
Appendix: Figures  



 
Fig. 3. 1 Representations on location: the sign saying Ausländer raus, a Kronen Zeitung banner, a blue FPÖ flag, and the Staatsoper as decor.  



 
Fig. 3. 2 Website with the possibility to vote out asylum seekers. It also features images of the compound’s living room with the asylum seekers as well as 

other daily events.  



 
Fig. 3. 3 Schlingensief provoking people on the square. 



 
Fig. 3. 4 Activists on top of the containers, in front of the Ausländer raus sign defaced with graffiti. The FPÖ flag seems untouched. 



 
Fig. 3. 5 Schlingensief appearing in Tracht, Austria’s traditional national costume. 



 
Fig. 3. 6 Schlingensief ‘at home’. Behind him, a poster of Alfred Edel is hanging, an actor he has worked with on various occasions. 



 
Fig. 3. 7 Eviction of an ‘asylum seeker’ holding a Kronen Zeitung to hide her face, in the dark but with theatrical lighting, cameras flashing, surrounded by 

security staff. 



 
Fig. 3. 8 ‘Asylum seekers’ inside the compound, wearing wigs and dancing. 



 
 

Fig. 3. 9 DVD cover with Paul Poet’s collage of striking people. 



 
Fig. 3. 10 Schlingensief standing at the containers next to a man wearing military insignia and holding the Austrian flag as well as a crutch.  



 
Fig. 4. 1 Establishing shot of Renzo Martens arriving ashore, followed by porters carrying his luggage. 



 
Fig. 4. 2 Renzo Martens ostentatively filming himself at a conference of the World Bank in Kinshasa. 



 
Fig. 4. 3 Martens engaging in a lyrical and cynical performance singing Neil Young’s A Man Needs a Maid in the jungle. 



 
Fig. 4. 4 Martens’ ‘emancipation programme’: explaining to a group of Congolese village photographers how they could earn more money by appropriating 

the Western media economy. 



 
Fig. 4. 5 The original and the later rendering of the classroom scene in Tintin in the Congo.  



 
Fig. 4. 6 Representative of Médecins Sans Frontières negating his performative, excluding governing by refusing the Congolese photographers permission to 

work in the MSF’s hospitals. 



 
Fig. 4. 7 After offering dinner to the plantation labourer and his starving daughter, Martens lets the latter pick a logo and sews it on her shirt. 

 

 



 
Fig. 5. 1 Banky’s establishing shot surrounded by graffiti, with monkey talking head.  



 
Fig. 5. 2 Banksy in the dark foreground, the staging of his constructed background highlighted. 



 
Fig. 5. 3 The photograph BBC World published in 2007, allegedly showing Banksy at work. 



 
Fig. 5. 4 Thierry Guetta filming himself in a mirror. 



 
Fig. 5. 5 An existing publicity shot of Shepard Fairey used in Exit Through the Gift Shop featuring pop cultural appropriations. 



 
Fig. 5. 6 Bratt Pitt and Angelina Jolie during the opening of Banksy’s 2006 exhibition Barely Legal in Los Angeles. 



 
Fig. 5. 7 One of Guetta’s faux-stencil stickers, stuck to the inside of a fridge.  



 
Fig. 5. 8 One of Mr. Brainwash’ graphic designers scrolling through a folder of Photoshopped images. Here their ‘bar code’ rendering of Mona Lisa. 



 
Fig. 5. 9 Exhibition room in Life is Beautiful, Mr. Brainwash’ 2008 Hollywood debut solo show. Central a robot built of TV sets, on the left a ‘bar code’ Miles 

Davis. 



 
Fig. 5. 10 Mr. Brainwash splattering paint on a print, standing next to an image showing a  ‘bar code’ image of Madonna kissing Britney Spears.  



 
Fig. 5. 11 Banksy’s promotional quote for Mr. Brainwash: “Mr. Brainwash is a force of nature, he’s a phenomenon. And I don’t mean that in a good way.” 

Fairey’s endorsement is never shown in the film, but a screen shot of his website featuring a longer statement is. The beginning reads: “Mr. Brainwash is an 

enigma. I want to hug him one second and smack him the next. He is awesome, infuriating, almost impossible to define [...]” 

  



 
Fig. 5. 12 A print of Banksy’s I Can’t Believe You Morons Actually Buy This Shit, showing an auction where a frame bearing this titlek is sold for $750.450. 


