without interfering with staging; allowing visitors to 

interact with the device in their own unscripted way.

The facilitator: an app called “The Gift Room” (Fig. 20) which one can easily download 

from the play store. The interface of  the app is straightforward; once a visitor clicks on the 

“start” button, there is a 5 second countdown, followed by a camera click. Once the image 

is processed, visitors are  automatically directed to their instagram account, where they 

can crop the photo and upload it online. The app has three settings: Cloud, Green Screen 

and Transparent (Fig. 21). While the Green Screen setting “cuts” the visitor’s silhouette 

perfectly and places them inside of  the set, the Cloud feature is messy; inserting both the 

visitor and random objects in their surroundings into the frame. The Transparent feature 
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superimposes the visitor on the background in 50% opacity, merging the person with the 

set.

The platform: #the_giftroom hashtag (Fig. 22). The hashtag is the final part of  the system 

and the platform that enables it. an Instagram hashtag combines all of  the photos under 

its name within one page that is publicly accessible. If  every person who visits the museum 

uploads their photos with the appropriate hashtag, all photos from the gift room, no matter 

who took them and on what cellphone, will appear under this tag. While the app inserts the 

person into the device, the instagram hashtag inserts the images into the world and allows 

for a different kind of  selfie museum to circulate online. 

The techniques used to produce the rooms in this system are the basic tools of  architecture; 

rhino 3d modeling, v-ray rendering, and cad line drawing. Less conventional architectural 

tools such as photography and pop up features are also used. Whether the room was 

drawn, photographed, or downloaded, all images are draped over surfaces of  a 3d model 

in rhino, rendered into images, and then printed. These “skins” are then pasted on the 

three dimensional surfaces of  the physical model, photographed  and uploaded to the web.
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System Layout

1. The device is 
opened.

2. A simultaneous 
picture is taken of  
the set and of  the 
person.

3. The picture is uploaded to 
the gift room instagram ac-
count and circulated online.
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Fig. 18. Museum in a box, Foldable cardboard model

The Device
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Fig. 19. Museum in a box, Foldable cardboard model
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“Skins” layout

The Device: A Tour
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Set #1 “Reproduction: Balloon Wishes”
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Set #2 “MIT Selfie spot”
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Set #3 “Mirror-less mirror room”
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Set #4 “Panorama of  Scheveningen (1881)”
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Set #5 “A tribute: Hórama Rama”
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Set #6 “Top View: Ball Pit”
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Set #7 “04_011219_PlanSetFinalFinalFinal”
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Set #8 “Back of  house”
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The Facilitator 

Fig. 20. App interface layout
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Fig. 21. App settings for different forms of  image making
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The Platform

Fig. 22. #the_giftroom hashtag
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How to display the display: Exit through The Gift Room

How to display the display: Exit through The Gift Room

How to display the display: Exit through The Gift Room

How to display the display: Exit through The Gift Room

1.                                                                                                        2.

Work flow

How to display the display: Exit through The Gift Room

How to display the display: Exit through The Gift Room

3.                                                                                                        4.

5.                                                                                                        6.
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Process documentation
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End Remarks

Using the Contested  Selfie Museum as an entry point, tools of  display such as the diorama 

and cyclorama as historical references, and disciplines such as media theory and tourist 

studies as comparisons, this thesis seeks to shed light on three transitioning topics in 

contemporary society- culture, tourism and the body. Attempting to question the modernist 

lineage of  revealing and disrupting, and the assumption that we are changed by the way 

things are constructed and designed, the chosen method of  display for the exhibit, or 

rather how to “display the display”- has be an ongoing investigation and an inseparable 

component of  the process and work. 

Designing “The Gift Room” system has been an alternative channel to understand 

“flattening” and specify what it means. I can now split my process into four phases; the first 

was an investigative research into selfie museums. In this phase I asked questions regarding 

the origin of  these museums- when were they first inaugurated, who founded them, how 

many museums are there and who visits them. The second, was an architectural research of  

“The Color Factory”, which is the selfie museum I’ve selected as a case study. This consisted 

of  research revolving around the logic of  color pallets, camera locations, circulation, and 

popularity of  each set. The third phase of  my work was a theoretical examination of  display 

systems and their history. This was done alongside a critical investigation on the influence 

of  these museums on culture and society. The last phase is an intervention- this system, 

which merges the three chapters of  the thesis; raising questions on museum display, the 

body and tourism, suggesting new relationships between object-subject, material-digital-

visual, consumer-mannequin, and curator-viewer-artwork. Like “flattening” itself, all four 

phases of  my work are layered one on top of  the other, with no priority and non linearity, 

combining into one single image which is this work.



78

The Review
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