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CHAPTER 5 

THE MUSIC VIDEOS: FROM THE SECT TO THE NATION1 

 

"Flags can do nothing without trumpets." Gilles 

Deleuze and Felix Guattari, A Thousand 

Plateaus, 348. 

 

 

Hezbollah's music videos are synthetic texts that combine images and sounds taken 

from the movement's various other media productions. Most notably, these music videos draw 

on the two genres dealt with in the previous two chapters: Nasrallah's public speeches and the 

videotaped military operations. While the previous two chapters dealt with two media genres 

involved in the movement's construction of an archive, this chapter deals with the music videos 

as examples of media that re-articulate this archival material.   

From the nineties until today, Hezbollah has been producing songs and music videos to 

be sold, broadcast or heard in various contexts. These songs and videos are consumed mainly by 

the movement's sympathizers on the movement's private television station Al Manar, but also 

through other channels, most notably on the Internet. While the quality of the videos has 

logically evolved in parallel with technical developments and the acquired experience of their 

producers, it is the content and the messages of these videos that seem to have undergone the 

most interesting shifts. This chapter will investigate both aesthetic and discursive transformations 

of Hezbollah's music videos. These transformations expose the deeper shifts that take place 

within Hezbollah's political discourse and ideology, and the role of the political and social 

contexts in defining the party's audience and their articulated identity. I have chosen to focus on 

six music videos pertaining to four moments in Hezbollah's recent history. These videos show 

the transition from a discursive strategy based on the articulation of a specifically Shiite religious 

identity, to one that articulates a Lebanese national identity, to, finally, a narrative that situates 

Hezbollah as a transnational Muslim Arab movement addressing an audience that reaches far 

beyond the Lebanese national borders.  

The music videos reach a vast audience, especially because they are not only available on 

CDs and DVDs and broadcast on television screens and radio channels, but are also featured on 

various video sharing/streaming websites online: the music videos can be posted by amateurs on 

YouTube, for instance, or downloaded from special sections in Hezbollah websites or forums 

that support the movement (Ajemian 2008).2  

In my analysis of the music videos, I will make use of Laclau and Mouffe's theory of 

discourse and hegemony in order to expose the way in which these videos establish new 

meanings of resistance and the nation. Laclau's theory of political identification as developed in 

The Making of Political Identities and his later work on populism (Laclau 1994; Laclau 2007a) will 

provide the theoretical foundation for my argument that these music videos are indicators of the 

social, political and cultural contexts of their emergence and reflect the transformation in the 

                                                 
1 This chapter is based on a paper co-authored with Dima Saber and presented in the ASCA 2010 

Articulation(s) conference. 
2 See Ajemian 2008 on the outreach of Hezbollah's media and their use of new media technologies. 
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party's self-representation and political identity from a Shiite organization, to a Lebanese national 

resistance movement, to the catalyst of the ‘Arab nation's victory’. By building on Laclau's theory 

of political identity formation, I will show how the notions of identification, otherness, and 

hegemony play a central role in the function of these music videos as representations of an 

emerging people and in the construction of a group identity in a constant flux.    

I will start by suggesting a genealogy of the Hezbollah music videos as a genre with 

specific mechanisms of meaning production as well as social, political, and cultural functions that 

pertain to two different practices of mass media: the entertainment-based practice of popular 

music videos, and the propaganda strategies of war media. While Hezbollah's music and music 

videos are deeply rooted in a long tradition of war strategies (of which these specific videos 

constitute only one aspect), they are also part of an entertainment- and advertisement-based 

tradition of popular music videos that emerged as a popular genre with the debut of MTV Music 

television in the 1980’s. Furthermore, Hezbollah's music videos will be seen as part of a 

genealogy of political musical productions related to the Arab-Israeli conflict, in particular, and in 

general to Nasser's Arab nationalist era, in which popular music played an important role in 

spreading this political message.  

After establishing the genealogical context of the music videos, I will suggest an analysis 

of the six selected videos. A comparison between the contexts of production, the political 

contexts and the semiotic structures of these videos will allow me to expose the shifts in the 

representation of identity and the emerging national narrative in four different historical and 

political moments. First, Laka el Bay'a is a video produced prior to the liberation of Southern 

Lebanon in May 2000 and addresses a religious Shiite audience. Second, the Hezbollah anthem 

was made after this liberation and adds celebration to the mobilization of the pre-2000 videos. 

Third, Koulouna lil Watan was produced after 2005 when Hezbollah was reaching out to a newly 

acquired Christian audience. And fourth, the videos Nashid Allahu Akbar and Khalli el Silah sahi 

were re-appropriations of old Arab nationalist war songs and were produced during the 2006 war 

with Israel. Along with the video Nasr el Arab--made a year later—these three videos establish 

the party's pan-Arab shift during and after the 2006 war that ended with what Hezbollah calls the 

‘divine victory’.  

 

1. Resistance in sounds and images 

 

1.1 A genealogy: from MTV to Al Manar  

 

Music videos are some of Hezbollah's most popular media productions. They have 

accompanied the movement in all its turning points, but most notably since the establishment of 

their television station Al Manar in 1991 (Wehrey 2002). The music videos have a strict military 

thematic and are clearly aimed at mobilizing those who are watching them. As will be shown 

later, this thematic appears in both the lyrics of the songs and in the visual elements that 

constitute the videos. 

It is not possible to talk about the music videos without briefly mentioning the other 

media out of which many of the videos are made. In form and structure, Hezbollah music videos 

consist of archival footage of the movement's military operations against the Israeli army and its 
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collaborators in the South of Lebanon,3 news broadcasts from Israeli TV channels showing the 

outcomes of Hezbollah military operations (generally wounded Israeli soldiers crying or in 

distress), as well as segments from speeches delivered by various party leaders, most notably 

current Secretary-General Hassan Nasrallah or his assassinated predecessor Abbas al Musawi,4 in 

addition to video messages of the movement's martyrs recorded before they go into battle. The 

other components of the videos are reenactments of Hezbollah militants in action filmed 

specifically for the purpose of being used in these videos,5 various displays of the party's arsenal 

of rockets and other weapons, or footage from the party's massive popular rallies, featuring 

acrobatic shows and disciplined rows of fighters in fast-paced military marches.  

The genealogy of these music videos can be traced through two pathways. On the one 

hand, they grew out of the MTV Music Television revolution in the 1980’s, which transformed 

popular music videos from a promotional tool for selling records into a genre of their own, 

presenting new techniques and modes of communication and expression (see Abt 1987; 

Goodwin 1992). On the other hand, they developed in relation to practices of military 

propaganda and mobilization in music and film.   

Abt describes the development and transformation of music videos, tracing them from 

their earliest roots to their present form after the MTV revolutionized this practice. He writes 

that as a format that combines music with visual elements, music videos represent a cultural 

product that went through various transformations in role, form, and function. The earliest forms 

that could be characterized as the ancestors of music videos consisted of projections of 

transparent colored images onto a screen to accompany a musical piece. These practices of the 

late 1890’s were designed to entertain as part of Vaudeville acts but also as a way to market and 

sell sheet music. Similarly, the more recent history of music videos consists of promotional clips 

intended to sell a group's album or concert tickets. However, with the emergence of MTV, this 

advertisement-based practice became a genre of its own—though they still, of course, sell a 

product, an identity (or a look), and a message, political, social or otherwise (Abt 1987). 

The Hezbollah music videos borrow many aspects from the MTV pop-music video 

genre: typologies, structures, visual and narrative techniques, form, and function. They are, like 

their pop-music counterparts, promotional tools and a specific form of social and cultural 

expression. However, their specificity lies in an additional element absent from most pop-music 

videos: their political function in the context of war or struggle.6  

The Hezbollah music videos are texts produced in times of war and have a specific 

function in this context. They are meant to raise morale, to mobilize, and to promote a specific 

identity. In this sense, the videos must be read as cultural acts, providing a wide range of re-used 

                                                 
3 On this media genre see Exum 2008 and Wehrey 2002 in addition to Chapter 4. This is footage filmed 

by a Hezbollah special unit accompanying the fighters in military operations against the Israeli Army and the SLA in 
Southern Lebanon.  

4 Abbas al Musawi was assassinated in a car explosion which claimed his life along with his wife and 
young child. This assassination elevated him to the rank of martyr and is celebrated yearly as part of Hezbollah's 
martyr week celebrations. Hassan Nasrallah was elected to be his successor. Refer to chapter 3 for an analysis of 
Nasrallah's speeches. 

5 These reenactments are also used in other video productions, such as short TV clips, though these are 
not discussed in this project. 

6 It could be argued, however, that some pop-music videos play a similar role in promoting a political or 
social struggle or acting in a specific conflict, such as feminism, anti-racism, anti-capitalism, or the promotion of 
mainstream consumerist ideology. 
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texts that speak to and are taken from the viewing culture's common memory and shared system 

of values (Rybacki and Rybacki 1999). This cultural specificity determines which rhetorical 

strategies will be used in a given video to signify specific meanings in specific contexts 

(Schwichtenberg 1992). 

The hypothesis that will guide the rest of this chapter is that the music videos are 

rhetorical texts, both in their form as popular music vehicles (often carrying social or cultural 

messages), and in their guise as politically designed propaganda texts. In both cases the videos are 

designed to sell a product, an identity, or a narrative (Gow 1992; Street 2003).  

From a Marxist perspective, the videos are constantly inscribed in a struggle for 

hegemony. In this struggle, media products are used strategically by specific marginalized groups 

to achieve dominance and dominant groups to preserve their position. Following Stuart Hall's 

argument about the role of popular culture as a site of struggle that allows for counter hegemonic 

forces to emerge and hegemonic forces to maintain their power, the music videos can be read 

precisely as an element within this hegemonic struggle (Simons 2005, 157-162). In this sense, to 

use discourse theoretical terminology, the music videos act on the undecidability of meaning of 

floating signifiers such as the nation, resistance, justice and so on in order to fix one reading over 

another and articulate new chains of equivalence that will define the shifting borders of their 

articulated people.  

 

1.2 The grammar of music videos 

 

The roots of the music videos as a visual practice are found first in the marketing world, 

television, and cinema. The original purpose of the music videos - at least when it comes to 

popular music - was to sell albums. This explains the well established use of various 

advertisement techniques in the production of these videos. Abt argues that a music video must 

"gain and hold the viewer's attention amidst other videos; help establish, visualize, or maintain 

the artist's image; sell that image and the products associated with it; and perhaps, carry one or 

several direct or indirect messages" (Abt 1987, 97). This general definition pertains to music 

videos as a communicative practice regardless of the political, cultural, or entertaining content of 

their messages. 

Compared to films, music videos present different techniques and grammar. They are 

characterized by their short duration. In a few minutes, a video presents messages to the viewers 

using various methods of signification often unacceptable in the classical cinema text. As Abt 

describes it in the context of popular music videos of the MTV genre: "Visual techniques 

commonly employed in music videos exaggerate . . . Interest and excitement is stimulated by 

rapid cutting, intercutting, dissolves, superimpositions, and other special effects, that taken 

together with different scenes and characters, make music videos visually and thematically 

dynamic" (ibid, 97-98). We can find these same techniques and formal structures abundantly in 

Hezbollah's music videos.   

As cultural texts that articulate the values, memories, and frames of reference of a given 

culture, music videos act as rhetorical texts that promote specific ideas and articulate short 

narratives in order to hegemonize them. The rhetorical aspect of music videos is therefore 

defined by their cultural specificity. In other words, as rhetorical texts, Hezbollah's music videos 
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must be read according to the group's own system of values, emotional frames, and the shared 

cultural memory of its members in order to expose the meaning that they are articulating. 

To understand their rhetorical properties, therefore, this analysis must deal with the way 

these "music videos are woven into a complex cultural context that includes performers, 

industries, and diverse audiences who attribute a wide variety of meanings to the music and 

visuals" (Schwichtenberg 1992, 117). The context of production (political, social, and cultural), 

the intention of the producer (wartime music has a different purpose than peacetime music or 

entertainment music, for instance), as well as the means and the context of reception all act to 

determine the meanings ascribed to a specific music video in a specific time and place. This is 

what the subsequent analysis of the Hezbollah videos will attempt to expose. 

Music videos as cultural products reflect the social and cultural issues of interest within 

a society. They inform and are informed by the social and cultural context of their production. In 

this sense it is important to read the political context from which the Hezbollah music videos 

emerged and are produced in order to understand them as indicators of social, cultural, and 

political issues being debated within Lebanese and Arab societies. In the case of the "Nasr el 

Arab" music video, for instance, one can discern issues of identity, of diversity and its formal 

representation, the political meaning of war and resistance, as well as issues pertaining to the 

regional aspect of the ‘victory’, and a complex articulation of both cultural and political identity 

that emerged as a quintessential expression of the deep division in the Lebanese political and 

social context caused by the assassination of Rafik Hariri in 2005. In many respects, "Nasr el 

Arab" presents great differences in comparison to the earlier wartime videos. This transformation 

of the Hezbollah music videos consists of changing rhetorical strategies pertaining to the 

changing context of the production in addition to the intentions, contents, and meanings of the 

music videos themselves. This evolution will be exposed in the following paragraphs through the 

analysis of the six mentioned videos. 

  

1.3 Music and war 

  

In addition to their role as artifacts and generators of popular culture, the Hezbollah 

music videos are also inscribed in a genealogy of war media. In both music and images, these 

videos build on old traditions of war songs composed for the war front and/or the home front 

(see Rikard 2004; Campos 2009), as well as traditions of visual representations of war in wartime 

cartoons, fliers, or posters and the practices of early cinema, such as the cinema of the Spanish-

American war. 

In a recent book about war music during the First World War in France, Rémy Campos 

argues that during this war, music had a great impact on public sentiment (Campos 2009, 103). 

Music, he writes, already had a strong association with the military and the nationalist domain, 

with countless examples of songs devoted to the celebration of the nation and its forces. Campos 

notes that in France, songs constituted a “real patriotic weapon that generated an ideological 

consensus where people, France, and the old times are confounded” (ibid, 108, my translation).   

Music and war mobilization have been tightly linked since the earliest use of marching 

songs and drums in order to mobilize soldiers and intimidate enemies. Music contributed to the 

audiovisual and sensationalist aspect of the Spanish-American war films in 1898 as one of the 
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first instances of the use of cinema (combining both music and images) in the direct war effort. It 

played a role during the First World War (sheet music, and war songs), the Second World War, 

and the Vietnam war (American posters, allies and axis propaganda films and radio 

transmissions). And music and war have also been connected in the more recent cases of the 

Gulf war and the Iraq invasion in 2003, with the military media propaganda that accompanied 

these two military campaigns. In this context, it is useful to mention the propagation of American 

army music videos meant to recruit soldiers, foster support for the war and to motivate those 

who are already fighting (see Pisters 2010).  

The close relation between war and images is clearly found in the work of Paul Virilio, 

who argues that in addition to being fought by armies on the ground, war is also fought in the 

field of perception (Virilio 1989). This politics of perception reflects a desire to control the means 

of representation as an intrinsic part of any war effort. In this sense, the power of spectacle as 

well as control over the means of representing reality are essential in any conflict. Control over 

perception functions to deter the enemy, and proclaim victory according to the prevailing 

narrative. Virilio argues that the history of cinema, propaganda and war are intermingled. Many 

techniques of image production and propagation were initially developed for military purposes 

before becoming common practices in the entertainment industry. War requires mobilization on 

the front line and in society. Following this logic, Virilio argues that victory consists in controlling 

the field of perception of both one's own group and of the enemy's (ibid). Music and images have 

proven to be very efficient means of mobilization, and are, accordingly, an indispensable weapon 

of perception. In the same context, the role of producers, singers, and journalists becomes central 

during a war, inasmuch as they are directly involved in the production of music and other 

propaganda material (Campos 2009).  

Apart from physical destruction, war also consists of a conflict over narratives defining 

the meaning of the conflict, of justice, of freedom, and of other empty signifiers, in a way that 

gives a feeling of belonging to a group and helps to construct a notion of people (Laclau 2007a). 

This refers us back to Shapiro and the ontological face of war: identification is as essential to war 

as weapons (Shapiro 1997, 48-9). Conflict and war provide the group with a constitutive other–an 

enemy–against which a group can unite and define itself (ibid, 57). Music and other cultural 

productions that emerge in times of war become means of articulating the identity of the group 

and maintaining its unity around a self-image and against an ‘other’ that incarnates the group's 

notions of evil.   

One of the most important groups involved in the production of Hezbollah songs is the 

Wilaya choir. Al Wilaya is a male choir that composed and sang many of the movement's famous 

songs (most notably Nasr el Arab, Nasrak Hazz Eddini, and the Hezbollah anthem, their first 

song composed in the 1980’s). On its website7, Al Wilaya expresses its adoption of Hezbollah's 

ideology and religious views and positions itself as part of the resistance effort inasmuch as 

music—and more precisely engaged music—are an important part of any movement of 

resistance. Al Wilaya often participates in Hezbollah's events and public celebrations with live 

performances of their songs. 

                                                 
7 <http://welaya-hlb.com/> 

http://welaya-hlb.com/
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In this context, wartime songs and images are texts specifically designed to mobilize 

both soldiers and society, raise the morale of the nation, and re-affirm the national/group 

identity. They also present some specific general characteristics: war music is often characterized 

by particular rhythms and a focus on wind instruments and drums. The semantic fields of war 

and nation are present in the lyrics of such songs. Images, on the other hand, tend to celebrate 

masculine strength8 and the exhibition of weapons, in addition to the presence of national 

symbols such as flags or other symbolic elements of the nation and the group. 

 

1.4 The changing context of a practice 

  

Hezbollah's music videos have evolved and changed according to the political context 

of their production. In the 1990’s, when the movement's main mission was the liberation of the 

occupied Southern part of Lebanon and the gathering of popular support for this endeavor, 

mobilization was the main purpose of the videos. During this period, Hezbollah's political 

discourse and ideology was focused on its Shiite constituency. The themes of martyrdom and 

faith are predominant, and Shiite religious symbols and personalities are present alongside black 

banners and Hezbollah flags. This imagery is characteristic of the video “Laka el Bay'a,” for 

instance, and constitutes a clear contrast with the recent “Nasr el Arab” video where Shiite 

symbols are almost absent in comparison with the overwhelming presence of national and Arab 

ones. The transition from one discursive strategy to the other reflects the changing political and 

social contexts. I will argue that the transformation of Hezbollah's discourse happens gradually, 

with some key events playing the role of catalyst for change.  

It should be noted that when I argue that a Lebanese or Arab dimension appears in the 

movement's political discourse, it does not mean that the Shiite or religious dimension disappears 

either from the articulated identity itself or from the movement's media productions. In other 

words, throughout all these periods examples of strictly religious or Shiite media productions can 

still be found at any given moment. What is of interest in this chapter, however, is the emergence 

of new signifiers that expand and re-articulate the borders of inclusion and exclusion of the 

people of resistance beyond the Shiite community.   

A shift in aesthetics and in the function of the music videos first occurs after the 

liberation of Southern Lebanon in May 2000. At this moment a new theme appears for the first 

time in Hezbollah's media productions in general and in the music videos in particular: 

celebration. Videos celebrating the movement's first big success establish a shift in the military 

aesthetics characteristic of the earlier videos--both in lyrics and in the visual elements. Archival 

footage of people celebrating the liberation in the villages of Southern Lebanon and in the rest of 

the country are added to the strictly militaristic aesthetics of the earlier music videos.  

After 2000, as the party’s discourse began to give the liberation a Lebanese national 

meaning, making it, in the words of the Secretary-General during his famous speech in Bint Jbeil 

in the wake of Liberation Day, not a Hezbollah achievement, but a Lebanese one (see Chapter 3). 

In the videos, the introduction of Lebanese flags now accompanies the party's yellow flags. This 

                                                 
8 We can see the similarities between the filmed images of men preparing the missiles to be launched in 

the Hezbollah music videos to the pictures of men carrying missiles and other weapons on American posters of the 
WWII.  
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reflects a shift in the discourse of identity that Hezbollah adopted more explicitly after the 2005 

assassination of former Lebanese Prime Minister Rafik Hariri. While in the pre-2000 videos there 

was a clear focus on a strictly Shiite identity, with the black flags and the religious thematic of the 

lyrics and the images, after 2005 there is an articulation of a Lebanese national identity, placing 

the party as a Lebanese as well as a Shiite one. While the mobilization function persists in the 

videos produced after 2000 (in the case of the Hezbollah anthem for instance), it can be argued 

that these videos become largely a demonstration of the party's legitimacy, and the credibility of 

their resistance efforts. This legitimization is achieved through a narrative that shows the military 

efforts of the party as the reason for the celebrated liberation—a liberation that belongs to the 

whole country. This move allowed the party to inscribe its struggle into the national narrative. 

In 2006, another war between Lebanon and Israel took place. During the war, which 

lasted for 33 days, the mobilization music videos resurfaced as part of the party's media strategies. 

The music videos during the war can be compared to those produced during the 1990’s, with the 

difference that the Lebanese thematic of the post-2000 was preserved and a new Arab thematic 

appeared (which is the case in the adoption of the Arab nationalist songs Nashid Allahu Akbar 

and Khalli el Silah Sahi). In other words, the videos were mobilizing not only the Shiites but all 

the Lebanese and Arab peoples as well. The war ended with what Hezbollah called the "divine 

victory" and this victory was the context of the production of “Nasr el  Arab” (victory of the 

Arabs), which was produced to celebrate the first anniversary of the 2006 “Divine Victory”. In 

Nasr el Arab two elements represent a new shift in the aesthetics and functions of the music 

video. First, there is the emerging theme of victory and an end to the mobilization aspect of the 

previous music videos. Second, there is the articulation of a hegemonic Arab identity, while 

preserving both the group identity (Shiite) and the national identity (Lebanese). As we will see, 

the articulated identity in this video is threefold: it is Shiite, Lebanese, and Arab—a clear example 

of Hezbollah's multifaceted identity.   

This brief description of the changing modes of representation and contents of the 

videos is meant to show how the political context and the strategic needs of Hezbollah are 

reflected in their media productions. In what follows, a closer analysis of each video will 

demonstrate how the political and social contexts of each text allows the audience and the 

producers to fix one hegemonic meaning and identity that will be closely linked to and a 

reflection of the concerns in each period.  

 

2. The changing boundaries of a multidimensional people 

 

2.1 A religious call to duty 

 

The first video is titled Laka el Bay'a (we will follow you)9. It is one of the music videos 

produced during the “liberation period,” the decade between the end of the Lebanese civil war in 

1990 and the liberation of Southern Lebanon in May 2000. This decade witnessed Hezbollah's 

major military, social, and political expansion. With the end of the civil war and the internal 

fighting that had swamped the country for over a decade and a half, Hezbollah's was able to fully 

                                                 
9 <http://www.youtube.com/watch?v=SHy5Mhr5Nno> 

http://www.youtube.com/watch?v=SHy5Mhr5Nno
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devote its efforts to ending the Israeli occupation of Southern Lebanon and securing the required 

social and political support for this endeavor. Shortly after the civil war ended, the movement 

went through its first major transformation: Hezbollah recognized the Lebanese state and entered 

the Lebanese political spectrum by participating in the first general elections in 1992 (Alagha 

2006). The Shiite religious group also launched its local television station in 1991, and went on to 

devote much effort to gaining popular support in Lebanon for its battle against the Israeli 

occupation forces. With its growing social network and its increasingly efficient media discourse, 

the movement managed to consolidate the support and adherence of the large majority of Shiites, 

as well as considerable support from Lebanese people of different faiths. By the time the 

liberation was achieved in May 2000, Hezbollah was at the height of its popular success, 

especially among Lebanese Muslims, and Shiites in particular.  

While the party was working to foster national support for its military actions, the bulk 

of their mobilization discourse concerned the Shiite constituency and not the larger Lebanese 

society. In this sense, while the political party was looking for the recognition of their military 

strategy on the national level, it was clearly concerned with keeping the monopoly of the 

resistance within the borders of the Shiite community and more precisely within their own 

military wing: the “Islamic resistance”. This is clear in Laka el Bay'a, where one discerns a 

specifically Shiite identity being articulated and addressed to an equally religious and Shiite 

audience who seems to be the only one concerned with the armed struggle against the Israeli 

occupation. The chain of equivalence is here between the Shiite faith and resistance as a religious 

duty.  

Laka el Bay'a is a song and a video that can be described as primarily religious. While the 

song itself is about the submission to the party's religious leadership and mission, the video is 

filled with various symbols specific to the Shiite community and in particular to the religious 

current represented by Hezbollah which holds Ayatollah Khomeini's “rule of the Jurist” as its 

guiding principle (see Chapter 1 for an explanation of this doctrine).  

The song speaks of a religious struggle, of a promise of victory and of devotion to the 

religious leader. References to the Aqsa mosque in Jerusalem in one line “The party of God will bring 

the blue sky over the Aqsa mosque (in Jerusalem)” gives the song an Islamic dimension that sees the 

liberation of Jerusalem as a religious duty for all Muslims. However, the reference to Ayatollah 

Khomeini and current supreme leader of Iran Ali Khamenei shows the specifically Shiite identity 

of those addressed and their support more particularly for Khomeini’s Shiite doctrine. Khomeini 

and Khamenei are present in the lyrics and also seen in several instances of the clip (images 12 

and 13).  

The song progresses with footage of Hezbollah militants attacking Israeli military 

positions in Lebanon—taken from the party's military video operations (image 14)—and the 

coffins of martyrs wrapped with the party's yellow and black banners carried by rows of 

mourners (image 15). These images are interrupted by three fragments of speeches delivered by 

two of the party's clerics: former Secretary-General Abbas al Mosawi (image 16) and present 

one, Hassan Nasrallah (image 17). The first speech fragment praises the fighters of Hezbollah, 

comparing their steadfastness to a mountain: “These men are stronger than mountains. Their heads are 

raised higher than the highest peaks. Their willpower is incomparable. They are steadfast, motivated, and 

powerful.” The second fragment is of a more explicitly religious nature and deals with the central 
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notion of martyrdom that constitutes a pillar in Hezbollah's religious discourse: “We do not ask for 

death because we want death, death for us is a path to life, it is a way to bring life to the group. Death for us is a 

weapon that we do not shoot in the air but at our enemies.”  In this statement we see resonating the idea 

of victory in death. Death is a weapon; a weapon more powerful than guns. This is also a 

reminder of the notion we saw in Nasrallah's speeches, namely the victory of blood against the 

sword. Martyrdom acquires a meaning both in the afterlife—since the martyrs will be rewarded in 

heaven—as well as, and most importantly, in the worldly existence of the group since, it is an act 

that brings life to the group.  

Martyrdom is a key element in the three speeches. In the last speech, the religious 

dimension is laid out more explicitly when we hear: “Who does not wish to kiss the hands of a resistance 

fighter, a mujahid who carries his weapon to fight Israel? These people who are willing to give up their lives, to 

become martyrs for god.” In this last statement the importance of the social role and standing of the 

martyr in Hezbollah's discourse is clear. The martyr here, like in Nasrallah's address to the 

fighters on the front during the 2006 war (see Chapter 3), is presented as one deserving not only 

respect, but also as the leader and the role model whose hand everyone wishes to kiss.  

The presence of martyrdom in the Hezbollah videos and their media discourse in 

general can also be contrasted with the general tendency of the Israeli army (and the American 

one for that matter) to hide military losses and casualties. Hezbollah, in comparison, presents its 

human losses—the martyrs—proudly, as proof of their devotion and willingness to sacrifice their 

lives for the cause. This is also apparent in the practice of Hezbollah and other Lebanese parties 

to hang posters of their martyrs in the streets, a practice that will be analyzed more closely in 

Chapter 6 (see Maasri 2009). 

The religious dimension of the song also appears in the lyrics, in a verse such as “This 

victory is the victory of God,” which places the struggle explicitly in a religious framework. This clearly 

contrasts with the representation of victory in more recent songs as belonging to the nation, 

rather than to God.  

The religious is predominant in the images as well. The Quran is an important visual 

element in the video, as can be seen in the images of fighters kissing the Quran before going to 

battle (image 18). That being said, the absence of any reference to a Lebanese identity is notable. 

Instead, we see an abundance of Hezbollah flags and black banners that symbolize the Shiite 

faith. The only reference to a geographical identity is reduced to two lines in the song referring to 

the southern part of the country: “You cannot separate the soil of Southern Lebanon from the blood of its 

people fighting for its liberation”, and “We carry good news for the South that is steadfast”. The people of 

Southern Lebanon could refer to all the religious communities living in this area (Christians, 

Sunnis, Druze, and Shiites), or simply to the Shiite population that is actively engaged in the 

liberation struggle under the banner of Hezbollah. However, when we look at the song and the 

video as a whole it is the latter meaning that seems to be more likely.   

Finally, Laka el Bay'a is not just a song about the struggle against the Israeli occupation 

of Lebanon, but also of Jerusalem. The song does not recognize the struggle as a national one but 

as a religious one. The actors in this struggle are soldiers of God, and their victory is a religious 

one. The boundaries of the group in the song and the video are defined by the reference to the 

Shiite religious leaders Khomeini and Khamenei, making it difficult for those who do not affiliate 

with their religious doctrine to identify with the ‘people’ that emerges from the song. 
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2.2 Articulating victory: the Hezbollah anthem  

 

Previously limited to war mobilization in the form described above, the videos made 

after the liberation of Southern Lebanon in May 2000 present two novelties in aesthetics and 

function: the celebration of victory and the national character of the victory. The first semantic 

field of victory is underlined in Hezbollah's anthem clip10, while the national aspect of this victory 

is clearly articulated in "Koulouna lil Watan," made a few years later, when political divisions 

about Hezbollah and its weapons had polarized the Lebanese society and its religious 

communities. As was argued in Chapter 3 in the analysis of Nasrallah's liberation speech, 

Hezbollah insisted on portraying the liberation as a national victory and an achievement that 

would pave the way for more victories and for a national unity around the resistance. That being 

said, the Lebanese nationalist tendency of post-2000 Hezbollah discourse did not mean the 

disappearance of the religious and Shiite dimensions from its media productions. In fact, “Nashid 

Hezbollah” (Hezbollah's anthem), while produced during this period, remains primarily a 

religious video that speaks to a Shiite community first and foremost.11 This video is nonetheless 

interesting in its narrative dimension inasmuch as it articulates a central moment in Hezbollah's 

narrative of its own struggle and of that of the nation as whole: the 2000 liberation of Southern 

Lebanon.     

Produced after the liberation, the music video of Nashid Hezbollah or the Hezbollah 

anthem articulates and celebrates the narrative of the victory of the resistance. The song is 

characterized by a fast pace, played predominantly with wind instruments and loud drums, a 

characteristic common to war songs and anthems in particular. The video is faithful to the 

mobilization videos described earlier, with the same techniques and similar images: martyrdom, 

military themes, the speeches of party leaders, and so on. However, the novelty of the video and 

what sets it apart from the pre-2000 videos is the thematic of celebration, which gave new 

meaning to the images of the military operations and the martyrs.   

In Laka el Bay'a, the fragments of military operations served to mobilize support for the 

ongoing war and to expose the power of the military resistance and its ability to inflict 

destruction on the Israeli army and its collaborators. The use of similar footage from the party’s 

military operations against the Israeli army (Image 19) in the Hezbollah anthem video similarly 

confirms the image of the "victorious self" (image 20) over the "defeated other" (image 21), but 

more importantly situates these military events as essential moments in the narrative of victory. 

The song itself opens with a confirmation of the movement's struggle along the path towards an 

inevitable victory: “we walked towards victory on the day of struggle”. We also see in the lyrics the 

importance of sacrifice as the path to this victory: “our blood will bring salvation”.  

This victory, according to Hezbollah's narrative, will be achieved by armed resistance, 

which the movement sought to legitimize and present as a duty that was only achievable because 

of the party's religious devotion to their cause. This is eventually confirmed with the planting of 

the Hezbollah flag (image 20), a symbolic gesture found in the visual representations of war and 

                                                 
10<http://www.youtube.com/watch?v=CYHu9i4fm5I&amp;amp;feature=related> 
11 The song itself was composed long before 2000, however, the chosen video of it is produced after that 

year. 

http://www.youtube.com/watch?v=CYHu9i4fm5I&amp;amp;feature=related
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victory across time and space. In the video's short narrative, these military operations announce 

the inevitable victory that was achieved when the Israeli army withdrew from Southern Lebanon 

in May 2000. This victory is announced both with the date written on the screen–“May 25th 2000, 

the end of the Zionist occupation” (image 22)—and the footage of liberated villagers celebrating on 

that day (image 23). 

May 25th 2000 marks the transition from the small symbolic victories exemplified by the 

planting of flags during military operations to the actual historical moment of liberation. This is 

not a symbolic image of victory, it is a real victory made historical by the date on the screen: it is 

the moment when the enemy withdraws after twenty years of occupation and when mothers 

celebrate the return of their sons (image 24). This victory marks the end of a historical phase in 

the war narrative—that of mobilization for the armed struggle and the military operations—and 

the beginning of a new one: the re-articulation of resistance as a hegemonic national political 

identity.  

In Minding the Gap, Ernesto Laclau borrows a scene from Thomas Mann's Lotte in 

Weimar describing the changing attitude of the people of Weimar from sympathy with the French 

occupiers to sympathy with the anti-Napoleonic coalition. This change of position, Laclau argues, 

is not opportunistic. Rather, it follows the principle by which identification—and the success of a 

national independence movement—must not be limited to "a spontaneous attractiveness or 

moral superiority," but has to demonstrate its power and ability to be, in Gramscian terms, 

hegemonic (Laclau 1994, 16). Hezbollah's music videos constantly demonstrate the power of the 

party. In the pre-2000 videos this was achieved by the celebration of successful military 

operations. After 2000, the celebration of the liberation demonstrates Hezbollah's hegemonic 

potential by depicting the liberation as an outcome of the armed resistance. At this moment, 

Hezbollah is concerned with articulating a people around the empty signifier ‘resistance’ while 

still demonstrating its religious identity.  

The video makes use of religious symbols similar to those in Laka el Bay'a: coffins of 

the party's martyrs, images of clerics, and footage of men ritually beating their chests during the 

commemoration of Ashura. However, while these visual elements clearly articulate the Shiite 

identity of the party, when read in the context of the video's narrative, the religiosity of the 

images presents the religious devotion of the party as the cause of its success and a condition for 

the celebrated victory. In other words, it was Hezbollah's religious devotion that made their 

victory possible. In fact, the verse “and we keep going according to the words of our Quran: the party of god 

will be victorious” recurs alongside verses such as “the hand of God gave us the weapons” and “the bullets 

were singing Allahu Akbar and Israel you will receive your punishment”. In these verses the relation 

between the military and the religious is made explicit.  

After 2005, however, there is a significant shift in Hezbollah’s music videos. The 

religious dimension fades away, and a new political context introduced a new audience to the 

movement's discourse and presented a new signifier around which the political identity of the 

movement was to be articulated: Lebanon.  
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2.3 The emergence of a national narrative 

 

Following the liberation in 2000 came five years of relative peace, during which the 

South of Lebanon was being reconstructed and re-populated. This period also saw a few other 

Hezbollah achievements, such as the prisoner exchange with Israel in 2004, when the movement 

succeeded in getting almost all of the Lebanese and large numbers of Palestinian prisoners out of 

Israeli detention in exchange for the remains of some Israeli soldiers and the release of an 

intelligence officer detained by the movement (Alagha 2006, 53-4). In 2005, however, a new 

event brought the peaceful times to an end. On February 14 of that year, Rafik Hariri, former 

Prime Minister of Lebanon and leader of the largest Sunni party in the country, was assassinated 

by a large explosion that took his life and those of dozens of passers-by.   

The narrative of events before and after the assassination, and the identification of 

possible suspects, have split along the lines of the radical division of Lebanese society between 

pro-Syrian and anti-Syrian factions. These divisions refer to Lebanese sentiments in relation to 

Syrian military presence and political domination over Lebanon since the end of the civil war and 

the alliance between Syria, Iran and Hezbollah. What can be asserted regardless of political 

opinions, is that the assassination brought two issues to the forefront of the Lebanese political 

discussion: (1) Hezbollah’s weapons and hence its whole narrative of resistance; and (2) the 

identity of the assassins. From that moment, being Lebanese and what it meant to be Lebanese 

became a floating signifier. Two discourses were in competition to give meaning to this floating 

signifier; to prove their Lebaneseness; and to assert the foreign agenda of the other group 

(American-Israeli for one, and Iranian-Syrian for the other).  

At the time of the production of the Koulouna lil Watan video12, the two groups were, 

on the one hand, an allegiance of Hezbollah, Amal and their smaller allies of nationalist and leftist 

groups, and the largest Christian party, the Free Patriotic Movement (FPM); and on the other 

hand, the Future movement (Hariri's party, which after his assassination was led by his son Saad), 

some smaller right wing Christian parties (notably the Phalanges and the Lebanese Forces), and 

the Socialist party, a predominantly Druze party led by Walid Jumblat, the son of its founder and 

one of Lebanon's largest landowners. With their new alliance with the Lebanese Christian FPM, 

Hezbollah had to promote a new image of itself and of resistance that appealed not only to 

Shiites but to Christians as well. This new political context demanded that Hezbollah proves its 

Lebaneseness, as opposed to its Iranian or religious affiliation. This tendency is most clear in the 

music video Koulouna lil Watan (We are all for the Nation), which articulates resistance around 

two essential symbols for Lebanese Christians: Lebanon and the Lebanese national army.13 

The importance of Lebanon is evidenced by the introduction of the Lebanese flag as a 

central element in Koulouna lil watan, as well as by the title of the song, which is the first verse of 

the Lebanese national anthem. The narrative of the video revolves around the equivalence 

between the national army soldier and the resistance fighter. In the video we see the Lebanese 

national army and Hezbollah fighters portrayed as complementary (images 25 and 26), with 

successive images of the national army and Hezbollah military marches. The video constantly 

                                                 
12 <http://somod.shiaweb.org/index.php?show=sounds&action=play&id=63> 
13 Michel Aoun, leader of the Free Patriotic Movement is himself a military man, and was the Lebanese 

Army General during the 1980’s. 

http://somod.shiaweb.org/index.php?show=sounds&action=play&id=63
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features the Lebanese national flag alongside the party's flag (image 27), and the national 

character of the movement's struggle is made clear in a scene in which a soldier gets shot while 

carrying the Lebanese flag (image 28). When the flag falls down, another fighter picks it up.14 

The coffins of martyrs are now covered with a Lebanese flag rather than Hezbollah’s (image 

29). The many juxtapositions of footage of fallen Israeli soldiers (image 30), footage of 

Hezbollah military operations (image 31), and footage of the Lebanese national army (image 

32) express the chain of equivalence established between resistance and Lebanon as a nation.  

In the lyrics, the articulation of a people is established on several levels. On the one 

hand the people—“the young men of the nation”—emerge in opposition to the common enemy—

“the Zionists”--who must be chased from “our land” in order to “wash with our blood the shame of 

discord.” This is the beginning of the song, and it sets the narrative structure of the articulated 

people as a united Lebanese people fighting the common Zionist enemy. Towards the end of the 

song, this same idea is reformulated in the following verses: “Avenge the children of Lebanon. Do not 

forgive the arrogant stealer of land. Destroy him on the borders of the nation. So that the nation remains.” 

This discursive shift reflects Hezbollah's move from a social formation to a national 

one. According to Balibar, it is when a community "recognizes itself in advance in the institution 

of the state" and "recognizes this state as 'its own' in opposition to other states and, in particular, 

inscribes its political struggles within the horizon of that state" that we can talk about a national 

formation (Balibar and Wallerstein 2002, 93). The struggle over Lebaneseness in the post-

assassination period prompted Hezbollah’s entry into direct participation in internal Lebanese 

politics. The movement entered the government for the first time and re-articulated its resistance 

discourse as an intrinsic and necessary part of the Lebanese political identity. The movement 

became concerned with the institution of a state that could adopt resistance as a fundamental 

concept in its self-definition. Even before the assassination of Hariri, Hezbollah's post-2000 

narrative was one that had already begun to inscribe the party's struggle into the national 

narrative (as we saw, for example, in Nasrallah's liberation speech in 2000), and to inscribe itself 

in the construction of the state as the agent of the national liberation (see Chapter 3). In 

articulating this identification with the state as represented by the national flag or the national 

army, Hezbollah re-formulated its struggle and re-articulated its identity within the limits of the 

Lebanese national state establishing a chain of equivalence between resistance and national duty 

that replaced the equivalence between resistance and religious duty.  

While in the previous two videos, there was a clear focus on a strictly Shiite identity with 

black flags, party flags, and the religious thematic of the lyrics and the images, In Koulouna lil 

Watan we see the articulation of a Lebanese national identity placing the party as Lebanese rather 

than Shiite. Mobilization remains a function of the videos produced after 2000. However, it can 

be argued that these videos become largely a demonstration of the party's legitimacy and 

credibility as a national resistance movement, rather than as instruments for the recruitment of 

fighters for a war that had become more of a deterrent than a direct military confrontation. This 

legitimization was achieved by demonstrating the causal link between the liberation and the 

                                                 
14  A similar scene is found in one of the Spanish American war films during the Philippines war. The film 

dated June 5 1899, is entitled "Advance of Kansas Volunteers at Caloocan" and can be found here: 
<http://memory.loc.gov/cgi-
bin/query/r?ammem/papr:@filreq(+@FIELD(NUMBER+@band(sawmp+0973))+@field(COLLID+spanam))> 
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party's military efforts, a theme that was present in Hezbollah’s anthem, and by emphasizing the 

chain of equivalence between the state, its army and the resistance fighter, as in Koulouna lil 

Watan. In fact, Hezbollah's entry into government took place only on the condition that the 

government adopt in its program a clause about preserving the Lebanese right to resist through 

the alliance of its people, army and resistance (and here resistance refers to Hezbollah's military 

wing, the Islamic resistance). In this sense, the equivalence of resistance and nation is explicitly 

laid out in the recurrent verse: “We are all resistance, We are all for the nation.” 

A last aspect of the Koulouna lil Watan video is the near absence of archival images and 

the reliance instead on re-enactments and footage produced specifically for the video. One could 

argue that the reason is that the represented identity is one that is being imagined rather than one 

that already exists or that can be demonstrated by archival footage. In other words, while perhaps 

segments of the Lebanese army indeed supported Hezbollah's military efforts throughout the 

1990’s, the army as an institution did not actively participate in the war against Israel, nor were its 

soldiers really equivalent to the resistance fighters in the way that the video wants to demonstrate.   

 

2.4 Re-articulating the Arab nation  

 

On the morning of the 12th of July 2006 an Israeli patrol on the Lebanese border was 

ambushed by Hezbollah fighters. Two Israeli soldiers were captured and a number of others were 

killed.15 The Israeli army quickly responded with air strikes against targets in Lebanon.16 This was 

the start of a war that would last for 33 days and that would be covered live on all Arab satellite 

news channels. The 2006 war mobilized Arab viewers and constituted a transnational event that 

led it to be called an Arab-Israeli war, rather than a Lebanese-Israeli one.17 The war ended and 

Hezbollah declared its "Divine Victory" after becoming a symbol of resistance for Arabs around 

the world. This is the context of production of the two videos Nashid Allahu Akbar (the God is 

Great Anthem)18 and Khalli el Silah Sahi (Keep the Weapons Ready)19, songs that were originally 

written in 1956 and 1973, respectively, during Nasser's Suez war and the October War (three 

years after the death of Nasser).   

In order to understand the meaning and the function of these two videos, it is important 

to view them within the historical context of earlier practices of mobilization in the Arab-Israeli 

context. The use of music, songs and anthems as modes of mobilization and propaganda is a 

common practice in war, as we have seen earlier in this chapter. 

In an Arab context, Hezbollah's music videos can be compared with and traced to 

historical precedents, namely and most notably the case of Arab nationalist radio songs 

composed and broadcast during the rule of Gamal Abdel Nasser in Egypt (1954-1970) and the 

Arab-Israeli war of 1973. The function of these songs was both to mobilize the Arab public in 

                                                 
15 The two captured soldiers eventually turned out to have also been killed during the operation. 

However, throughout the war and until the prisoner exchange was conducted they were believed to have been alive.  
16 For a detailed account of locations bombed during the July 2006 war see 

http://electronicintifada.net/bytopic/uploads/lebanon-map-12-28.pdf 
17 While the Israeli media called the war the second Lebanon war, Al Jazeera and other Arab satellite 

channels called it the sixth Arab-Israeli war. 
18 <http://www.youtube.com/watch?v=PuwkOuexK-0> 
19 <http://www.youtube.com/watch?v=8C_3BACcU-A> 

http://electronicintifada.net/bytopic/uploads/lebanon-map-12-28.pdf
http://www.youtube.com/watch?v=PuwkOuexK-0
http://www.youtube.com/watch?v=8C_3BACcU-A
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relation to the war against Israel and Western imperialism, and to spread an Arab nationalist 

identity throughout the Arab world. Nasser's massive media infrastructure was the largest and the 

most efficient in the region. Sawt el Arab, the Arab world's most popular station at the time, 

featured both political and entertainment programs aimed at promoting Nasser's Arab nationalist 

ideology (Boyd 1975). Egypt's cultural domination over the Arab musical and entertainment 

landscape gave Nasser a great advantage, and contributed to the popular success of political, 

nationalist, and mobilization songs. These songs have become classics in the Arab shared 

memory, especially because they were performed by some of the biggest stars of the time (Abdel 

Halim Hafez, Umm Kulthum, Mohammed Abdel Wahab and others). These songs were 

composed in order to mobilize Arabs in the period between the 1956 Suez war and the 1973 

October war. Many of these songs promoted the Palestinian struggle, mobilizing people around 

the Arab world to support their brethren in the occupied Arab land.  

Militant songs and music continued to flourish in the context of the Arab-Israeli 

struggle even after the decline and subsequent fall of Arab nationalism in the wake of the 

spectacular defeat of 1967 and the death of Nasser in 1970. The Palestinian Liberation 

Organization (PLO) and other Palestinian and Arab resistance groups continued to produce such 

songs during the 1970’s and 1980’s, in order to mobilize people and promote their cause.  

During the war between Lebanon and Israel in 2006, Hezbollah broadcast two music 

videos featuring two of the most famous songs from the time of Arab nationalism. The 2006 

war, covered by all the Arab satellite news channels, had transformed Hezbollah into a 

transnational Arab force popular throughout the Arab world. The two music videos were of the 

songs Khalli el Silah Sahi (“keep the weapons ready,” sung in 1973 by Abdel Halim Hafez, one of 

the Arab world's most popular music and movie stars) and Nashid Allahu Akbar (the God is 

Great anthem, produced by Abdallah Chamseddine and Mahmoud el Cherif in 1956). The fact 

that Hezbollah chose to adopt these two songs into their discourse in the context of the 2006 war 

reflects the party's awareness of their Arab audience and influence.  

The two songs speak to a shared Arab history and identity that was born out of the 

massive success of Arab nationalism in uniting the Arab people around the figure of Gamal 

Abdel Nasser even after his death in 1970. By adopting these songs into their own discourse, 

Hezbollah was clearly re-articulating a shared Arab identity by affirming its relation to a deeply 

rooted Arab nationalist belonging and a transnational struggle that involves Arabs all around the 

world. This strategy reflects Hezbollah's desire during and after 2006 to give its message a 

dimension that would appeal to the Arab peoples and remind them of the “lost glory” of Arab 

nationalism. By doing so, Hezbollah claimed its position as the successors of Arab nationalism in 

its popular and transnational appeal as a liberation movement that could speak for and to the 

Arab peoples beyond state borders.20 

The Hezbollah and Nasser songs also present great similarities on the thematic, formal, 

and strategic levels. On the thematic level, the songs are all about the fight between the self and 

the other (imperialist, Israeli or both) in a struggle that is mainly one of liberation, in the sense 

                                                 
20 The Arab reach of the Hezbollah media is not limited to their Satellite broadcast but also Dar el Manar, 

a Hezbollah production house who produces most of the movement's media merchandise (DVDs, CDs and other 
items containing anything from TV programs to speeches, music and video compilations) distributes its media 
productions not only in Lebanon but in neighboring countries as well at very affordable prices. 
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not of individual freedom but of the nation's liberation from foreign influence. The aim is to 

mobilize the forces necessary for this fight to be successful—by addressing an Arab self, in the 

case of Nasser, and a Shiite, Lebanese, or Arab self in the case of Hezbollah. Arguably, 

Hezbollah's mobilization songs did not address an Arab self, rather, as we have seen in the 

previous videos, we often find a religious identity or a Lebanese national one. The Arab 

dimension only emerges during and after the 2006 war.21 On the formal level the rhythms, voices, 

and instruments are in both cases characteristic of war songs, with mostly male chorus voices, 

wind instruments and drums, and fast-paced repetitive rhythms. Finally, on the strategic level the 

songs are designed to mobilize the group and demonstrate one's own power and righteousness in 

the face of an unjust and treacherous enemy.  

The two videos Khalli el Silah Sahi and Nashid Allahu Akbar share great similarities on 

the visual level. In fact we see the same footage used in both of them: the Hezbollah fighters 

running through the woods and launching rockets (images 33 and 34), as well as the re-used 

military operations footage and the images of Israeli casualties (images 35 and 36). The Allahu 

Akbar song also features the voice of Nasrallah proclaiming the victory of blood against the 

sword while we see images of the coffins of the movement's dead fighters pass by (image 37). 

In the song Allahu Akbar, the title is itself the opening and recurring verse. The 

proclamation Allahu Akbar, “God is great”, speaks to Muslims all around the world. It 

establishes a cultural frame that legitimizes the position of those who are singing by virtue of 

their religious affiliation and the support of God for their cause. In the song, God is the one who 

“defeats the aggressors” and is “mightier than the vicious and arrogant enemy”. The presence of the religious 

frame, however, does not exclude the national one. Although the song carries strong Muslim 

connotations, it was produced in support of an Arab nationalist regime, which was intrinsically 

secular even if it adopted some Muslim symbols in order to appeal to the majority of Arabs.  

In the beginning of the song the chorus addresses the world: “oh world look and be witness, 

the enemy's army wants to take my life”: the war here is legitimate self-defense against an aggressor. 

This aggressor will be defeated by “justice and my weapons. And my death will bring forth its end.” The 

use of the first person singular makes of every person—singing along—a soldier in this just war. 

In fact, the chorus invites the listeners to sing along: “say with me, down with the colonizers! God is 

mightier than the vicious aggressor. Made strong by my confidence and my spirit, I come to sacrifice myself on the 

nation's altar.” As the song progresses we are invited to watch Hezbollah's arsenal in action and 

footage of Israeli soldiers wounded or killed. In other words the images demonstrate the promise 

of victory that the lyrics verbalize and the power of Hezbollah's fighters against the Israeli army. 

Similar to Allahu Akbar in all aspects, Khalli el Silah Sahi—“keep the weapons ready”—

is a call to remain vigilant against the treacherous enemy. The lyrics consist of just two sentences 

that are repeated three times (the song is just two minutes long): “Keep the weapons ready. Even if the 

world falls asleep I will stay awake with my weapons ready. My weapon in my hand, day and night, calling oh 

revolutionaries, our enemy is treacherous. Keep the weapons ready”.  

The video itself is basically an exhibition of the movement's arsenal of weapons that 

must remain ready, shown in contrast with the powerful weapons of the enemy (images of 

battleships and planes) (image 38), and cemented with recurring footage from Hezbollah military 

                                                 
21 It should be noted however, that after the second Intifada, Al Manar was producing and broadcasting 

music videos and other video productions with a strictly Palestinian theme.  
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operations (image 39). The song was produced for the 1973 October war, three years after the 

death of Nasser, and sung by Abdel Halim Hafez, one of Egypt's and the Arab world's most 

popular stars.22 

Hezbollah’s music video practice has one obvious added element in comparison to the 

Nasserist songs: the image. Nasser's songs were mostly broadcast on the radio—the most widely 

available media at the time—although cinema was also an important part of Egypt's media 

apparatus. Hezbollah, however, has at its disposal a variety of audiovisual media such as video, 

television, and the internet. This addition is characteristically seen in the two music videos 

discussed above. In these two videos we have a song that was sung during the era of Arab 

nationalism now re-articulated in order to fit the present occasion. By doing so Hezbollah re-

articulates an existing text that is already inscribed in the cultural memory of Arab people in order 

to associate its own struggle with the struggle that united the Arab peoples several decades before 

and still resonates in Arab popular and political culture. Thus Hezbollah is inscribing its own 

struggle as a continuation of Nasser's Arab nationalist movement. In other words, Hezbollah is 

appropriating this tradition of engaged music, and transforming it into one that is made 

specifically for the present situation as a text of its own. 

In 2006, Hezbollah was articulating a new political subject under the name of the Arab 

people.  As I described in Chapter 2, such subjects are constructed by articulating and 

reformulating already present subject positions, allowing for new identities to emerge in 

opposition to new or old threats. As A. Smith argues, hegemonic discourses re-articulate already 

existing signifiers and give them new meanings. By re-articulating previously hegemonic 

discourses, an emerging discourse presents itself as a “return to an imaginary golden age” (A. 

Smith 1998, 168).  

These videos are clear examples of the re-articulation of a previously hegemonic 

discourse of Arab nationalism because they re-use famous old songs from that period. However, 

the re-articulation of Arab nationalist discourse is not limited to such explicit practices, but also 

appears in songs and videos fully produced by the movement that build on an Arab imaginary 

and shared identity without necessarily using Nasserist songs. The Nasr el Arab video that will be 

discussed in the next section is in this sense also a re-articulation of the Nasser songs. 

 

2.5 "The victory of the Arabs": from Lebanon to the Arab nation 

 

After 33 days, the 2006 war ended and Hezbollah declared its "Divine Victory". Shortly 

after, music videos celebrating the victory were released on the Hezbollah TV channel Al Manar. 

On the first anniversary of the victory, the music video entitled “Nasr el Arab” (Victory of the 

Arabs)23 was broadcast to the Arab public. In addition to Al Manar, the popular Arab satellite 

channel Al Jazeera also decided to broadcast the Nasr el Arab music video, allowing for the song 

to reach a much greater public. Nasr el Arab can be said to belong to the same discursive period 

as the two videos discussed in the previous section inasmuch as it revolves around the 2006 war 

                                                 
22 The singer, Abdel Halim Hafez was throughout the rule of Nasser one of Egypt's most popular music 

and cinema stars. Abdel Halim represented the generation of young Egyptians to whom the revolution of Nasser 
brought some form of social and economic development. He quickly became the “son of the revolution” singing 
praise and mobilization songs for Nasser and his wars. 

23 <http://www.youtube.com/watch?v=HOWYGodqO5A> 

http://www.youtube.com/watch?v=HOWYGodqO5A
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and, more importantly, addresses an Arab public. With the post-2006 videos and notably “Nasr el 

Arab”, however, Hezbollah introduced a new semantic field into its media and political discourse 

that breaks with the patterns seen in the videos produced during the war: the victory that 

becomes an Arab victory.24 

If the other Hezbollah music videos are texts produced in times of war to mobilize the 

public and present it with a certain representation of the war, Nasr el Arab seems to celebrate the 

war's end. War is represented as something in the past, while the present is for celebration only. 

In fact, the first noticeable thing is the near absence of the overwhelming military aesthetics that 

characterized the previous videos. The narrative of this video still revolves around war in the 

sense not of the war itself, but of its victorious outcome: the victory of the Arabs. 

The video opens with a smiling boy looking at a light emanating from behind a 

mountain. Behind the boy hangs a portrait of a fighter. Light emanates from the picture and we 

understand that it is the picture of a martyr, the boy's father perhaps (image 40). We hear the 

voice of Secretary-General Hassan Nasrallah saying: "as I always promised you victory, I promise you 

victory once again". It is at this moment that the festival of victory begins with the boy running out 

of his village house filled with joy and carrying a Lebanese flag and knocking on other doors, out 

of which come more happy children carrying flags and running towards a green field (image 41).   

In this festival white is the dominant color, no more black, grief or sorrow. Even 

martyrs are remembered differently: Coffins hitherto black are now yellow with red and white 

roses spread on top of them (image 42)—yellow is the color of Hezbollah while white and red 

are the colors of the Lebanese flag. The coffin is in a forest where all is white. One can't tell if it 

is snow or magic. Martyrs die differently in Nasr al Arab, and their death is also celebrated 

differently. We no longer see the corteges of mourners carrying real coffins and wearing black, 

instead we see this mystical scene set in a fictional world where the coffin symbolizes all the 

martyrs who have fallen for this victory to be possible.   

A main theme in the video is love. While the chorus sings "we were born with love and we 

were raised with love" we see two fighters, both armed, embracing each other on a hill (image 43). 

This is the image with which Hezbollah wants to replace their old one: the fighters are no longer 

at war—the weapons no longer need to be ready—the fighters are also celebrating the end of the 

war. Nasr el Arab is a celebration of love, diversity, and peace. Aside from the few images of 

armed fighters in camouflage, Hezbollah's militants are sitting in a meeting room, wearing army 

costumes, in front of each of them a digital screen (image 44). "Resistance" is no longer 

represented by a wild and heavily armed militia fighting in the woods, it is an organized 

institution that acts as the guarantor and protector of the peace and victory we celebrate in the 

music video.  

                                                 
24 Another notable video produced after the 2006 war was one that is not produced by Hezbollah but a 

song by Lebanese singer Julia Butros who adapted the text of Nasrallah's message in one of his war speeches to the 
fighters in the field (see Chapter 3). The song was called “Ahiba'i” meaning “my loved ones” and features many 
similar aesthetics to the ones found in the Nasr el Arab video most notably in the role of the children as the 
protagonists, the celebration of victory, and the face of Nasrallah. 
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Following Laclau's Hobbesian interpretation of identification,25 'organization' is here the 

substitute to the chaos of the 'state of nature'. It is the possibility of a social organization—not its 

actual content—that constitutes the legitimacy of any social order (Laclau 1994, 3). In this regard, 

Hezbollah's self representation as the agent of peace allows it to "incarnate the very possibility of 

a social organization" whose alternative is the state of war—or 'nothingness' (ibid, 14). The 

incarnation of order is again reminiscent of the hegemonic dimension of Hezbollah's discourse 

after the war. The absent other in the video is the chaos and violence of war. Remnants of the 

destruction of war can be seen in the background: a girl plays the piano under a destroyed 

building (image 45). Military violence is almost excluded from this music video. The Israeli other 

is also absent from the picture, except for a buried tank and a mural that shows the defeat of the 

enemy. Celebration leaves no space for the "other".  

Children are the main protagonists in this video (image 46). They run through green 

fields carrying flags or playing music in battlefields (image 45). Heavy weaponry, missiles, and 

rockets are replaced by a piano and two violins (image 47). These children represent the future 

generation. As part of the same process of political identification, children demonstrate the 

"ability to guarantee the continuity of the community," a continuity which is another name of the 

constitutive lack of identity in Laclau's identification process and a condition for its possibility 

(ibid, 16).  

Women are also present in the video, and they are not veiled: there is a break with the 

previous limitation of the female presence in Hezbollah videos to the role of the veiled mother 

(image 48). This constitutes a break with the militaristic and masculine aesthetics of the older 

music videos, and a break with the religious identity that the veil represents. Until Nasr el Arab, 

images of women in the music videos were limited to the old veiled villager, the mother of the 

fighters. The chorus, which was previously limited to male voices, now features men, women and 

children singing the song of victory together.  

The Lebanese flag inhabits the screen. Small, medium and large Lebanese flags 

accompany the children in their journey of celebration (image 49). Faithful to its post-2000 

discourse, Hezbollah reaffirms the Lebanese national meaning of the 2006 war. However, the 

Lebanese flag is not alone. Nasr el Arab—the victory of the Arabs—also addresses an Arab 

audience that transcends national borders. The war of 2006—a war that was extensively covered 

on Arab satellite channels (among them Hezbollah's Al Manar)—is a victory for all Arabs. From 

the choice of its title to the very last word of its lyrics, Nasr el Arab re-articulates an Arab 

discourse addressed to a wide Arab public of satellite television spectators. This is clear from the 

Egyptian, Qatari and Moroccan flags, among others, that are hoisted alongside the Lebanese flag 

throughout the spectacle of victory while the Hezbollah flag constantly appears alongside them.  

The song's chorus is made of Arab celebrities: famous men and women carrying the 

picture of Secretary-General Hassan Nasrallah and singing the victory (image 50). Stars from 

around the Arab world are all here to celebrate their own victory and give Hezbollah a new voice 

                                                 
25 "The key term for understanding [the] process of construction [of social identities]" according to Laclau 

"is the psychoanalytical category of identification, with its explicit assertion of a lack at the root of any identity: one 
needs to identify with something because there is an originary and insurmountable lack of identity" (Laclau 1994, 3). 
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and face.26 In fact, this is the first time we actually see any singers at all. In all the previous videos, 

the male chorus was never present on the screen since their identities were irrelevant. They were 

neither famous singers nor stars, but fighters in their own right, contributing to the institution of 

the resistance in their role as singers of war and mobilization songs.  

Finally, it is the Arab public itself who is the guest of honor in this clip. Whether they 

are shown in their own living rooms watching Nasrallah speaking on their television screens 

(image 51), or in traditional scenes riding on horses or serving tea in the desert (images 52 and 

53), the Arab populations are part of the narrative and are there to celebrate their own victory. 

The Arab people are present in all their diversity, from the Gulf to the Maghreb, on horses and 

camels, in the desert and in urban living rooms. Perhaps the most interesting and self-referential 

scene in the video is precisely the one where we see an Arab family watching and reacting to 

Nasrallah giving a speech on their television screen (image 51).  

The centrality of Nasrallah is clear in another song produced on the occasion of the 

2006 victory, “Nasrak Hazz Eddini” (your victory shook the world)27. The title itself seems to be 

partly a word play on the name of Hezbollah Secretary-General Nasrallah (itself meaning the 

victory of God). In that sense the “your” in “your victory” could refer to God, to Lebanon, or to 

Nasrallah himself. This re-establishes the centrality of the leader in the narrative of the resistance, 

and Nasrallah as the name of the people as seen in Chapter 3. The song was produced very soon 

after the war, and became the soundtrack of the victory played during the victory rally described 

in Chapter 3. Nasrak Hazz Eddini is similar to Nasr el Arab: it opens with a shot of a village boy, 

a young shepherd peacefully playing his flute. Soon we see the fighters coming back from their 

victorious battles and greeted by happy villagers plowing their lands and then a series of scenes of 

people celebrating while carrying Lebanese and Hezbollah flags alongside pictures of a smiling 

Nasrallah.  

Nasr el Arab is a video that celebrates Arab victory against Israel. It is part of 

Hezbollah's struggle to break with the dominant defeatist discourse in the Arab world since the 

1967 defeat. In this sense, the video not only celebrates the outcome of the 2006 war, but the end 

of an era of defeat and the start of an era of Arab empowerment. In this sense, Hezbollah's 

discourse of empowerment was exported to the rest of the Arab world with the 2006 war and its 

aftermath, bringing a sense of potential to Arabs who had lost all hope and belief in their own 

potential to overcome the apparent odds (whether this be against their own regimes or against 

foreign intervention and Israeli aggression).  

It would be relevant here to briefly compare two songs produced after two wars: the 

first one “Nasrak hazz eddini” (your victory shook the world) produced after the 2006 war, and 

“ebqa fa anta el amal” produced after the 1967 defeat. The first one celebrates victory with a 

word play on the name of the leader of Hezbollah while the second, a sad tune sung by Umm 

Kulthum after a military defeat, called for Nasser, another leader, to retract his resignation after 

he lost the war. These two songs are emblematic of the relation between the 1967 defeat and the 

2006 victory. 

                                                 
26 This is similar to one of the songs produced to celebrate Nasser's achievement of the union between 

Egypt and Syria (the United Arab Republic) in 1958, one of his biggest – albeit short lived – political successes . A 
number of famous singers and stars from around the Arab world joined in 1960 to sing a celebration song entitled 
“Watani Habibi, el Watan el Akbar” (my dear nation, my great nation) that was broadcast on Sawt el Arab Radio. 

27 <http://www.youtube.com/watch?v=AhdUrtQkXoE> 

http://www.youtube.com/watch?v=AhdUrtQkXoE
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Throughout this chapter I have argued that the transformation of Hezbollah's discourse 

is articulated in their music videos. In this sense, there is a clear thematic transition from war 

propaganda and mobilization to celebration and victory. The transitions in these videos consist of 

changing rhetorical strategies reflecting the changing context of their production and therefore a 

shift in the intentions, contents, and meanings of the music videos as strategies of resistance and 

of hegemony.  

During the liberation of Southern Lebanon (ending in 2000), Hezbollah can be seen as a 

movement seeking the reversal of the balance of power and the hegemonic structure by 

mobilizing the Shiite constituency and articulating a self-image based on religious zeal, military 

prowess and the promise of victory. The achievement of the liberation in May 2000 marks the 

point at which the party transforms from a force of resistance or transgression (Cresswell 1996, 

23) to one of hegemony (A. Smith 1998, 167-8) with the introduction of celebration into their 

discourse of resistance. This is the moment of transition of power from the Israeli occupation 

forces to the social, military, and political force of Hezbollah, which will be the political and 

social force that takes control of the liberated areas and subsequently becomes both a part and a 

replacement of the Lebanese state.  

The paradoxical position of the movement as resistance against the Israeli other, and as 

the dominant system of governance when it comes to its own social constituency, is made more 

complex after the liberation. The need to address a new and wider audience no longer limited to 

those who share the movement's religious values or its institutions led to the introduction of new 

symbols and meanings into the chain of equivalence of resistance: Lebanon and then the Arab 

world.   

In the music videos, the transition was established by the introduction of new visual 

elements that portrayed the movement's narrative as part of a state narrative. This was a 

transition from the representation of a guerrilla in the absence of a State to a political party within 

a sovereign State, represented by the introduction of Lebanese flags and the expressed 

equivalence between the Islamic resistance and the national army. This national aesthetics 

culminated in the articulation of an image of the nation in peacetime after the 2006 war, a peace 

that was not constrained within Lebanese borders, but extended to the whole of the Arab world 

in which Lebanon the State acquire a new symbolic leading position. In other words, there is a 

transition from the celebration of a group's accomplishments (the military operations featured in 

the early music videos), to the celebration of a national accomplishment28 (the liberation of 

occupied Southern Lebanon), to a celebration that transcends national borders and involves the 

Arab world as a whole. With the adoption of an Arab discourse that revives old cultural symbols 

and texts from the era of Nasser's Arab nationalism, Hezbollah attempted to appropriate Nasser's 

role in the leadership of the Arab world in its struggle against colonialism and imperialism.  

Thus, in "Nasr el Arab," Hezbollah clearly articulates a national identity based on an 

image of the nation in peacetime. The aesthetics of the music video represent the party's 

                                                 
28  This transition is confirmed by the accompanying political discourse expressed by the party in public 

speeches and political statements. The liberation is said to be a national achievement, one that is compared in the 
party's narrative to the independence of the country. In other words the liberation pertains to a process of state 
formation by which the entry of the party into the realm of political hegemony is achieved. See Nasrallah speech on 
the 26 May 2000 in Bint Jbeil (Noe 2007, 232-243 and Chapter 3).  
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understanding or imagining of Lebanon as an Arab country. It integrates various religious 

symbols of Islam and Christianity in a national myth that speaks clearly to the image of the multi-

confessional Lebanon, but also to an Arab world that is united in a shared struggle while 

preserving the independent identities of its different states. In other words, Hezbollah's Arab 

nationalist dimension relates more to a notion of Arabism as a shared cultural and political 

solidarity among individual Arab states than to an Arab nationalism that seeks the unification of 

the Arab states into one as was the case in Nasser's project (Dawisha 2005, 252-254).  

In this sense, the “Nasr el Arab” music video presents a narrative where diversity, 

cultural and political identities, and the political and regional meanings of war and resistance are 

visually represented through a state-national lens, rather than through an Arab nationalist one. It 

is a visual event that establishes the first transition towards the re-creation of an Arab discourse 

and the emergence of a new Arab leader—Hassan Nasrallah—who took Hezbollah from a Shiite 

organization celebrating its small military operations, to a Lebanese national resistance movement 

celebrating the end of 20 years of occupation, to finally a Lebanese Arab movement celebrating 

the victory of all Arabs against their constitutive other—Israel.  

The articulation of the Arab victory, which as I have argued breaks with the trauma of 

the 1967 defeat of Arab nationalism, moves away from hegemonizing a discourse of resistance as 

military struggle, and toward one that empowers Arab peoples for the first time since Nasser. In 

other words, the meaning of resistance is no longer limited to the war against Israel, but to a 

belief in the power of Arab people in achieving change of the status quo and of power structures 

that seem to be immobile. This was also clear in Nasrallah's speeches delivered after 2006, where 

resistance takes a universal meaning that pertains to the struggle of the oppressed against any 

oppressor (see Chapter 3). Resistance is, in this sense, a salvation narrative that dictates the need 

for working actively to achieve the belief that good inevitably triumphs against evil. Whether this 

hegemonic meaning of resistance in Hezbollah's discourse had a direct impact on the events that 

took place five years after the 2006 war in Tunisia, Egypt and the rest of the Arab world remains 

a subject of debate and requires further investigation. However, what the two events share is 

precisely the sense of empowerment that leads people to believe in their own potential to change 

an established order and this is precisely what resistance as a strategy—regardless of its political 

and social content—means. 




