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The political effectiveness of election posters is not simply a result of the power of the image. This article shows that political adherence and action are also the product of an engagement with electoral objects that mobilises bodies. Drawing on a detailed ethnography of the 2015 elections in the Tanzanian archipelago of Zanzibar, it combines a biography of election posters - focusing particularly on the social life of an opposition poster - with a praxeological approach to the use of posters in the public space. Postering and removal, but also appropriation, recomposition, and singularisation of posters shed light on the ordinary production of political subjectivities. Such anThis approach offers a new angle for studying the study of political cultures and partisan mobilisation.

In the Zanzibar archipelago, on 21 October 2015, just four days before the general elections, a new election poster will appears, displayed throughout the capital. It is has been published by the Civic United Front (CUF), the opposition party which, since the reintroduction of multiparty politics in 1995, challenges the electoral hegemony of the ruling party and former single party, the Chama Cha Mapinduzi (CCM, Party of the Revolution)[footnoteRef:2]. The CUF believes in alternation because of the significant transformations in political imaginations since 2010, but also because of the progress it has made in terms of electoral strategy. To better ensure its victory, the opposition has implemented an aggressive political communication message which, at the end of the campaign, was embodied in the October 21 poster, a photomontage juxtaposing the photograph image of the CUF presidential candidate, Seif Sharif Hamad, with that of the first president of Zanzibar, Abeid Amani Karume. [2: . For more on the CCM's electoral hegemony in 2015, see M.-A. Fouéré and C. Fouéré. Maingraud-Martinaud, "Une hégémonie compétitive contre vents et marées : les élections générales de 2015 en Tanzanie et à Zanzibar", Politique africaine, no. 140, 2015, pp. 145-163.] 

As a tool for political mobilisation, electoral posters, like advertising posters, aim to "seduce, to exhort, to sell, to educate, to convince, to attractappeal[footnoteRef:3]". They owe their "aggressive effectiveness", to use Susan Sontag's expression, to the predominance of visuals over text and to the permanence of their presence, displayed on the walls for days or even months on end. They also owe it to their "inescapable" character, for the image "makes itself noticed even by the passer-by in a hurry or resistant to politics[footnoteRef:4]" by entering the visual field of the person who, whether a strolling passer-by or an attentive citizen, is always a viewer. Striking iconographic elements aim at to capturing capture the passer-by's gaze but also at to "overcoming overcome the counter-attractions operated byof the other posters[footnoteRef:5]". But the effect produced by election posters is not only the result of the evocative power and mobilising effectiveness of the images and slogans that make them upof which they are composed, i.e. the power of representation. Rather than being limiteding itself to a semiological approach to posters - understood as systems of signs - which is classic in many works on [footnoteRef:6]electoral communication, this article aims seeks to account for electoral posters as materials and as an experience. [3: . S. Sontag, "Posters: Advertisement, Art, Political Artifact, Commodity", in D. Stermer, The Art of Revolution: 96 Posters from Cuba, New York, McGraw-Hill, 1970, p.vii.]  [4: . L. Cheles, "L'image au pouvoir : les portraits de Berlusconi", Vingtième siècle, vol. 80, no. 4, 2003, p. 113.]  [5: . H. F. Hutchinson, The Poster: An Illustrated History from 1860, London, Viking Press, 1968.]  [6: . In semiotic-sociological approaches, electoral posters are generally grasped, from the viewer's perspective, through seeing (deciphering), not by doing (manipulation). See N. Ramognino, "Les affiches politiques et leur économie symbolique", Ethnologie française, vol. 24, No. 2, 1994, pp. 254-261.] 

Two axes will be followed and intertwined. Firstly, the this article will be based on the biographical approaches of the objects and their "social life". Following the questions proposed raised by Igor Kopytoff[footnoteRef:7] , we will ask where the posters come from and who made them; what is their real trajectory, their ideal career, the dramas that affect them, and their viability; how the use of posters changes with theiras they age; and what happens to them when once they have reached the limit of their effectiveness. The October 21 poster is placed at the centrecentral of this biographical follow-upto charting the biography of the election posters because "a cultural biography can only be drawn with some clarity from the article of singular things rather than fromas opposed to the article of categories of things[footnoteRef:8]". His Its gestation, birth, and trajectory - from his first public steps to his death - will can be retraced in over the course of a dazzling social life of only a mere four days. If Although the this poster’s effectiveness of this poster cannot be apprehended without the development of a the political imagery of protest that has been revivrenewed since 2010, namely a universe of political representations that unite political modernity with the revolutionary past, as this article will be shown, it is also owes itdue to his its eventful biography. [7: . I. Kopytoff, "The Cultural Biography of Things: Commoditization as Process", in A. Appadurai (ed.), The Social Life of Things: Commodities in Cultural Perspective, Cambridge, Cambridge University Press, 1986, p. 66.]  [8: . J. Roitman and J.-P. Warnier, "La politique de la valeur : une introduction", Journal des africanistes, vol. 76, no. 1, 2006, p. 208.] 

Furthermore, it is a question of developing a praxeological[footnoteRef:9] and not a only solely discursive approach to show demonstrate that support, adhesion, and political action are also the products of an engagement with the electoral objects that mobilises bodies, gestures, and movements. During electoral events, the physical space is invaded by objects that are certainly clearly signs of authority and political legitimacy, but which are also materials that are manipulated, given, exchanged, or evaded. Some have a public presence, being visible and accessible to all, while others are attributed and circulate in restricted networks or clandestinely. Engagement, both physical and emotional, with these objects is a vector of subjectivation, to use praxeological analyses, in that it allows an individual or a group to pose as a subject of will and action in a power relationship that is by definition asymmetrical. Electoral posters, intentionally constructed designed to influence the vote, therefore act not only because they are exhibited, viewed, and interpreted, but also because they are handledmanipulated, i.e. stuck and unstuck, put up and taken down, put up and taken down, disguised or recomposed reconfigured by individuals who engaginge in their relationship with politics. This engagement with the materials is inseparable from the words  that are associated with the gestures: they add meaning to the gestures made - sometimes similar, sometimes contradictory - but can also drive the gestures, as we will see with the poster of October 21 poster. [9: . J.-P. Warnier, "Introduction : pour une praxéologie de la subjectivité politique", in J.-F. Bayart and J.-P. Warnier (eds.), Matière à politique : le pouvoir, les corps et les choses, Paris, Karthala, 2004, pp. 7-31.] 

Such an approach is complementary to an electoral sociology concerned with "linking the act of voting and elections with political culture[footnoteRef:10]" and studies on social movements that seek to turn images into heuristic material for mobilisation and contestation[footnoteRef:11]. It requires a detailed ethnography, which is reflected in this article throughby detailed descriptions of the posters, the actions of which they are the object, and the iconographic and discursive sets, as well as the political dynamics in which they take place. The techniques of the Ffield survey techniques, through participant observation and qualitative interviews, do not allow us to measure the influence of the posters on mobilisation and voting, with the support of figures. They plunge immerse us less withinto the power of images than and more withinto the an unfolding of an image war, complete with its combatants, weapons, attacks, and parades. This was a war of subjectivation which, on the opposition side, contributed to the reinforcement of the political subjectivities of protest and disobedience, but also of the  representations of a the figure of the citizen in conformity with the international imaginary of electoral democracy. [10: . R. Otayek, "Are elections in Africa a relevant scientific subject?", Politique africaine, no. 69, 1998, p. 6.]  [11: . A. Dézé, "Pour une iconographie de la contestation", Cultures & conflits, vol. 3, no. 92-93, 2013, pp. 13-29.] 



Making a striking poster that hits

In order to understand how an electoral poster is born and in which groups or iconographic filiations it takes assumes its place, it is necessary to study political processes, partisan strategies, and individual contributions. The initial use of the October 21 poster in the public spaces also required a whole set of frameworks to shape its reading, knowing given that the opposition has always had equivocal positions attitudes towards a Revolution revolution placed situated at the heart of the symbolic register of the political hegemony of the regime in place in Zanzibar.

Walking in Karume's footsteps: a 180-degree turn

During the 2015 election campaign, the first CUF posters are ofhave a classic design. As in every election since 1995, covering the city walls or decorating trees and lampposts, they feature a photograph of a candidate calling on the viewer to vote for him, with the slogan in Swahili: "Sovereignty is prosperity for all". They follow anTheir internal layout is similar to the CCM posters, which state that "Unity is Victory". But the October 21 poster suddenly breaks with this iconographic uniformity that has saturated some much of the street furniture. It is a photomontage that juxtaposes the photographs images of two politicians. One, recent and in colour, located on the leftleft-hand side  half of the poster, represents Seif Sharif Hamad, the CUF's historic presidential candidate. The other, which occupieson the right-hand side of the poster, is a black and white photograph of Abeid Amani Karume, president of Zanzibar from 1964 to 1972, the year of his assassination. In these bust portraits, the two men stand three-quarters apart and are both dressed in a suit and tie worn over a white shirt. While Hamad, with a peaceful face expression and a fine faint smile on his lips, fixes his gaze onlooks straight into the lens, and thus on at the person contemplating himviewer, Karume is turned towards Hamad and looks gazes into the distance. Above the two portraits, a yellow cartouche titled in capital letters: "25 October, day of decision". Just below it is "Zanzibar 2015" written in a narrow red cartouche. At the bottom of the poster, a large red cartouche launches features this the injunction: "Go vote to write history". It bears has a thin blue cartouche that reads: "I will wear Mzee [footnoteRef:12]Karume's shoes" (figure 1). The dominant colours of the poster are based on the party's three-colour scheme: red, sky blue, and white, as well as yellow, a colour used in the CUF logo. [12: . In Swahili, Mzee means old, wise, or venerable.] 

Compared to other CUF election posters, the October 21 poster aims to establish the legitimacy of the opposition's claims to rule by building a historical filiation between Hamad and Karume. This mode of summoning a figure who embodies the revolutionary past of the archipelago is, at first glance, surprising. The 1964 Revolution of 1964 has always been placed at the heart of the symbolic register of the political hegemony of the CCM in Zanzibar, and not of the CUF. For a long time, the opposition only made referred reference to the Revolution to decry the moral bankruptcy of the ruling elites. The figure of Karume himself served to repel it. In fact, after the revolution Revolution of 11 January 1964, which overthrew the constitutional monarchy put in placeinstated a month earlier[footnoteRef:13], the eight years under the rule of Karume, a "charismatic" but "ruthless[footnoteRef:14]" man, were marked by authoritarianism. The Revolution was constructed as part of the myth of a new black African nation rid offree from the power rule of foreign "Arabs", in an archipelago where the ruling elite had for decades largely come from families with[footnoteRef:15] Omani origins. As soon as it entered the electoral competition, the CUF was portrayed by its pro-CCM detractors as the party of the 'Arabs'“Arabs”, that is, the heir to the overthrown government. Hamad, for his part, sees in Karume as a "dictator" and a "racist" who has established a "discipline of fear" in the archipelago[footnoteRef:16]. How, in this context, can we understand interpret the fact that in 2015 the CUF is publishing a poster claiming to be the heir of to Karume and the spirit of the Revolution?	Comment by Author: Is this bankruptcy literal or figurative? [13: . See in particular A. Clayton, The Zanzibar Revolution and its Aftermath, London, C. Hurst & Company, 1981.]  [14: . G. T. Burgess, Race, Revolution and the Struggle for Human Rights in Zanzibar: The Memoirs of Ali Sultan Issa and Seif Sharif Hamad, Athens, Ohio University Press, 2009.]  [15: . Zanzibar came under the rule of the Imamate of Oman at the end of the 17th century and became the capital of Oman in 1840. It then became an independent sultanate in 1856 before being placed under British protectorate in 1890.]  [16: . Burgess, Race, Revolution..., op. cit., p. 203, 205, 209.] 


Gestation, birth, and first steps

The 21 October poster is the culmination - although not a determined and predictable achievement - of the growing investment of in the figure of Karume by the opposition since 2010. In five years, various political events[footnoteRef:17] have suggested that Zanzibar could move towards gaining greater autonomy from [footnoteRef:18]mainland Tanzania, or even full sovereignty. During heated debates on the adoption of a power-sharing system, the CUF has strongly mobilised appropriated the figure of Kareem Karume as the embodiment of Zanzibari nationalism, which the party now claims to represent. This rhetorical usage was reinforced by an iconographic arsenal that took the form of placarded posters. It emerged at the same time as an autonomist mobilisation movement from reformist Islam[footnoteRef:19] took centre stage in politics. "As a '[footnoteRef:20]cause cause-awareness device'tactic', it combined photographs of Karume with autonomist slogans such as 'Reclaiming Zanzibar's sovereignty is a goal of the 1964 Revolution' or [footnoteRef:21]'The ASP revolutionaries made the revolution so that we Zanzibarites would govern ourselves' (Figure 2). [17:  These include the establishment of a power-sharing system under a so-called government of national unity, following the 2010 general elections, and the commitment of the United Republic of Tanzania to reform the 1977 Constitution.]  [18: . Zanzibar enjoys only semi-autonomous status within the United Republic of Tanzania. The archipelago has its own government and House of Representatives, responsible for internal affairs.]  [19: . R. Loimeier, "Zanzibar's Geography of Evil: The Moral Discourse of the Anṣār al-sunna in Contemporary Zanzibar", Journal of Islamic Studies, vol. 31, 2011, p. 4-28.]  [20: . C. Traïni C. (ed.), Emotions... Mobilisation ! Paris, Presses de Sciences Po, 2009.]  [21: . The Afro-Shirazi Party (ASP) is the name of the party that came to power during the revolution.] 

The CUF's communication team has intentionally bet on this small touchtheir small actions creating a gradual shift of in Karume's place in the political imagination. The aim was to bring unite Zanzibarites together to make it clear that "we all need to move forward together", according to one of the officials[footnoteRef:22]. The underlying strategy was clear: "The Revolution, Karume, is also meant to attract voters who did not dare to vote for the CUF[footnoteRef:23]", i.e. CCM sympathisers disappointed by the regime's broken promises. Different photomontages were tested and discussed collectively within the team before this high-resolution black and white photograph of Karume was found, which, by in its posturepose, presents depicts the first president as a "visionary" and a "man who sees far", just like Hamad[footnoteRef:24]. Foreign advisers even contributed tointervened in the iconographic choices. Indeed, for its campaign, the CUF called on a firm company specialising in political and economic intelligence based in Washington D. C., Calabar Consulting. This firm guided Hamad in his choice of clothing for his the printed portraits. In the October 21 poster, Hamad is seen wearing a suit and tie, whereas he prefers to wear his Mao collar outfit - the austere khaki suit of the independence leaders - or his white Muslim tunic and kofia (embroidered toque), with in which he says he "feels like himself[footnoteRef:25]". This suit and tie echoes the one worn by Karume next dooralongside him. The ssigns of the political modernity that had characterised Kareem's Karume's regime were thus skilfully handledput to use, and the markers of Hamad's presumed Arabness erased. The hijacking of the figure of Karume by capturing a central element of the symbolic palette of the regime in power - the Revolution - opens up to the future, instead of replaying the cultural and racial oppositions that divide Zanzibarites. According to the head of a CUF office, the revolution that the party is proposing and which is shown in the poster, "is not a revolution by arms, but a democratic and economic revolution[footnoteRef:26]". [22: . Interview from 10 October 2016 (my translation). All contributors are anonymous.]  [23: . Conversation from April 30 2016.]  [24: . Interview from 20 October 2016 (my translation).]  [25: . According to a representative of Calabar Consulting, conversation from September 23 2015.]  [26: . Interview from 10 October 2016.] 

According to several CUF leaders, the poster was more successful with CUF supporters than they had could have even ever hoped for. However, the CUF used various methods to avoid any errors in deciphering the poster in relation tothat deviated from the meaning that its designers had given it, notably through discursive framing during political meetingsrallies. Thus, on 22 October, during the CUF closing meeting of the CUFrally, with two very large-format posters from 21 October in the background, Mansour Yusuf Himid - a pillar of the CCM and the son of a revolutionary close to Karume who defected to the CUF shortly before the 2015 elections - intervened tomade a speech mixing revolutionary heritage and sovereignist impetus, which had never been seen before in Zanzibar: "I see the Zanzibar of which the founding fathers of the Revolution dreamed, a Zanzibar that is good for everyone, a Zanzibar where everyone would be recognised because of their Zanzibarietyfor being Zanzibari, not for their colour, not their religion, not their political preferences". He gives a new meaning to the revolution: "The Revolution! The Revolution! This is what the Revolution! means! These are sovereign institutions, and equality in our country,", before chanting "Mapinduzi" (Revolution) many times to close his speech, true to the CCM[footnoteRef:27]'s slogan. The October 21 poster is therefore both displayed by the CUF on its campaign podium, but also interpreted in words that function as framing techniques for the meaning that its designers wanted to give it. During this same meetingrally, Hamad takes the last word to assert himself as the symbolic son of a Karume, becoming the incarnation of a desired island sovereignty: "I will wear the shoes of Mzee Karume. [...] I make Mzee Karume's promises my own in order to realise them completely and build the Zanzibar we want[footnoteRef:28]". "Writing history" by through his vote, or "wearing KareemKarume's shoes", is therefore not about re-enacting revolutionary history, but rather about finishing what has not beennot been  doneaccomplished and making creating a better "new Zanzibar". [27: . Observations and recordings, 22 October 2015 (my translation).]  [28: . Ibid.] 



The art of ordinary DIY

Let's open expand the analysis to all CUF election posters. The practical effectiveness of these posters cannot be understood without examining the transactions to which they give rise, but also the ordinary uses to which they are put. Among these uses are practices of embellishing embellishment or singularisation practices that deal withtreat the posters as images and as objects: they transform their meaning and status as the electoral process progresses, from the campaign to the celebration of victory - when it takes place - via the election. The attribution of new meanings to posters is an ordinary mode of political action and expression that is the product of pre- already established partisan arrangements but also contributes to their reinforcement or displacement.

Merchandise or object of one's own

Approaches to the social life of things focus in particular on commodification, i.e. the process of producing the value of things through the exchanges to which they give risethat they create. The poster is less likely to be a clientelistic political good in electoral times than other electoral materials that circulate during elections and combine symbolic value and use value: cloths, T-shirts, hats, or handbags, mass-produced and identical, have, during the 2015 campaign, circulated in profusioextensivelyn during the 2015 campaign. In contrast to previous campaigns, the CUF managed to compete with the CCM in terms of the quantity of electoral items made available, even though the CCM has much greater financial resources due to the intertwining of the state and the party. However, while the CCM turns its campaign materials into transactional goods distributed free of charge in return for electoral support, the CUF has to sell its election materials to break even and make a profit. The presidential and legislative campaign materials were produced in China and imported by container to Zanzibar via the port of Mombasa in Kenya. There were too many of them to be soldsell out, and with containers arriving after the elections, some election materials are still stored in storage in CUF warehouses - including T-shirts that were created to celebrate a consecration from of which the party was dispossessed, bearing emblazoned with a single word: "Victory[footnoteRef:29]". Local Regional campaign materials were made locally by designers who advanced the necessary money and agreed to be reimbursed out of sales margins[footnoteRef:30]. Some items were even produced on their own initiative by local companies whose boss isrun by a CUF supporters[footnoteRef:31]. These This monetarised merchandises are is divided categorised according to gender -– loincloths cloth wrappers or dresses for women and T-shirts for men - but they also targets small budgets: a whole range of objects sold for a modest sum, such as pins or badges, allow gives even the most destitute to access to the signs of the party symbols. But these objects are also given or lent betweenloaned or circulated among supporters, entering a new sphere of exchange, that of the ordinary social relations of giving and reciprocal obligations. Posters, however, escape these spheres of transactions: free and never sold, they are rarely lent or given as gifts because they are available in the CUF offices and distributed by its agents. [29: . Interview from 10 October 2016. The October elections were invalidated and re-run three months later, on 20 March 2016. They then carried the CCM presidential candidate, Ali Mohamed Shein, to victory with 91.4% of the vote due to the boycott of these new elections by the CUF.]  [30: . Ibid.]  [31: . Interview from 20 October 2016.] 

Whether purchased, donated, or loaned, election materials are worn and displayed in public as an expression of partisan allegiance. This allegiance may reflect very different relationships to the party, between calculated ostentation and enduring loyalty. Many of these objects can be completely transformed and personalised, particularly when they are able to be sewn into dresses, jackets, or trousers. The poster, which is less malleable than fabric, does not allow such lend itself so easily to personalisation as easily, which would seems to make it a lesser good, and therefore of lesser value, to in indicatinge a personalised allegiance. Yet, cut and glued, it can be cut and glued placed on to a wooden panel or held directly by hand, either in whole or in selected fragments. It can also be pinned to oneself an individual or glued to personal objects - especially for those who have difficulty accessing monetarised objects -, thus entering into the physical and emotional intimacy of those who have it[footnoteRef:32]. Posters both personalise and politicise houses or and street corners, becoming signs of distinction and collective militant partisan ostentation. But it is noteworthy that these sets of displayed and visible objects are also carefully kept in household cupboards, only to be taken out during political events, as 'objects of worship', according to a one senior CUF[footnoteRef:33] member. It is not only the outside outer walls of the houses that can be decorated with posters, but also the inside of the living rooms, as politics becomes part of the fabric of domestic life intimacy. [32: . See M.-E. Pommerolle and N.'s analysis of the event cloth wrapper worn by women in Cameroon. Machikou Ngaméni, "Fabrics of Loyalty: The Politics of International Women's Day Wax Print Cloth in Cameroon", Africa, Vol. 85, No. 4, 2015, pp. 656-676.]  [33: . Interview from 20 October 2016.] 


Domesticatinge the posters

Among CUF supporters, the standard practice of tinkering with posters does not dates back tofrom earlier than 2015 and was observed in the 2010 elections. After the results were announcedment of the results, which declaringed the CCM the winner [footnoteRef:34]but also validatinged the CUF's entry into government because of the power-sharing system adopted a few months earlier, nightly street parties were spontaneously organised spontaneously in Stone Town, which had been acquired by the CUF. On the evening of 8 November 2010, a stone's throw from the 'urban fair[footnoteRef:35]' at Jaws Corner - an open space known for bringing togetheras an assembly point for opposition supporters - the small square in Kwa Mzee Mpemba was decorated with colourful garlands of small CUF election posters lined hung up on ropeswith string and associated withalongside loincloths party cloths and pennants. An original cardboard panel had been hung high. It bore displayed a collage with the face of Hamad - now First Vice President - cut out of the official election poster and surrounded by a red heart-shaped garland of light with the campaign slogan, "rais makini" ("a conscientious president"). Sticked Nnear Hamad's face were two small portraits of Ismail Ladhu Jussa, Hamad's right-hand man who, in 2010, had run for the House of Representatives to represent Stone Town. Drawings of the two islands of Zanzibar were also affixedfeatured, Unguja on the left and Pemba on the right, signs of an already heightened island national sentiment (figure 3). [34: . In 2010 Shein won the presidency with 50.1% of the vote against 49.1% for Hamad.]  [35: . M. Chauvin, "Jaws’ Corner, salon urbain, palpitations insulaires", in N. Bernardie-Tahir (ed.), L'autre Zanzibar : géographie d'une contre-insularité, Paris, AdesDymset/Geolab/Karthala, 2008, p. 63-67.] 

This creation, like a fetish, gives a glimpse of the personalisation of power, even the cult of personality given tosurrounding Hamad, the historic CUF candidate who, in 2010, was already in his fourth candidacy. But it also reveals displacements - both physical and symbolic - that are producing produce a change in the status of the poster. The festivities had been held taking place all night near this icon, with spectators encircling dancers who alternated prowesstook turns to perform to the sound of drums. Thus selectively appropriated and reconfigured, diverted from its usual function and uses to be integrated into celebratory practices, the election poster freed itself from its initial temporality and the original objectives it was aiming for. Conceived as a campaign material, it is made into a post-electoral object. As a serial tool for partisan political mobilisation, it becomes an object of popular political expression that is singularised - it is made as into a unique, unrivalled, and unchangeable piece, and  is therefore demarketeddecommodified. Intended for public use, it is integrated into confidential practices, having been privatised in a closed space and within a given timeframe by a restricted group of individuals. Finally, as a weapon of electoral competition, the poster is domesticated into becominge festive celebratory in the context of festivities that intertwine combine politics, bodies, and affects.

Chatty Pposters that say something

In 2015, the supporters of the CUF renewed re-engaged with these inventive DIY micro-practices that change the meaning and status of images[footnoteRef:36] images. In Stone Town, not far from the harbour, a series of election posters made up of superimposed collages appeared during the campaign. These were the posters depicted the of three famous opposition candidates: Hamad once again, but also Jussa and Ally Saleh[footnoteRef:37] . On Fragments of old posters had then been stuck over these standard posters from the 2015 campaign , fragments of old posters had been stuck (figure 4). They had been taken from two posters released that emerged in July 2010 during the ‘yes’ campaign in the frameworkas part of the referendum on power-sharing. The first of these two 2010 posters was in the colours of the CUF and the CCM, as these two parties had joined together forces in the ‘yes’ campaign (figure 5). Three elements were used: the two islands of the archipelago, in green; the mark to be placed in the ‘yes’ box, in red; and the word 'yes' (ndio). The second poster from 2010 that was used had come out just a few days before the referendum (Figure figure 6). It was designed by the CJC alone, and was intended to neutralise internal party divisions that could divert voters' votes among the electorate, as the hardliners were actively campaigning for the 'no' vote. The poster featured photographs of seven prominent politicians in the CJC, with dominated by the portrait of the then president, Amani Karume[footnoteRef:38], dominating. It is the face of the latter who,which was cut out, was and affixed affixed to the 2015 posters described here. Karume Jr. embodies the process of rapprochement between the CUF and the CCM, which made it possible to adopt a system of power- sharing. Long A long-time an enemy of the opposition because he was an uncompromising pillar of the ruling party, Amani Karume is today praised today for allowing enabling the CUF to enter the government. [36: . The fieldwork carried out in 2015 makes it possible to witness visual recompositions during the electoral campaign, not post-electoral festive creations similar to those of 2010, since the elections were invalidated.]  [37: . Ally Saleh was a parliamentary candidate for the Malindi constituency, of which Stone Town is a part.]  [38: . See M.-A. Fouéré, "Chronique des élections de 2010 à Zanzibar", Politique africaine, no. 121, 2011, pp. 127-145.] 

In With a few wellstrategic thought-out cut-outs and collages that intertwine combining materials from different temporalities, the customised poster shows demonstrates how political moments from the recent past are retrospectively reappropriated and constructed as causal elements of in a field of possibilities that appears in the 2015 elections and combines two hopes in a visual shortcut shorthandtwo hopes: a partisan transition and access to greater autonomy or even sovereignty. It thus constructs, through the image, two political moments - the 2010 referendum and the 2015 elections - as events, i.e. times of socially significancet times; but it also produces an event-driven continuity that encompasses them both within the same political gesture. While Iit has may not have been possible to observe or identify these makers of these revamped posters - thus limiting the potential interpretations that would have been possible from a survey of the intentions or practices being made -– but their presence acrossin a restricted spacesmall area of the city suggests that they are not the product of an operation coordinated by the CUF, but rather represent the initiative of an individual or a small group. They therefore they do not document the communication strategies of a party, but offer a window onto the ordinary modes of intelligibility of political life which are here, at the same time, are simultaneously ordinary modes of political action in that they combine semantic framing with an effort to take iconographic control of the space during the campaign period.


Posteringings as a political experiment

Alongside these confidential and interpretive micro-DIY-dicrafts of election posters that reveal ordinary ways of grasping engaging with politics, combining intelligibility and expressiveness, the very practice act of postering itself allows one to enter admits entry into the factory of partisan arrangementsprocess of party-building. The aggressive effectiveness of the placarded images on posters, through its massive and invasive hold on theover public space, was above all, in Zanzibar, the result of a large-scale visual war that mobilised the two main competing parties. Although the billboard had the vote in its sights, it also participacontributed, more broadly, toin shifting the imaginations of the island's political community and electoral citizenship.

War of images and bodies in action

The CCM were the first to entered the election battle firstelectoral fray, starting to put up its posters even before the official opening of the campaign on 22 September. The posters of Tthe posters from the competing parties  quickly saturated an urban space that still bears the visible traces, albeit damaged, faded, or half torn- off, of the 2010 electoral campaign, forming an electoral palimpsest contrary to the laws in force[footnoteRef:39]. Plasterced overn the city walls of the city and tfronthe doors of houses, on electricity poles and trees, these posters are also made to movemobile, decorating the doors of cars or, in small self-adhesive versions, scooters and other two-wheeled vehicles that accompany the party processions of parties during their travelsas they move around. The posters’ visual impact of the posters is reinforced during political meetings rallies by a wide variety of campaign objects which, all together, make upconstitute a colour competition between the CUF's three-colour scheme and the CCM's yellow and green two-colour scheme of the CCM, yellow and green. This war of images was not simply just a metaphor for a political struggle which, in recent Zanzibar electoral history, has often been waged in through acts of verbal and physical violence. On the CUF's side, postering has been a the practice of producing and reinforcing partisan engagement through the mobilisation of bodies into political action. [39: . See the Guidelines for Political Parties Code of Ethics for 2015 Election, Zanzibar (Zanzibar Electoral Commission, May 2015) which requires "all election-related advertising and images of candidates to be removed within 14 days of the announcement of election results" (p. 6).] 

Indeed, in this clash of electoral materials, posters were used not simply just used as supports media for deciphering political representations to be deciphered, but also for their visibility, their permanence, and their capacity to invade the urban landscape iconographically, due to their size and location. The pPutting up and taking down of posters and kidnappings were conceived as practices not only of actions not only symbolising a political hegemony already therein existence, or imagined as such, but also of imposing this hegemony. Thanks to solid human and financial means resources due owing to the collusion between the state and the party, the CCM not only took control of a large part of the street furniture through its posters of various sizes, ranging from the smalll hand-glued examples affixed to walls murals to the large formats exhibited on billboards, but it also carried out savage kidnappings and destruction ofsavagely tore down and destroyed the posters of the opposing party, in order to better "triumph overcome  counter-attractions[footnoteRef:40]" within a context of weakened political hegemony. Repeated Multiple testimonies eyewitness accounts testify state that CCM militants, with the help of the police, organised nighttimenight-time outings with vehicles to savagely tear down CUF posters and, on occasion, beat up opposition fly-poster stickers. The CUF did not press charges, even though it was well within its rights to do so,although in its rightful[footnoteRef:41] place, did not file a complaint but stoically tried to counter the CCM’s marking of public space by the CCM by maintaining its poster operations, day and night.	Comment by Author: The reference to kidnapping here is not entirely clear to me. Is the ‘enlèvement’ a reference to the removal of opposition posters or literally the abduction of people? [40: . H. F. Hutchinson, The Poster..., op. cit.]  [41: . It is prohibited to "deface images of candidates, destroy candidate posters or any other material used by candidates of political parties.” Guidelines..., op. cit., p. 6.] 

The poster is therefore does not just justa work withon images and space: it also turns politics into a struggle between militant bodies groups that tryattempting to avoid keep out of each other’s way but who are not afraid of being hitto trade blows either. Among the supporters of the CUF, however, the affront and the challenge that comes throughdisplayed via the billboard, in the context of asymmetrical power relations with a CCM backed by armed law enforcement, does not prevent negate fear and caution. For example, Dduring the vote count, for example, a group of neighbours in a busy area of Stone Town, who run local shops or street businesses there, not only put displayed CUF posters on the outside outer walls of their houses but also hung them up in garlands across the street. These supporters would be bBusily at the end of the day tinkering with the posters at the end of the day, in full view of everyone, these supporters were blatanuntly displaying their partisan affiliation, yet they still feared reprisals, refusing - because they did not know me - to let me take photos of the posters - because they did not know me - and asking the women who were also involved to hide. Similarly, two days before the elections I accompanied, the four teenagers curled up on Hamad posters that I accompany at around midnight on a deserted street in Stone Town leaning over the Hamad posters, who  around midnight whispered so as to be discreet, torches in hand, but were full of energyeager to explain that they liked these night-time poster operations: "We don't have guns, but our posters will be there! " they say. The night-time billboardposterings reinforces the partisan commitment to the party by mobilising bodies and gestures in an atmosphere of secrecy and confidentiality, but also of danger linked to the CCM's counter-operations of kidnapping since the start of the election campaign.	Comment by Author: See previous comment

Resistanceing and disobedyienceng at Kisonge

An ethnographic vignette of the political customs of Kisonge, an emblematic roundabout that is emblematic of Zanzibarite political life, is heuristically used to illustrate the close relationship between election signs postering and the production of partisan provisions during the 2015 elections. Kisonge is located in the heart of the Michenzani district, a post-revolutionary cluster of blocks of flats built on the outskirts of Stone Town on the model of the large East German collective housing estates. It embodies epitomises the housing policy adopted under Karume, "the centrepiece of a programme to make Zanzibar a socialist society and city[footnoteRef:42]" rooted in modernity. Two maskani[footnoteRef:43] face are located opposite each other. One is the main maskani of the CCM in Zanzibar, located in a permanent shack structure. The other, called Commonwealth, is the CUF, an open-air space with a few wooden benches and a television. Each place classically displays the colours of its party. During each election campaign, these maskani are invested engaged with in a variety of ways by supporters and sympathizers: at the end of the day, they discuss the latest political news; they distribute election materials; they organize organise the departure of vehicles for rallies organized organised outside the city; and they parade in the party colours to celebrate victory. [42: . G. A. Myers, "Making the Socialist City of Zanzibar", Geographical Review, Vol. 84, No. 4, 1994, p. 463.]  [43: . Places where activists and supporters of a political party gather.] 

In 2015, Kisonge is once again an intensely disputed space in the iconographic balance of power between the CCM and the CUF. Not only is each maskani decorated with election posters and party flags, but the central public roundabout is the object site of a struggle for invasion. CUF sympathisers regularly come to put up posters which, at night, are taken down by the CCM, weapons in hand. On 10 October, a fortnight before the vote, men were busyare getting down to work. One of them, Abdallah, is balancing on the last upper bars of a large ladder firmly held by his companions. He is in the process of attaching to a piece of string to ann electricity pole a rope which, like a garland, carries a multitude of small CUF election posters. Posterings and hangings in this location are is not allowed, according to Abdallah, who, reviewed when we saw him again thethe day after the election, also happens turns out to be a local election observer for a professional union he chairs. When I ask if they have permission to put up these posters, the assembled men gathered together answer with one voicein unison that postering in Kisonge is not allowed. They hasten to add that neither is the removal of their posters by the CCM, anywhere in town. For its the active CUF activists, the pillars of the Commonwealth maskani, postering is therefore part one of the militant actions they undertake -, ladder, string, and glue in hand -, to inscribe protest in the public space but which generate produces in them a relationship with to politics where characterised by disobedience and defiance are paramount. Their actions in broad daylight, with their faces uncovered, makes them potentially vulnerable to counter-attacks, so that the displaythe postering is also an act  practice of rebellious indocility that borrows draws as much from on playful rivalry as it does from warlike jousting.

Civic virtue in a democracy

Among CUF supporters, indocility, defiance, and resistance are aimed simultaneously, in the same movement, at the state and the ruling party. For the poster-layersfly-posters in Kisonge, the collusion betweenof the state and the CCM is a daily occurrence, but it is clearly evident during the election period, as they point out, by through the fact that the CCM's violation of the electoral law, when its supporters disfigure, tear down, or destroy CUF posters, goes unpunished. It is further manifested in the militarisation of the CCM's actions, whether it bethese are actions to destroy CUF posters or operations to protect the party's own material. Thus, from 20 October, five days before the elections, armed security forces were posted to guard the Revolution Tower, a monument built in Kisonge, a few metres from the CCM's maskani, for the commemorations of the 50th anniversary of the Revolution. The guards had to prevent the CUF supporters from putting up their posters - an act of provocation that the latter might have wanted to do, thus defying both the regime, the party, and the political symbol that is the Revolution. However, Kisonge's poster-colourists countered these alleged attacks and provocation with a moral discourse that emphasised, in interviews, the ability of the party and its activists to behave during the campaign in accordance with the law in force. The confrontation through images was therefore a confrontation about the meaning - and even more about the implementation - of civic virtue in electoral timesperiods.
Finally, for the CUF, this war of images involved not only two actors - themselves and the CCM - but also a third party, the international community. Abdallah, Kisonge's poster boy, insisted that the CUF's poster operations were carried out in public and in full daylighttime, as opposed to the CCM's night-time operations, a clear sign of their illegitimacy. This day-night opposition, juxtaposed to legitimate/illegitimate, was coupled with the assertion that the international community, through its observers deployed in Zanzibar, had its eyes on the elections and should would not be fooled by the monopoly of urban space exercised by a masked advancing power, hidden hiding in theunder cover of night and behind its guns. Other interviews with CUF supporters corroborated Abdallah's position that the investment in the war of images, an assertion of defiance towards the CCM, was also directed at the international community. It committed to the visibility of the party, the legitimacy of its claims, and the legality of its campaign practices, thus putting forward a conception of partisan engagement and electoral citizenship in line with the standards of liberal electoral democracy.


Life The life and death of a poster

Let us return, finally, to the October 21 poster and the end of his its biographical trajectory, which symbolically put an end to the war of electoral images. Indeed, in this iconographic battle, the poster juxtaposing Hamad and Karume was a particularly the target of physical destruction. But the power of this image - and the violence it unleashed - is inseparable from the words associated with it.

A chronology of the appearances of this poster and its discursive appropriations reveals the permanent intermingling ofinterplay between words and images. The poster first appeared in small-scale formats on the city walls, and the next day, October 22nd, it reappeared in two large formats that decoratinge the backdrop of the vast stage of the CUF's closing meeting on the edge of Stone Town. The poster appears in a new format on October 23 at the end of the day. Five large billboards located at a major crossroads in the city show passers-by the visual filiation between Hamad and Karume. But the next morning, 24 October, all of these billboards were damaged. On some of them, only the left part side of the poster, bearing featuring Hamad's photograph, was torn off, leaving Karume's black and white photograph intact. Other posters were completely torn downoff (figure 7).
One can't understand Tthese targeted attacks, in on the night of October 23rd to 24 Octoberth, may only be understoodif one doesn'tby looking back at the closing meeting of the CCM rally that took place on 23 October 23rd and that gave rise to an outburst of insults and provocations. Since the start of the campaign, the two parties had not given each other any gifts. Each meeting rally was an opportunity to reply with sarcasm, mockery, or defamation to the comments made by the opposing party. But on 23 October, this interposed joust specifically seized the poster and the declarations made the day before by Mansour and Hamad on about the fulfilment of revolutionary promises. Thise vehement assault directly targets Mansour, doubly considered a traitor because of his defection from the party and the alliance between the Himid family and the Karume family, Mansour and Amani having married their respective sisters. Karume's widow, Fatma Karume, who is therefore also Mansour's stepmother, speaks out that day to overwhelm condemn her son-in-law: "If Mansour wants votes, why doesn't he use the image of his father since his father was also one of the revolutionaries? All he had to do was put Yusuf Himid[footnoteRef:44] and Seif [on the poster]! He made a serious mistake (dhambi) by using it [Karume] [...] but the Afro-Shirazi people will act because they don't agree with this, they didn't appreciate this way of humiliating their holy leader, that's all[footnoteRef:45]". [44: . Mansour Himid's father, Yusuf Himid, was a very close friend of Karume, who was at the head of the armed forces stationed in Zanzibar.]  [45: . Observation and recording, 23 October 2015 (my translation).] 

This attack reminds us once again that the CCM considers itself to be the only legitimate heir to the figure of Karume and the revolutionary myth, using the terminology of the early post-revolutionary times (Afro-Shirazi, holy leader) to better reactivate partisan oppositions. But, above all, it reveals that the poster disturbs, provokes, and ulcerates galls the militants of the CCM. As a senior politician within the CUF reminds us, "this poster could only sting the CCM to the core" because the CUF has appropriated what the ruling party, [footnoteRef:46]Karume, has always capitalised on. The insulting remarks made by the CCM aim to liquidate the October 21 poster, that is, to say to devalue it in the eyes of voters in order to counter its electoral effectiveness. There is therefore little doubt about the perpetrators of the savage uprooting tearing down of the poster on the night following the CCM’s closing meeting rallyof the CCM, the second stage in the destruction of the poster, no longer by words but by deeds. These acts of destructions are all the more surprising since the words of the CCM politicians were redoubled reiterated on 24 October on the blackboard of the CCM maskani of the CCM in Kisonge, the usual medium for messages of hatred towards the opposition, by the following statement: "Mzee Abeid Amani Karume is ASP and you are Hizbu, how can you follow in his footsteps? You are going to lose". The provocation is addressed to Hamad and uses the term Hizbu [footnoteRef:47]which, in the political idiom of the CCM, is defamatory and xenophobic. It declares, in a masked covert way yetbut without deceiving anyone, that the destruction of the poster is an act of assertingon of hegemony over the customs of the revolutionary past, which is the CCM's preserve of the CCM. [46: . Interview from 20 October 2016.]  [47: . Hizbu is the name of a nationalist movement from the mid-1950s used in the political language of the CCM to refer to Arab descent.] 



As you can be seen, the October 21 poster was undeniably played a full-fledgedcentral player role in the campaign. Launched Designed to influence the vote, it supported words and actions that transformed the tenor of the political debate, yet itbut affected it in return by attempting to attack its viability and cause bring about its demise. The poster’s [footnoteRef:48]'ideal career' of the poster, to usein Kopytoff's words, that is, the one assigned to it by its designers in order to rally Zanzibarites, without partisan distinctions, around a CUF electoral victory, was thus inflected by the dramas that affected its real trajectory. The monitoring of this eventful trajectory shows that images, words, writings, and actions are constantly being creating responsesded to around the same object, so that the viability of this poster and the limits of its effectiveness cannot be grasped understood without taking into account the verbal intermediations to which it has been subjected - on the part ofby the CUF as much well as the CCM -– as well asin addition to its material manipulations at different timesvarious stages along its path. The image delivers its meaning throughin the speeches and acts that objectify it by saying it or doing something with it. It is because of such mechanisms of objectification through speeches and acts that the October 21 poster has been a factor of slippage in the representations of the nation. [48: . I. Kopytoff, "The Cultural Biography...", op. cit., p. 66.] 

This poster, however, does not fit well into the categories currently used in reflections on protest iconography[footnoteRef:49]. "Revolutionary iconography"? It has all the trappings of a piece of revolutionary iconography, but without any historical tradition, since it wasis published created by a political party that for a long time rejected refused any affiliation with the 1964 Revolution. "Rebel iconography"? It certainly aims seeks to oppose the ruling power and to provoke change, but it does so by capturing the hegemonic symbolic register. The presente article set aside the question, now prevalent in studies on image-based contestation, of the use of social media to focus on the ordinaryeveryday technologies of scissors, glue, knotstring, ladder, and gun, which are still the most widespread in Zanzibar. The artisanal nature of iconographic inventiveness in the field certainly reflects the weakness of popular uses of digital technology, but above allmost importantly it highlights how muchthe extent to which politics is both a public and domestic affair, both ostensible and intimate. The poster of 21 October seems to be starting a second life. In the district of Mtendeni, where the CUF has its headquarters, new posters have been taken brought out just one year after the elections and placed displayed in a local maskani, reminding us that the limits of their effectiveness, from the point of view of CUF supporters, are still far from having beenbeing reached. [49: . See in particular the special issue 'Rebellious iconographies: sociology of graphic forms of protest', Cultures & conflits, no. 91-92, 2013.] 
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Abstract
Electoral posters : art, strategy and materials for politics. 
The Revolution, the opposition, and Zanzibar's 2015 elections 
The political efficacy of electoral posters does not merely result from the power of the image. This article shows that political support and action also arise from engaging with electoral materials in ways that mobilize the body. Drawing upon a fine-grained ethnography of the 2015 elections in the Tanzanian archipelago of Zanzibar, it combines a biography of electoral posters - more particularly by focusing on the social life of a poster of the opposition - and a praxeological approach of the uses of posters in the public space. Putting up and removing posters as well as appropriating, recomposing, and singularising them shed light on the ordinary production of political subjectivities. This approach offers news ways to study political cultures and party mobilisation. 




1

