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Abstract

This thesis investigates: 1) how the Hanfu is presented in videos on social media by young
Chinese women and how the netizens respond to it, and 2) in what way the Hanfu Movement
might be contributing to the legitimization of the Chinese government’s nationalism in Post-
2013. Post-2013 China uses ancient Chinese culture to strengthen the country through
national unity and the removal of Westernization. Five Hanfu short-videos from Bilibili were
analysed through 3 steps: 1) reflexive video analysis, 2) metadiscourse comment-analysis, and
3) cross-analysis of step 1) and 2) with literature on post-2013 Chinese-nationalism. This
thesis suggests that the Hanfu is a Han-Chinese ethno-cultural symbol which incurs pride and
nationalist sentiment in the Han-people. In conclusion, the Hanfu Movement’s dissemination
of ancient culture and history helps to lay the cultural foundation of the Chinese government
who needs to strengthen the country through ethnic and national unity.

Keywords: Hanfu Movement, Post-2013 Chinese nationalism, short-video, social media,

Bilibili, young Chinese women, ancient Chinese culture.
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1. Introduction

Following Xi Jinping’s instatement as leader of the Communist Party of China (CCP) in

2012, the Chinese government has constructed the legitimisation of their rule and decisions
upon a state-led nationalism founded in ancient traditional Chinese cultural notions and
Confucian values. This has been done to establish rule, to unite the country, and to achieve the
‘China Dream’, the dream of the rejuvenation of the Chinese identity and culture from before
the westernization of China (Guo, 2016; Johnson, 2021). The Chinese government has
heretofore disbanded a number of social gatherings but has yet to define their stance on the
flourishing Hanfu Movement, which began in 2003 (Northrop, 2018). The Hanfu is the
traditional costume worn by the Chinese, specifically the Han-people, throughout all dynasties

except for those governed by the Mongol and Manchu people (Pan, 2020).

This thesis will explore the Hanfu’s place in Chinese state-led nationalism by

attempting to answer the following questions:

1. How is the Hanfu presented in videos on social media by young Chinese
women and how do netizens respond to it?
e How can one understand Hanfu as a form of nationalism?
e What new forms of nationalism can it be said to represent?

2. In what way might the Hanfu Movement be contributing to the

legitimization of the Chinese government’s nationalism in Post-2013?

This thesis aims to analyse connections between the portrayal of the Hanfu in
self-produced videos published online and their comments, and the post-2013 state-led
Chinese nationalism through artistic expression in the videos and the netizens’ response to it.
This thesis will begin with a report of the portrayal of the Hanfu by women on Chinese social
media platforms based on data collected from popular short-video social media platform
Bilibili, known for its vlogging-content and young members. It will then analyse these videos
based on the government’s ideology on nationalism in Post-2013 China. Focus will be on

cultural and nationalistic elements.

This paper argues that the Hanfu Movement aligns with the ideas the Chinese
state wishes to promote to reach the state’s goals, which are: strengthening the Chinese nation
through the establishment of cultural identity and national unity, thus achieving the China

Dream.



2. Literature and Theory

2.1 From culturalism to nationalism

The most established theory regarding Chinese culturalism and nationalism proposes that the
ancient Chinese identity was based in a generally accepted culture rather than an ethnically,
territorially or loyal-to-the-emperor nation, and that the challenge of Western imperialism
along with the fall of the Qing dynasty dismantled the Chinese belief of cultural superiority
and introduced Western ideology — including democracy, ideology, industrialization,
modernized education, etc. — thus triggering a turn towards nationalism (Zhao, 2004;
Townsend, 1992).

The theory is widely recognized, but equally questioned and debated (Zhao,
2004; Townsend, 1992). In his book A Nation-State by Construction, Suisheng Zhao
summarizes Prasenjit Duara’s argument against the thesis, writing “the Chinese defined their
differences from others not simply in terms of a superior universal culture, which might
conceivably be internalized by others, but in terms of something like a built-in ‘racial’
superiority based on irreducible geographic, climatic, and even biological factors.”. Michael
Ng-Quinn elaborates on this, arguing that “the core determinants of Chinese national identity
were essentially affective, based on unity and a culture in existence since the period of the
Xia, Shang, and Zhou, thousands of years ago.”. Many Chinese nationalists and scholars
maintain similar opinions, claiming that “nationalism existed in pre-modern China and was
always an important political force in China’s long history. ... the ancient Chinese self-image,
Huaxia, meant “the Chinese nation” upon which Chinese national consciousness was

developed at a very early stage of history.” (Zhao, 2004).

Regardless of the debates regarding the pre-1900s history of Chinese
nationalism, the general assumption is that the thesis holds up. Zhao (2004) writes “Although
the Chinese empire stretched back two millennia, it was not a nation-state before the
nineteenth century and, therefore, nationalism did not exist in ancient China.”, with a ‘nation-
state’ being defined by its elevation of characteristics such as ethnicity, language, and ancient
customs. Instead, ancient China’s composition appears to be strongly founded in
Confucianism. Two prime elements of Chinese culturalism have been proposed: the first
being that of cultural superiority, as Zhao writes, echoing Joseph Levenson: ..., culturalism
permeated traditional Chinese thought as Chinese culture was the focus of people’s loyalty.

The ancient Chinese perceived their country as the only civilization in the universal world



(tianxia), one that embodied a universal set of values.” (Zhao, 2004). The second proposing
that the ruler of ancient China must be versed in the universal principles in order to rule the
Chinese people; “All those who accepted its teachings and principles, including the alien
Mongol Yuan and Manchu Qing dynasties, could be incorporated within its culturalist
bounds.” (Zhao, 2004; Townsend, 1992). Supporting the fundamental ideas of the thesis,
Babadzan (2010) proposes that “In the virtual absence of ideological alternatives, identity
culturalism appears to occupy the field, even if it does not always make for consensus.”. In
response to Anthony Smith, Ernest Gellner argued that “nationalism emerged only toward the
end of the end of the eighteenth century and became widespread during the nineteenth”

(Maxwell, 2021).

Culturalism waned from the west’s intrusion until its official end with the May
Fourth Movement in 1919, whereas nationalism grew from the arrival of the West onward and
was catalysed by the defeat to Japan in 1895 (Townsend, 1992). Culturalism was not
eradicated in one go but faded over time. China wanted to adopt Western ideas to strengthen
their nation whilst avoiding falling victim to their imperialism and not succumbing to their
pressure. This in turn led to China partly or completely turning its back on the culturally
traditional Chinese values. During this time, democracy experienced a surge of support, and
Confucianism was discarded any time it came into conflict with democracy. However, most
scholars, and even youth, still sympathised with the Confucian values of filial piety,
benevolence, and loyalty even after democracy had overpowered culturalism (Wasserstrom,
2016).

2.2 Chinese Nationalism in Post-2013 China

Since Xi Jinping came into power in 2012, the Chinese government has shifted the basis of its
nationalism from a politically founded one to a culturally founded one on which all of China’s
decisions economically, politically, and socially are built (Johnson, 2021). Johnson (2021)
writes: “Xi Jinping establishes success over historical traumas and national rejuvenation as

titular themes of his administration.”

The Chinese government’s nationalist narrative depends on overcoming and
rectifying the trauma incurred by the century of humiliation and negative Western
modernization and imperialism which oppressed and brutalized the nation in the wake of the
transition from culturalism to nationalism (Guo, 2016; Johnson, 2021). The goal is social

rejuvenation, revival of the Chinese nation as well as the establishing and strengthening of



China’s position in the global environment (Johnson, 2021; Kubat, 2018). The national
identity itself is a product created by the state. Johnson, writes: “..., efforts to empower the
CCP as the cornerstone of Chinese politics and society reveal an overwhelming governmental

fixation with curating and perpetuating a distinct Chinese nationalist identity.” (Johnson,

2021).

Since Xi Jinping became chairman, the Chinese government has further started
increasingly embracing and incorporating cultural heritage into their nationalism and politics
in comparison to before. This is shown by Xi’s adding ‘cultural confidence’ to the CCP’s
‘three confidences”: “‘ideological confidence’, ‘confidence in the [socialist] road’,
‘confidence in the [socialist] system’” (Guo, 2016). It is also shown in Xi’s depiction of the
CCP as “the rightful beneficiary of and successor to China’s cultural traditions” (Kubat,
2018), drawing on the ancient idea of the Heaven’s Mandate, and suggestions of using ancient
philosophy in legislation and management (Kubat, 2018). “The CCP under Xi Jinping blends
modernist and state-centric constructivist nationalist ideologies to affirm the central
government's authority and simultaneously remedy contemporary issues while supporting
future aspirations.” (Johnson, 2021) where “nationalism exists due to the shifting balances of
power, industrialization, mass migrations, traumas of regional and global conflicts, and
ideological shifts characteristic of only modernity” (Johnson, 2021) according to modernists,
and “nationalism is a by-product of the state's policies that create an artificial identity to
support its broader political goals” (Johnson, 2021) to state-centric constructivists (Johnson,
2021). The party no longer follows Mao Ze Dong Thought, no longer promotes its original
revolutionism and fight against class struggle (Johnson, 2021), no longer identifies as
“programmatic anti-traditionalist” (Kubat, 2018), and no longer relies on the economic
prosperity of the past which legitimised the Party and its rule in 1949-2013 (Johnson, 2021;
Kubat, 2018). Instead, the Party bases its legitimacy upon “the conformity to traditional
notions of good governance” (Guo, 2016), which are remnants of the Confucian belief in the
Heavenly Mandate; thus, China’s political leadership incorporates reference to cultural
heritage from the old ‘national conditions’ in their justification of political system, values, and
development. The focus has moved to “... a focus on [future] economic development,
harmonious society and [ultimately] the ‘China dream’” (Guo, 2016), with the ‘China dream’
being the dream of Chinese rejuvenation — the reclaiming of Chinese culture and the greatness
of the dynasties. In achieving these goals, the CCP sees China gaining a position in the global

environment which China considers itself deserving of. According to the Chinese



government, the acquisition of the ‘China Dream’ is dependent on the stability and cohesivity
of the Chinese society. The stability and cohesivity of Chinese society are in turn dependent
on the population identifying with the Chinese national identity, an identity which is shaped
by the Han-majority of the Chinese population but maintains the importance of a ‘united
front’ and ’ethnic unity’. The state promotes “internal unity, the central government's
authority, and creating a positive global image” as the three rudimentary cornerstones

necessary to the sustaining of their nationalism (Johnson, 2021). Johnson (2021) writes:

This nationalist identity must inspire the Chinese people to support China'’s rise
and deter international doubters of China's global ambitions. Ultimately, a
nationalist ideology is the CCPs formidable tool for consolidating public
approval, deterring dissension, and espousing a sympathetic global image. The
modern iteration of the CCP transformed from a formidable political
organization and symbol of the revolution into the executor of China's dream
of a hegemonic future.

This in turn has led to China being the most inward-looking and least
politically liberal than any other time in the post-Mao era as China is coming to reject the
Western values it adapted after the Hundred Years of Humiliation (Guo, 2016; Johnson, 2021,
Cui, 2022). Aleksandra Kubat (2018) argues that “by referencing traditional culture, and, in
particular, by drawing on traditional moral virtues, the CCP realigns itself with societal

expectations without making concessions over the ideological foundations of the party state.”.

2.3 The Hanfu Movement in 215 Century China

The Hanfu Movement began in 2003 when Chinese citizen Wang Letian wore and posted
online about wearing Hanfu and has grown since (Wang, 2016). Two years prior, in 2001, a
group of government officials had worn the Tang-suit to an international meeting which had
sparked conversation regarding it, its validity as national costume, and Chinese national
costume. Today the Hanfu has grown into a large billion-dollar industry in China alone (Cui,
2022).

The Hanfu is the generally accepted national costume of the Han-nationality in
China (Wang, 2016; Pan, 2020, Cui, 2022). It was worn by Han-people from the Han-dynasty
to the Ming-dynasty, with exception for the Mongol-ruled Yuan-dynasty and the Manchu-
ruled Qing-dynasty (Pan, 2020). It is composed of the layering of fabrics and comes in many
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styles owing to its long history as well as the modernization and personal touches added by
21% century wearers (Northrop, 2018; Cui, 2022).

Scholars generally agree that Hanfu culture emerged in response to drastic
globalization and long-term westernization as an attempt to reclaim Han-cultural roots and
national identity (Xie, 2022; Pan, 2020; Cui, 2022). Pan (2020) suggests that “The
enhancement of economic strength and the restoration of national self-confidence has also
prompted people to re-examine their national cultural identity.”. The regaining of economic
strength alongside the end of the One Hundred Years of Humiliation created space for a
national self-confidence and the rejuvenation of traditional culture (Cui, 2022). They also
generally agree that the core goal of the Hanfu Movement is to promote traditional Chinese,
or Han-, culture and engage in spreading patriotic sentiment toward the motherland (Xie,
2022; Pan, 2020; Cui, 2022). Xie (2022) references Yeung’s work, writing “the behaviours of
Hanfu enthusiasts represent the positive implications of patriotism to the country by
demonstrating individual’s passion for Chinese heritage”. Other aims have also been
suggested, such as the wish to create national cohesion (Xie, 2022; Pan, 2020), a pursuit of
antiquity and purity of symbols (Pan, 2020), and an outlet of self-expression (Cui, 2022). As
the culture has grown and been popularized, purposes for sporting the garments have come to
vary. Still, an underlying sense of Han-nationalism appears to permeate the movement (Xie,
2022).

The culture is not without its controversies. There are debates regarding
whether it can be called the ‘Chinese culture’ or if it is Han-culture, and if claiming the
former is to dismiss China’s minorities recognized by the Chinese government (Pan, 2020).
There are also those who call into question the validity of the Hanfu as authentic clothing as
the dress is oftentimes altered to suit modern fashion, styles are often combined, and personal
touches added, as well as those who question the historical accuracy of the dress and its wear
and what amount of style-adjustment is acceptable (Northrop, 2018; Pan, 2020; Cui, 2022).
The deputy director of the Cultural Development Strategy Center at the Chinese National
Academy of Arts Zheng Changling has stated that the “Hanfu” has existed and developed
over thousands of years of history and takes many different forms depending on period,
region, and ethnic integration. Thus, “Hanfu” cannot be clearly defined (Chen, 2021). The
influence on or by Japan and Korea in terms of cultural clothing and its origins are widely

debated as well, with all claiming the culture as their own (Pan, 2020, Cui, 2022). The
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movement’s nationalistic theme also occasionally leads to expressions of Han-chauvinism

amongst the participants (Cui, 2022).

The Chinese government and Xi Jinping, who support the rejuvenation of
traditional Chinese culture, have not banned the social gatherings, and do not utilise them as a
direct tool in politics, but maintain a hand in the discourse (Northrop, 2018; Cui, 2022;
Johnson, 2021; Kubat, 2018; Guo, 2016). Furthermore, the movement was recently
commemorated by the Chinese government through the organization of a ‘Traditional
Garment Day’ in 2018 (People’s Daily Online, 2018). Cui (2022) writes: “the Hanfu
Movement is situated in the broader mode of governance in contemporary China, which

encompasses consumption, ideology, and, most importantly, personal affect.”.

2.4 Theoretical Framework

The theoretical framework of this essay is created in part by Sarah Pink’s (2012) discourse on
reflexive analytical framework on visual ethnography and Kecheng Fang’s (2022) analysis
method of metadiscourse, and in part created by me based on the above literature review. Its
foundation is based in Maxwell’s (2021) discussion on nationalism in fashion history. The
analysis process of this thesis is divided into three steps. The first is the video analysis, the
second the comment analysis, and the third the cross-analysis of the results from the video
and comment analyses against the findings of the literature review. The video and comment
analyses aim to answer the first research question regarding the Hanfu’s portrayal, and the
cross analysis aims to answer the second research question regarding the Hanfu’s role in the

legitimization of Post-2013 Chinese nationalism.

Drawing on Sarah Pink’s (2012) reflexive analytical framework on Visual
Ethnography in video content the first step of the analysis (the video analysis) focused on how
the creators portray the Hanfu in their videos. Through seeing what environments the Hanfu is
inserted into and what cultural objects and subjects are incorporated, we can see what the
creators associate with the Hanfu. Through these associations we can see what the Hanfu
means to the creators and where the boundaries of the Hanfu’s social and cultural definitions
are drawn. This is based on Pink’s (2012) argument that video is always the subjective
representation of its creator and its viewers. The latter is also relevant for the next step which

analyses the opinions of the viewers.

In the second step, borrowing from Kecheng Fang’s (2022) analytical process

of metadiscourse the netizen’s comments were analysed and deconstructed to see how they,
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whom by praxis in contributing to the comment section of a Hanfu video is a part of the
Hanfu discussion, reflect on and view the Hanfu and, in particular, how they view it in
relation to national identity and culture in Post-2013 China. Adjusting Fang’s (2022) analysis
process to fit the online environment and topics of this thesis, the comments were analysed in
three read-throughs: in the first all comments and references related to the research questions
were noted down (e.g. the Hanfu, culture, ethnics, and nationalism), in the second any
emerging patterns were noted down, and in the third the attention was on identifying any
validating or contradicting elements to the patterns in step two in order to finetune the

findings.

Kechang Fang’s (2022) metadiscourse analysis illustrated the way a
community’s participants see themselves and their community. This thesis analyses how
Hanfu community members views themselves in relation to nationalism and national identity.
As both analyses focus on how the members of a community view themselves as seen through
how they express themselves online, this method was deemed appropriate.

The third step also utilized Pink’s (2012) theory when cross-analysing the
results from the video and comment analyses against the findings of the literature review
discussing nationalism in post-2013 China. Pink argues that the purpose of analysing visual
media should be to “explore the relationship between visual (and verbal) knowledge” and
contextualise the visual using the verbal and vice versa. For the literature review, the search
focused on information pertaining to the Hanfu Movement as well as the transition from
culturalism to nationalism during the 20™" century, the nationalism of post-2013 China, the
role of traditional culture in Post-2013 Chinese nationalist ideology, and the link between
nationalistic theory in fashion history. Analysing these findings against the background of
nationalism in post-2013 China could reveal what role the Hanfu plays in the legitimization of
the Chinese government’s rule in Post-2013 China. Through Pink’s proposed reflexive
approach we can form an understanding of the relationship between how the Hanfu is
portrayed, what the netizens think, and how these fit into the greater narrative on Post-2013

Chinese nationalism.

The analysis’ foundation also drew from Maxwell’s (2021) article where he
presents and discusses the application of different nationalist theories on the study of clothing
and criticises the lack thereof. Previously, focus has been on clothing through perspectives of
class and gender. He proposes that the clothing can be regarded through Billig’s theory of

‘banal nationalism’; daily exposure to representation of the nation which creates a shared
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feeling of national belonging, a sense of tribalism through national identity, as well as other

theories on nationalism.

Maxwell (2021) also discusses the potential of the ‘Warwick debate’ between
Anthony Smith and Ernest Gellner. Smith argued for ethnosymbolism, saying that “nations
have deep, and ancient historical roots stemming from ethnic symbols” whereas Ernest
Gellner argued that “nationalism emerged only toward the end of the end of the eighteenth

century and became widespread during the nineteenth”, thus taking the modernist approach.

3. Methodology

3.1 Data selection

The primary data is composed of short-form vlog-like videos created and uploaded by
Chinese creators and the comments left on these by netizens. Short-form videos are creator-
centred lifestyle, fashion or other-videos that span one to five minutes (Wang, 2022). The
videos in this data sample are vlog-style with film-elements, making the videos less personal
in some cases. The choice to use video and comments created by the Hanfu community’s
members themselves stemmed from Sarah Pink’s (2012) argument that visual media
represents the creators’ and the viewers’ opinions and views. The video creators and their
viewers, i.e., the netizen leaving comments, automatically reflect their own views and
opinions in their content. Therefore, studying these videos and their comments may provide
insight into the Hanfu Movement’s members’ opinions, here on post-2013 Chinese

nationalism in association with the Hanfu.

The data was selected from the video-sharing platform Bilibili. Bilibili was
chosen in favour of other video-sharing platforms such as Douyin, Weibo and Xiaohongshu
as the platform is of Chinese origin and is popular amongst youth. It also exclusively contains
video-content, and longer videos averaging 3 to 10 minutes. Bilibili, established in 2009, is
“‘one of the fastest-growing vlog communities’” (Sohu, 2019 cited in Wang, 2022) after
expanding its user market from anime, comics, and games to include fashion, lifestyle, news,
etc., and actively promoting vlogging. Bilibili gears itself toward a “youth-oriented platform”
and has created a monetary and entertainment ecosystem consisting of contributors,
audiences, commercial partners, and third parties (Wang, 2022). Due to its young users and
great popularity as a vlogging platform, the site was fitting as the data source for this thesis,

which aims to investigate videos of both categories.
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Five videos were chosen by creators whose content revolve around the Hanfu.
Using the keywords ;X R’ (hanfd) and ;X BRiz=0" (hanfl yundong “Hanfu Movement”), the
videos were selected from the top results on the first page of search-results ordered after “Zz
EHEFE” (zonghé paixii,“comprehensive search”) — these videos are generally the most

frequently watched — as well as from the “watch-next recommendation-list” to the right of the

screen of a playing video which shows similar content.

Videos were picked based on length, 1 minute to 5 minutes; content, the
Hanfu; number of views, thousand or more; and number of comments, hundred or more. The
more popular the better. The videos were required to be self-produced showcasing young,
Chinese people, usually including the creator themself, wearing Hanfu. The videos chosen all
include only women participants. This was not a deliberate choice as the aim was not to study
gender, but happened as the vast majority of videos only included woman participants and the
few that included men did not meet the requirements such as popularity and length set by this
thesis. Forcing the inclusion of male Hanfu would mean potentially skewing the results.
Compilations, reposts of other creators’ content, and marketing-directed content was excluded
due to reasons such as unknown source, irrelevance to the thesis topic, and commercial
interest. Commercial interest was avoided as this study aims to analyse the Hanfu community
on a member-basis and commercial interest may skew the portrayal and discussion about the
Hanfu to suit an image the monetary benefactor’s commercial interest. If several videos by the
same creator was suggested only the most popular of these was chosen in order to allow
videos by other creators in the data pool for the sake of content source diversity. This
repetitive recommendation of one creator’s content occurred due to the tendency of website-
recommendations to favour similar content and content creators to what the user has

previously consumed.

The comments were those under the analysed videos. The top comments and
their replies were chosen as they had the most traffic and likes, and thereby enabled the most
support or discussion. The total character count of the comments analysed was approximately
19,000.

3.2 Analysis process
The data analysis process focused on the question “How is Hanfu clothing presented by
young Chinese women on social media?". In order to answer this question, the videos were

analysed visually and auditorily based on depicted time, location, music, sounds, activities,
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and primarily references to ancient Chinese culture. Then any themes and patterns in the
presentation of the Hanfu based on these categories was identified. All speech or text was
transcribed and translated by myself except certain poems which had pre-existing translations.
The finding from these questions were then elaborated on through research of their history
and cultural significance in order to determine information such as origin, meaning, and
potential historical significance, and thereby their relevance to the video as well as to the
representation of the Hanfu and the post-2013 Chinese nationalism. The answers to the first
research question was then analysed against the information collected about post-2013

Chinese nationalism.

Sources used in the analysis of the primary data consist of peer reviewed
research papers, newspaper articles, and forums or websites used by the Hanfu community.
This was done for three reasons; first, to get an understanding of the scholar-acclaimed
information, and two, to get an understanding of the creators-perceived correct information.
There may be gaps between what has been presented in peer-reviewed articles in the
academic field, and what is considered correct in online forums. It was important to
understand this as the creators may have intended to be historically accurate but failed to as
their sources were inaccurate. The third reason is the great variety of versions of the same
subject. A legend may have several retellings due to e.g., the inaccuracy of oral history, and a
piece of clothing may be styled differently due to personal taste. Non-scholarly sources were

in some cases used to show alternative iterations.

3.3 Scientific Limitations

Social media oftentimes use algorithms that suggest content according to user-interaction and
watch history. The content in this thesis might therefore have become skewed. The data pool
is also very small meaning the data may not be representative of the entire Hanfu Movement,
but only of a small sub-category, and completely different viewpoints, opinions, and
information may have been missed. Furthermore, any group of people or movement will have
differing views and opinions, and degrees of agreement of what they are involved in. As the
data pool was small, it is not possible to determine where on this scale this sub-category of

videos and Hanfu-views fit in and if it deviates from the majority’s opinion or not.

Vlogging culture has been state sanctioned through positive campaigns and
policies which enable the growth of creators, audiences, and commercialization (Wang,

2022). The commercialization in combination with the state-support of the vlogging
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community may cause skewed data. However, this support is of the vlogging community as a
whole and thus may be too far detached from this thesis’s data to have any considerable

impact.

Additionally, I am a student of Chinese language and history, not of sociology,
politics, or media. Certain references may also have been missed due to unawareness. Culture

is far-reaching and it is impossible for a single person to know every aspect of any culture.

4. Bridging the past and present — the Hanfu Movement in post-
2013 China

Five videos were analysed. For ethical consideration, they were identified as 2% (ch4, tea), 1l
(xian, God, fairy), %t (shé, snake), ;X (han, Han), and R (song, Song) throughout the text
based on their main theme. Two videos were themed “mythology and legends” (videos 1l and
irv) and three were themed a particular dynasty’s culture and lifestyle. Of these three, one was
themed “Han-dynasty” (video }X) and the other two “Song-dynasty” (videos 58 and Z%). The

table below shows each video’s length and popularity as counted in views, likes, comments
and bullet-comments (on-screen in-time comments). The bullet-comments have not been
included in the analysis as these are quite short and general and the comment section tends to
contain more information, but they reflect the videos’ popularity. The photos in the appendix
are from a video made by the Chinese Costume Restoration Team showing restored Hanfu

(FE M, 2021). This video was not included in the analysis and is used as reference for the

articulation of “authentic” Hanfu, called “accurate” throughout the thesis.

Video | Length (minutes) | Views Likes Comments Bullet-comments
% 4:11 210,000 25,000 | 677 586

(i 2.15 585,000 58000 | 1,294 1,000

g 1.13 56,000 3,496 174 143

3 2.48 73,000 6,225 | 149 595

x 2.08 95,000 6,946 | 276 548

Table 1. The analysed videos’ statistics as of 3 April 2023.

17




4.1 Modern approaches to cultural intelligence: bringing the past to the future
This section discusses the Chinese Hanfu participants and netizens’ approach to and use of
ancient Chinese cultural and historical information, and what this says about their thinking

regarding the Chinese culture and history.

4.11 Presentation of the Hanfu in Videos

The variations in design of the Hanfu are as plentiful as the length of its existence, and an all-
encompassing image of the “Hanfu” cannot be clearly defined (Chen, 2021). However,
distinct styles of the Hanfu can be attributed to certain dynasties, regions, and ethnic
integration, a concept commonly accepted in the Hanfu community. It is also common to see

Hanfu-wearers combining elements across styles.

Dynasty-themed video ;X showcased two styles of QinHan-dynasty Hanfus:

Quju and Zhiju, to educate about their composition and history. The information presented
was collected from museums and referenced in the video-description. It was evident that the

yX-creator valued the accuracy of the historical information they disseminated and the cultural

value and history of the garments they displayed highly and did not merely consider the
clothing a beautiful aesthetic.

The remaining two dynasty-themed videos 5k and 4% showed the Song-

dynasty’s culture. The Northern Song-dynasty had two iconic Hanfu-styles (see Fig. 1 and 2,
respectively Fig. 3 and 4). Looking at both videos’ Hanfus it could be concluded that the

Song-dynasty was reflected in the Hanfus. The Hanfus in 5f and %% differed slightly between

the models within each video, but both displayed the same styles of Hanfu. All models wore
crossed-collared long-sleeved blouses layered over an inner blouse (see. Fig. 1 and Fig. 2).
Most of the blouses in both videos had long-sleeved grand sleeves. The blouses were tucked
into floor-length skirts tied at the waist with a single or double falling ribbon, and in one case
tied to a decorative ring above the knees, like the jade pendent often worn by Song-dynasty
noble women (Off The Great Wall, 2014b). Half of the skirts conformed to the style of the

horse-faced skirt (Mamianqun & 4E), characterized by its small, intense pleating. The other

half conformed to the tulip-skirt which was dyed with tulips and retained the flowers’ scent.
Both skirts were popular in the Song-dynasty (Off The Great Wall, 2014b; New Hanfu, 2022).

Many of the ladies also wore a long, thin shawl slung over their backs (3 & J& Chinese

Historical Costume, 2020). These elements are all characteristic of the Song-dynasty Hanfu
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(see. Fig. 1 and Fig. 2.) (23 & J& Chinese Historical Costume, 2020; Off The Great Wall,
2014a; Off The Great Wall, 2014b; New Hanfu, 2022). However, one model in each video

wore short-sleeved outer blouses cut off at the elbow or shoulder (see Fig. 6), like the loose-
sleeved shirt of the Tang-dynasty, which entertained several styles of Hanfu (see Fig. 6) (Off
The Great Wall, 2014a). Many of the women also wore an outer shorter skirt layered over the
floor-length skirt, most of which reached the mid-calf and some which reached the knees.
This resembled the skirt-layering of Western Wei of the Northern and Southern Dynasties
(see Fig. 5) (223K & & Chinese Historical Costume, 2020).

This further suggests that the content creators that made dynasty-themed videos
considered the historical accuracy of the Hanfu important as well, even though they did not
aim to be educational. It was important for the dynasty-video creators that their Hanfus
adhered accurately to the dynasty they were presenting. This also suggests that the creators
value the Hanfu and the cultural integrity of their videos and did not merely aim for an

aesthetic visual when making these videos. There was a level of historic appreciation as well.

Some of the Hanfus exhibited elements of the Western Wei-Hanfu through the
skirts, and some exhibited elements of the Tang-Hanfu. One might argue that this was
incorrect. However, due to the close proximity of the Wei-, Song- and Tang-dynasties in time,
and the tendencies of clothing and trends to bleed over between eras, it is feasible to assume
that influences between dynasties’ trends carried over between each other. Therefore, the
blending of trends cannot be considered historically incorrect. Additionally, as the models of
both videos implemented the same deviations it can be assumed that the creators considered
this historically correct.

The mythology-themed videos 1l and % derived the inspiration and concept of
their costume design from their respective themes rather than a dynasty. The models in 1|

wore Hanfu inspired by both the first and second Northern Song-dynasty Hanfu with the
straight neckline, grand-sleeved knee-length jackets, crossed-collared blouses, and thin shawls
(see Fig. 1, 2, 3 and 4). Some also had modern elements, one wearing wide pants imitating the

skirts, and the colours were bright and pastel. In %, the Hanfus imitated the second Northern

Song-dynasty Hanfu (see Fig. 1 and 2). The Hanfus were green and white, reflecting their
roles as White Snake and Green Snake of the Legend of the White Snake.
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In both mythology-videos, the Hanfu took the form of a traditional Hanfu and
reflected the mythology only in accessories and the Hanfu’s colours. The mythology-theme
may have provided more creative freedom in not adhering to any particular dynasty’s fashion
trends. The fashions of dynasties are innately human, and mythology is fantastical. The
mythology provided a buffer, which allowed for greater creative freedom. The mythology-
buffer also aided in the creation of the image of otherworldly beings who live away from

human civilization, apart from human-made trends.

Yet, the mythology-videos still adhered to one dynasty’s Hanfu style,
suggesting that even the mythology-themed creators considered the style of the Hanfu
important and wished to retain the comprehensive form of the Hanfu of a certain dynasty. The
historical accuracy also appears to have aimed to conform to the accuracy of the myth, which

still means that the Hanfu was historically accurate as folklore is a part of human history.

4.12 Presentation of Ancient Artefacts in Videos

The presentation of the Hanfu extended beyond the Hanfu itself. Through investigating the
environment into which the Hanfu was inserted, we could see what the creators associated
with the Hanfu and thereby what it meant to them. All videos analysed contained references
to one or more elements of ancient and traditional Chinese culture such as literature, crafts,
objects, history, legends and myths, or other. Below the video-analysis of these elements is

presented.

To begin with, the creators only included ancient Chinese cultural and
historical elements in their videos. There were no modern or foreign elements. All videos took
place outside in natural, time-neutral locations, or locations with historical Chinese

architecture except for ;X. ;X filmed indoors but used furniture such as low tables and
candleholders of ancient Chinese style. 2% and il filmed in historical villages, % at a lotus-
lake in nature, and R at a riverside pagoda. None showed modern technology, architecture,

activities, or music. All elements were also exclusively Chinese, and none exhibited elements
from foreign cultures or countries. This suggested that the creators wished to present the
Hanfu only in the context of Chinese history and culture and associated it strongly with both

of these categories.

Moreover, all cultural and historical content was historically accurate, as

perceived by the Hanfu community. This could be seen in the incorporation of literature
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reflecting the dynasty presented in their videos. 5k and %% referenced literature. Both videos

referenced Song-dynasty literature, specifically lyric poetry 5. Z% included an excerpt of the
poem { ANE 7 FHESA 2 4%y (Bu Suanzi Sending Bao Haoran to Eastern Zhejiang)

by Northern Song-dynasty poet Wang Guan. It describes seeing a dear friend off and bidding
them goodbye. The poem was altered slightly, and not included in its entirety. 5 also quoted
Poem on a Stringless Qin by Jin-dynasty writer and poet ;% Tao Qian (Tao Yuanming). It
read “{BIRZEh iR, fa35a% 7 (“If one knows the inner significance of the gin; Why make

the effort to put on strings and pluck them?””) (NOMA, 2022; Pavillion Gallery, 2021; Baidu,

2022a) and was presented with a gin-playing model.

5k quoted the first half of lyrical poem (38) (#ZZEr ZH#1/£) (Song of
Good Event - In Dream) by Northern Song-dynasty poet Qin Guan (1049-1100 AD)
(Gushiwen, n.d.). It describes Qin Guan’s dream journey; the first half describing his soul’s
journey upon the clouds and mountains (iStudy-China, 2022). It read “EE W NE, HaN—
WEE., TE/VERL, BERTH. ~ (“The spring rain hastens roadside flowers to
grow; They undulate and fill mountains with spring. Deep, deep along the stream | go, And

hear hundreds of orioles sing.”) (iStudy-China, 2022). The video showed a pagoda next to the

river in the rain with birdsong playing in the background.

As described above, %% and 5k showed specifically Northern Song-dynasty

Hanfus. Here, the literature in both videos was not only real ancient Chinese literature, but it
was also written during the Northern Song-dynasty, the dynasty which both videos presented.
This suggests that the creators not only cared about presenting the correct dynasty, but also
went so far as to focus on a dynasty’s specific era. The videos also reflected the literature’s
content in the cases of Tao Qian and Qin Guan’s poems, which suggest that the creators cared

for their content and did not include the poems as just props.

The historical accuracy could also be seen in the detailed incorporation of
myths and legends. 1l referenced fairies, {llj%, and the fairies from the Legend of Dong Yong
first written down in Xij[5 Lia Xiang’s { Z77/Z) (Biography of the Filial Son). The fli%

(xianndq, fairies) are beautiful, immortal, female deities or spirits of high status and refined

moral characters of unusually great wisdom “Zf 2> AN (Xianchén bu ran) with

extraordinary abilities from Chinese mythology (Baidu, 2023a). The Legend of Dong Yong
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describes how seven heavenly fairies fell in love with Dong Yong after he sold his body to
slavery to pay for his father’s burial. The fairies descended onto earth, married him, and
shortened his sentence from three years to one hundred days. The Jade emperor found out and
recalled the fairies. They returned to heaven and sent their sons to earth after one year (Baidu,
2021b). The theme was visible in the Hanfu, slow-motion editing, make-up, and the choice of

background music, but not presented directly except in the title. The song was /// &

(Mountain Ghost), an instrumental piece from the Warring States Era (475-221 BC) written

by J&J& QU Yuén of the State of Chu. The song is an offer song for sacrifice to the mountain

ghosts. It describes a mountain ghost’s meetings with its beloved, its wait for its beloved’s
return, and the mountain ghost’s feelings (see Fig. 9). As the song portrays mountain ghosts it
reflected the video’s theme of mountain fairies. The video showed seven models with fairy-
like aesthetic. There was no reference to or appearance of Dong Yong, but the comments

mentioned him and the legend.

i referenced A IRF#1F/) (the Legend of White Snake), a Tang-dynasty

folklore describing “a love story between a human and an immortal”. The story follows Green

Snake (F1t) and White Snake (H3R ) who ascend to earth and land at the West Lake in

Hangzhou after achieving immortality and immense power through a thousand years’

cultivation. There, they meet Xuxian (1ll), a young man carrying an umbrella, on a bridge

and White Snake immediately fell in love with him. Xuxian lends the demons his umbrella
when it starts raining and the demons thank Xuxian the next day with a meal. There, Green
Snake informs Xuxian of White Snake’s feelings, and he reciprocates. They married, moved
to Zhenjiang, and opened an herbal medicine shop (TED-Ed, 2019a; TED-Ed, 2019b; Lily &
Honglei — Asian American Artist Collaborative, 2023). Then a misled monk, Fahai, tells
Xuxian his wife is a snake demon which he at first refuses to believe, but then accepts. The
story ends in heavenly war, White Snake’s pregnancy, and finally White Snake’s entrapment
in Leifeng Pagoda (Google Arts & Culture, n.d.). The legend has many versions across China.
Some say Xuxian had, upon eating an immortality-medicine from a Heavenly God, become
sick and vomited into White Snake’s lake, where she had eaten the medicine and gained her
powers and immortality. Other stories allege that White Snake caused harm to humans and
was thus punished by the Heavenly Gods, and even others suggest that the Snake demons
were sisters (TED-Ed, 2019a; TED-Ed, 2019b; Lily & Honglei — Asian American Artist
Collaborative, 2023).
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One, the models were styled according to their character. Green respectively
white with scale-imitating make-up, snake-shaped huadian (&%), and upwards-curved
demon-inspiring eyebrows. Strands of their hair were waxed to their cheeks and forehead in
wave-shapes, which created the illusion of having recently been in water. Two, the location
was a large lotus-covered lake which hinted at the story’s West Lake. It could also have
hinted at White Snake’s lake into which Xuxian vomited the immortality-medicine in an
alternative version of the story. It also started raining, which happened during Xuxian and the

demons’ meeting. Three, the models carried an oil-paper umbrella ;2% <>), a reference to
the umbrella Xuxian gave the demons. Four, the title ¢ (Green Snake ) Xuxian, don’t come
out foriginal short film/ > and description “Older sister, you cultivated for one thousand

years, is it worth it for a Xuxian?” appeared to ask if Xuxian would be worth the struggles

White Snake and Xuxian went through in the legend. It blatantly referenced the legend.

Although there was no “real” history to accurately adhere to, folklore is a
fundamental element of human history and, here, ancient Chinese culture. The videos adhered

strongly to the legends, incorporating them through details such as the umbrella in & and the
slow-motion effect in {ilj, thus accurately replicating a part of history. Additionally, the buffer

of reasonable doubt mentioned above applies to the artefacts as well.

The importance of the Hanfu was not limited to the accuracy in its portrayal. It
also appeared to extend to a will to spread and educate about ancient Chinese culture and

history. Z% incorporated traditional Chinese medicine and, particularly, the Rabbit Bowl (&=
@3%). The creator provided well-researched information about both traditional Chinese
medicine and the Rabbit Bowl (% Z & 3%), and thorough directions for the making of both
(see Appendix Fig. 10). The “Rabbit hair cup” or “Rabbit hair bowl” (g Z &) is a type of

black-glazed kiln-fired teacup that starts resembling precious gems upon being fired. It
originated from the Fujian-province in the Song-dynasty (Baidu, 2022b). The Rabbit Bowl is
a Song-dynasty craft in a Song-dynasty video. The creator presented the information in an
educational manner. This further strengthened the idea that the Hanfu community wished to
not only share ancient Chinese culture and history but to educate about it. They were not just

aiming for the aesthetic.

The above data showed that the Hanfu was portrayed in exclusively ancient

Chinese settings. This suggests that the creators perceived it as an integral part of ancient
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Chinese culture and history and as an ethnocultural symbol of the Han-people. The data also
suggests that the Hanfu community not only viewed the Hanfu as an aesthetic but associated it
strongly with accurate ancient Chinese culture and history, as perceived by the Hanfu
community, and that they found this accuracy important. This further suggested that the
creators wanted to spread and educate people about ancient Chinese culture. The wish to
educate about it in turn suggested a pride in the culture and history, and ultimately supported
the idea that the Hanfu community wants a rejuvenation of ancient Chinese traditional culture.

4.13 Approach to the Hanfu in Comments

The main topics in all comment sections were the same, but each video had different
proportions of the topics: cinematography, models, Hanfu, commercial aspects, and history
and culture. Generally, the myth-videos’ comments and the dynasty-videos’ comments had

different focuses.

The myth-video’s comment sections, {ilj and $, contained minimal discussion

about the Hanfu and the history and culture. The main topics were the beauty of the models,
requests for store links, and inquiries regarding cinematography (video technology, story,
background music, location, etc.). The majority of comments also contained self-deprecating

jokes about not affording Hanfu and the beauty of the models. This was true in 1| in
particular. The attitude towards the models was also often objectifying and sexualizing. Under

{llj, two netizens commented “{R¥F, FKEZEK(E= * o + =) “Hello, I am Dong Yong(= * o *

=)" respectively “tALZR(11EF. . HE—NIMREXKNFLS1E” “Hello seven mountain

fairies ... I am a heart-like Dong Yong toad”, requesting the models to marry them by
referencing the video’s legend about Dong Yong, who married all seven fairies. Another

commented “Lady Snake is so charming, sexy” under . The models were regarded as

objects to view rather than active creative participants. This may stem from the focus on myth
rather than dynasty which shifts the focus from historical accuracy to creative freedom of the
director through mythology. It may also stem from the director of both myth-videos being

male and thus catering to a male audience and the male gaze.

In the three dynasty-themed videos, the comment section focused on the
Hanfu, history and culture, and cinematography. In comparison to the myth-videos’
comments, the dynasty-videos’ cinematography discussion focused on the creator as a Hanfu

participator and a creative voice rather than only a videographer and editor, as in the myth-
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videos. There were no sexualizing or objectifying comments, instead they focused on praising
the models as active participants and creative individuals. The dynasty-videos mainly sparked
conversation about the Hanfu, discussing skirt designs, historical accuracy, sewing tips, etc.

As the myth-videos’ comment sections contained less discourse on the Hanfu
there were fewer examples from these comment sections. However, although the proportions
of discourse on each topic differed, all videos appear to uphold similar views and discuss

similar topics regarding the discourse on the Hanfu and Han-nationalism

Han-Nationalism and Hanfu accuracy
Using Kecheng Fang’s (2022) method of analysis, two broad themes emerged from the

analysis: the importance of historical accuracy and Han-nationalistic themes.

Firstly, the netizen strongly and blatantly expressed the importance of accurate
historical representation of the Hanfu and traditional culture, and oftentimes demanded it.
Comments often praised accuracy and criticised or questioned perceived inaccuracies. This
was obvious in one comment on JX: “EMELLMEERBRAFEL T, XN T EEELH
& “Fuck, it looks much better than the ancient TV dramas now, this is the real ancient
times”. The netizen praised the video for its highlighting of the “real” ancient culture whilst
simultaneously criticising TV dramas for failing at it, a comparison which was common
across all comment sections. The netizens did not merely care about the overall “look” of the

video but paid close attention to small details as well. This can be seen in the comment “{/R

%, BRGRMNOUTRORE, REERKARFTLHELR, AERRRIGE R
TR, BRuRERRNLITTREEGFE, HAAZRAY” “Hello, I think your video

is very good. The costumes and make-up are very antique, but the hair accessories are a bit
too modern. | feel that it may be better to use restored hair accessories. I haven’t said anything
else”. The netizen complimented the accuracy whilst still criticising the accessories for being

too “modern” and not sufficiently reflecting the ancient style.

Furthermore, the preservation of the Hanfu’s historical accuracy was not only

appreciated amongst the netizen, but oftentimes assumed as a given. One netizen’s reply
under ¥, “SEE X RTEXEEIN, HiFSEFIRTER. MEIMERLHET,
NIZETNEAFTEERG SRV Z—. ~ “This year the National Silk Hanfu

Festival is Han-Jin themed, perhaps [it] will become fashionable again. But it’s too graceful,

[it’s] probably the one style with the most inconvenient movement and applicable to the
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fewest situations.”. Another wrote: “[EJk, FHIMIE, WLHBERASE. ESHEE
HSFiRE, M8, BREEAMIFINARHE. ” “Because, if you wear it to go out, Quju
is indeed the most inconvenient. But the Quju is truly very dignified, serene. [It] suits this
kind of especially big occasion super much.”, shows that the netizens assume that the Hanfu
cannot be altered and instead choose to avoid wearing certain Hanfus instead of altering them
for modern use. In the same thread another netizen commented “3 X RERGEAME LT
LEXBRMTZHK, PEREERBGASTF RS HIHREREM “Isn't contemporary
ethnic clothing just to highlight the beauty and arts, and fellow ethnic minorities don't wear
the worn-out clothes of the ancient society either.” suggesting that the ancient clothing is
meant to display ancient beauty and does not need to be actively worn in daily modern

society.

The netizen also noted the importance of preserving the ancient shape of the
Hanfu which they appear to consider “correct”. “... B2 NR—E 2 EHIA A BEIRFR A
AR, MEEARAXNFOIINITTERTT T “... But Hanfu definitely must have form to be

called Hanfu, if the form isn't right, then it's okay to just call it Han-elements.” (8 likes) The
netizen appear to protect the Hanfu’s integrity as a cultural garment, further strengthening the
idea that the Hanfu is strongly defined, and that the netizen do not wish to allow the definition
to become muddled. Additionally, the netizen writes “Han-elements”, suggesting that they

consider the Hanfu the property and inheritance of the Han-people.

The importance of historical accuracy also extends to the presentation of

traditional culture. In 58 the two models drink water out of a set of glass cups with a jug. Nine

comments address the perceived inaccuracy in the use of see-through glass, and several of

these suggest using porcelain instead. One netizen wrote “It NMEEFTMNE BT T, RIEE
&5 B BL” “It would be better to change the Ruyao pot and cup, anyway, porcelain is more
suitable”. Another netizen separately wrote “{RiX E N IKEMRIRBHFH AEX T, RiXFF
SEEATET” “Your Chinese-style glass glasses and jug is too disengaging [for the
audience], I can’t watch it from the start to finish” to which the creator defended the historical
accuracy to their choice citing “l§1H&EIFRE, FEXNEER LR EREER. BHE
M X ZFEE¥1E” “Let me tell you quietly, there were colourless transparent glasses in the

Western Han-dynasty. Exhibited in Guangzhou Nanhan Erling Museum”. Additionally, in
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another instance, one netizen pointed out that “E— P BELEE X, FBENEEFE
1 “The first shot of flipping the book page is wrong X, ancient books are flipped from

right to left”. It is clear that the historical accuracy of the video content is of great importance

to both the viewers and the creator.

The second trend showed Han-nationalism through comments on the Hanfu’s
Han-ethnic origins and Han-ethnic identifying sentiments. In the video section it was
established that the Hanfu represents the Chinese history and culture. However, the[se]
comments suggest that it is more specifically considered to Han-history and culture. Netizen
generally agreed that the Hanfu is the clothing of the Han-ethnicity, as seen in the comments
“EeZ B RAIEZHZIRERMF “It’s our forefathers’ clothes after all” under il], and “Z& ;X

KA “Wearing my Han-family’s clothes” (11 likes)” under ;X. The netizen also expressed
pride in relation to the Hanfu. “¥RE XM F & = A ERT LW £E XA C XL EE
BaA A A NG EH AR ENEK” “Hanfu is so beautiful. I am a dignified Han-
nationality. | have gorgeous clothes. Chinese civilization, benevolence, righteousness,

propriety, wisdom, and trust. | think the Han-nationality is the best nationality in the world.”

(36) (Z%). The pride appears rooted in the Han-nationality and its culture, which is displayed

visually through the Hanfu. The netizen also appear to consider the Han-nationality and the
Chinese civilization synonymous, as shown in the previous sentence’s use of “Han-
nationality” and “Chinese civilization”, as well as in the comment on Z% which reads “FXHy K
G, hRET, RHNEEHAR[GU]EO][EL0]” “Oh my god, it's so beautiful,
my Huaxia [China] my Han [Give heart emoji][Give heart emoji][Give heart emoji]” (2 likes)
and its reply “(E BTN 2 RIFSH, XREBIHELE KRIK” “Huaxia and Han are
equated, and the predecessor of the Han-nationality is the Huaxia nation”. The first comment
first and foremost states the netizen’s identification with the Han-culture and the Chinese
nation. The first comment also directly states a pride for the Han-culture and the Chinese
nation separately but states the two together suggesting a feeling of the two being connected.
The reply, however, directly and explicitly states the netizen’s opinion that the ancient
Chinese nation is the ancestor of the contemporary Han-nationality, thus suggesting that the
ancient Chinese self-image and the Chinese nation (Zhou, 2004) stems from the Han-people

and culture. Using the term Huaxia also suggests that the netizen identify with this ancient
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self-image of the Chinese nation and people, and in combination with Han-nationality

suggests that the two are interpreted and considered synonymous.

The netizens’ Han-nationalism and definition of the Hanfu is apparent in the

comments relating to dynasties as well. On three occasions in the comment sections of 7R and
7YX, netizen posted comments listing the properties of each dynasty’s Hanfu, but all comments

excluded the Manchu-governed Qing dynasty. One under ;X read

FNRIGBEAR. BRONRIMEZES . EF (BiE#H) WSFE. RE
XIREHRRS . BHEDRmELE. AMFEHNRZE, WA,
R, HERAEE S-HHEKKEPEAIRENESE. Qin-Han
dynasties clothing are genuine and simple, Tang-dynasty system Hanfu is simple
and graceful, Jin-dynasty system (Northern and Southern dynasties) is ethereal
and graceful, Song-dynasty system is refined and stylish, Ming-dynasty system
is dignified and graceful. To comprehensively survey the beauty of China’s past
dynasties’ Hanfu, it can be graceful, it can be flexible, it can be natural and

prosperous, each one represents the Chinese people’s unique aesthetics.

(630 likes). The exclusion of the last dynasty is suggestive of the netizen’s opinion that the
Qing clothing “Qingfu” is not a part of the Hanfu system as it was not mandated by the Han-
people. Supporting this claim, one netizen wrote “55&H] T, FHARFEEIXAR? ~ “Leave the
Qing-dynasty system, can Manchu clothes count as Hanfu?” (14 likes), blatantly questioning
the Qing clothing’s right to count as a Hanfu and indirectly opposing it. Additionally, the first
reply under the comment copied its content and added “/& %3t & 774 “Qing-dynasty

system [of Hanfu] revived the dead” (41 likes) to which another agreed writing “5¢%F, 1#4%

L EELE, FAFHEL, BFXNELEMAEENZE, ~ “laughed to death, God damn the
resurrection of the dead, but it is true that Qing-Han women have a kind of dejected beauty.”
(38 likes). A third netizen wrote “J& %l AR AU IR PR 2L “Then Qing-system [clothing] is
called slave clothes” (17 likes). From these replies we can see a trend of speaking ill about
Qing-clothing in a mocking tone. By contrast, two netizen replied inquiring about respectively
praising Qing-dynasty clothing. Additionally, the comments do not appear to attack the
Manchu-people. This suggests a widespread opinion wherein the majority appears to not

consider Qing-clothing a part of the Hanfu system, whilst a minority may.
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Further, some comments directed their criticism outside of the Chinese sphere
and at the neighbouring Japan and Korea, suggesting cultural theft by the neighbouring

countries. This suggested Han chauvinism. On ;X one netizen wrote: “Fg 1t 3 X R et = F1 AR
F9R L “Northern and Southern-dynasty Hanfu is the source of the kimono” (5 likes) under

5¥ whilst another commented

FHRAEBNARZAGHETHRE, BCEFIARFABNGTE (HE
THERED) RABE (BENZTE) BRAEMNHE (FHER) BRNENE
B (ExFEE) (BXE) (EAABE)  £EHSTRAETIR

B, BEFHRIAAETRERT, FTUAMBEHRESHE PR IZTAE
EFIRE! RMNEBRNOARKSFTRZFHNEHRAEE I ARG LT
#k 4! Hanbok is the jacket and skirt with the right lapel and chest in the Ming

X4

Dynasty. Let’s go to see Li Gonglin’s ancient painting of the Northern Song
Dynasty ‘Ming Emperor Hitting the Ball Picture’, the Song Dynasty painting
‘Avalokitesvara in Fish Basket’, the ancient painting of Zhou Chen in the Ming
Dynasty ‘Piyu Picture’ and the Ming Dynasty Qiu Ying The ancient paintings of
‘Garden Girls Visiting the Garden’, ‘Pictures of Hundred Beauties’ and
‘Pictures of Beautiful Women’ are all jackets and skirts with cross-collared right
lapels and chests, which are the kind of jackets and skirts with cross-collared
right lapels and chests in Hanbok, so the so-called Hanbok is actually the right
lapel and breast-length jacket and skirt from the Ming Dynasty! The hanbok you
see Dae Jang Geum Lee Young Ae is wearing is our Ming [system] right lapel
and breast-length jacket and skirt!

(10 likes) under %. In addition, the creator of the video replied “[Z5/{y AT B9 BRI X (L A<
JERL & E My “[Give Xinxin] The origin of their [Korea] clothing culture is China” (2
likes) agreeing with the netizen’s claim.

This also extends outside of the Hanfu to the cultural, one netizen commenting
“BAREMRBBILFZLTRMELESZ . RERERON— e AEFLHEE—
e FEAFRANEE ERXEHETONMKRFIL" BAFE", HNK. . 7 “Japan

has learned a lot from Song-dynasty, and one of the annoying things now is that when

searching for some tea sets on Taobao or some websites, there are basically four big
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characters ‘Japanese tea ceremony’, I can see. .” (13 likes) and receiving the replies “[@! T
LEENEZHATERL “same! 1 get annoyed when 1 see Japanese tea ceremony when
buy tea sets” and “FEAW, FHAABRMM. HLHANE RAEHFHE, " “No
matter where you are, seeing Japanese style is annoying. | hope our domestic brands will get
better and better.” (1 like). This comment thread plainly expresses criticism and dismay at the
Japanese culture amongst the netizens. These feelings appear to be rooted in the Chinese
netizens’ understanding that ancient Chinese culture is the origin of much ancient Asian
culture, and that Japan’s culture is inherited or taken from it, in this instance from the Song-
dynasty. Using tea culture as their argument, the netizens thus display feeling “annoyed”. This
annoyance appears to stem from their understanding that ancient Chinese culture’s role as the
“original” culture is dismissed and unknown, and that the inheritors of the Chinese culture,

Japan and Korea as stated above, has stolen it by claiming it as their own.

Taken together, these results suggest that netizens clearly distinguish the Hanfu
as a culturally and historically rich garment of the Han-nationality. It strengthens the idea that
the netizens consider it a representation and integral part of the Han-nationality and culture,
both in the past and the present, and thereby a Han-ethnocultural symbol. Therefore, in
combination with their current strong identification with Han-identity and culture, Huaxia,
they identify with the Hanfu as the ancient costume of their history and ancestors and
therefore themselves as well. Furthermore, as data suggests that the netizens also consider
Huaxia, the Chinese nation, and the Han-nationality interchangeable, it is plausible to make
the connection that the netizens’ Han-nationalism translates into their perception that China is
built on the Han. Thereby, according to the netizens Han-nationalism may be considered
Chinese nationalism, and the Hanfu considered the national garment of China. It also
strengthens the idea that the Chinese netizen not only view the Hanfu as a piece of their
history, but personally identify with it as the clothing of their Han national heritage, thereby
Chinese national heritage, which they are continuing to uphold.

4.2 Modernizing ancient history: the Chinese state’s relationship with ancient
culture and the Hanfu Movement

“Xi Jinping establishes success over historical traumas and national rejuvenation as titular
themes of his administration” (Johnson, 2021). The Chinese government wants to rejuvenate
Chinese culture to reinvigorate the strength of the Chinese nation. The results of the analysis

in 4.1 suggest an interest in and reverence of, as well as a desire to experience and even
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rejuvenate ancient Chinese culture. The Hanfu creators’ rejuvenation and appreciation for the
ancient literature and culture appears to go hand in hand with the state’s nationalism and

contributes to the construction of a Chinese national identity.

Maxwell (2021) proposed in his work that the clothing can be regarded through
Billig’s theory of ‘banal nationalism’; daily exposure to representation of the nation which
creates a shared feeling of national belonging, a sense of tribalism through national identity,
as well as other theories on nationalism. The data presented in 4.1 suggests that the Hanfu is
both strongly associated with ancient Han-culture and is established as an ethnocultural
symbol of the Han-nationality. Through Billig’s theory, the Hanfu symbolises the national
identity which creates a sense of tribalism.

The Chinese government’s nationalism depends on overcoming and rectifying
the trauma from the Century of Humiliation and negative Western modernization and
imperialism which oppressed and brutalized the nation after transitioning from culturalism to
nationalism (Guo, 2016; Johnson, 2021). To rectify the issues and pain of the westernization
in the Hundred Years of Humiliation, the Chinese government aims to reclaim their national
identity from before the West to heal their cultural identity. Therefore, highlighting their
unique Chinese traditional cultural traits to eschew Western influences to reclaim the ancient
Chinese culture and national identity that made them strong in the first place is what the
Chinese state sees as the solution to the issues of strength. The goal is social rejuvenation,
revival of the Chinese nation as well as the establishing and strengthening of China’s position
in the global environment (Johnson, 2021; Kubat, 2018). As argued in the section on literature
and theory: according to Xi Jinping, the acquisition of the ‘China Dream’ is dependent on the
stability and cohesivity of the Chinese society, and the stability and cohesivity of Chinese
society is in turn dependent on the population identifying with the Chinese national identity,
an identity which is shaped by the Han-majority of the Chinese population but maintains the
importance of a ‘united front’ and ’ethnic unity’ (Johnson, 2021). The Hanfu’s status as an
ethnocultural symbol of the Han-majority is both a source of pride and of reverence. “The
behaviours of Hanfu enthusiasts represent the positive implications of patriotism to the

country by demonstrating individual’s passion for Chinese heritage” (Xie, 2022).

The Hanfu Movement’s reverence and dissemination of ancient Han-culture
and Han-clothing promotes the Han-culture and its properties as beautiful, desirable and the
true traditional and ancient culture of China. This particular idea aims to make the adherents

to the Hanfu Movement feel united under the umbrella of a common history and ancient
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culture. This feeling of agreement and union in one common heritage, the Han-culture, thus
supports the government’s aim to strengthen the Chinese nation through national cohesion
based in a common culture. The Hanfu Movement appears to create the cohesion and
unitedness founded in Han-culture that the CCP aims to create in society. It could thereby be
argued that the Hanfu Movement provides the government’s Han-national identity with the
cultural and historical content it requires to create and strengthen it and the nationalism
behind it. The Chinese state thereby acquire the Chinese national identity they need to for the
stability and cohesivity of the Chinese society and thereby the ‘China Dream’.

Contradictorily, the aforementioned “... identity which is shaped by the Han-
majority of the Chinese population but maintains the importance of a ‘united front’
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and ’ethnic unity’” (Johnson, 2021) has the potential to exclude the people who do not
identify with the Han-identity. The Hanfu being presented as the primary and only “Chinese”
historical costume is controversial as there are five Chinese minorities with national clothing
and historical identity of their own. As seen in the comments above, the Qing-clothing was

not considered Hanfu as it belonged to the Manchus.

5. Conclusion

Research into different elements of ancient Chinese culture was thorough across all videos. It
is seen in the deliberate fusion of literature and visuals, the careful incorporation of small
details to express strong associations to the myths, the thorough explanation of the process of
ancient crafts, and the accuracy of the Hanfu in regard to the denoted dynasty. The historical
accuracy was of particular importance. The degree to which the videos stuck to historical
accuracy varied, but even the least accurate video was highly accurate. The most historically
accurate video referenced its sources and displayed the cultural information in an educational
manner. Although the videos strongly adhered to historical accuracy, they retained a
playfulness in their approach to the cultural content. This hints to of a stance of reverence and

respect rather than sacralisation.

The great care taken in the use of cultural artifacts, and the deliberate decision
to utilise them and their historic value and connotations suggests that the interest in history
and culture extends beyond the aesthetic that the culture may provide for their video’s
“looks”. In this way, the content extends beyond the general enjoyment of literature, legends,

and storytelling, suggesting a deeper appreciation for the traditional Chinese culture and a
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feeling amongst these creators of identifying with this culture and the traditional craft,

practices, ceremonies, and rites that go along with it.

The comments suggest that the netizens clearly distinguish the Hanfu as a
culturally and historically rich garment of the Han-nationality, a representation of it, an
ethnocultural symbol of the Han-nationality. The comments suggest that they consider the
Hanfu the ancient costume of Han-history and ancestry, and thereby their own too. They also
suggest the netizens view of Huaxia, the ancient concept of the Chinese nation, as the Han-
people’s nation. It also suggests an opinion that the Hanfu is the national garment of China. It
also strengthens the idea that the Chinese netizen perceive the Hanfu as the clothing of their
Han-national heritage, thereby Chinese national heritage, which they are continuing to

uphold.

The Chinese government works to build and perpetuate a national identity. The
government is encouraging this national identity to create national cohesion amongst the
people and thereby acquire strength and stability in the country. This national identity is built
on the Han-majority’s ancient culture and history. In combination with the Hanfu, this
suggests that the Hanfu Movement, with its strong Han-cultural, historical, and nationalistic
connection, acts as an anchor for the national identity and nationalism the Chinese
government wishes to create. While the Chinese government does not explicitly support the
Hanfu Movement, the government does not appear to oppose it either since the they need to
strengthen the support for the government’s nationalism. In conclusion, the Hanfu Movement
may indirectly provide the Chinese government’s Han-centred Chinese nationalism with

cultural substance, which in turn legitimizes the national identity and its nationalism.

Finally, as the videos are isolated to its historical content and refrains from
reference to modern times, the videos do not appear to hold political opinion, they thus do not
introduce an ideological opposition to the established government. It is purely cultural in
content, and culturally aligned with the post-2013 state-led nationalist ideology promulgated
by the CCP Post-2013.
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Appendix
These photos are taken from the Chinese Historical Costume Show 2020 created by 23R 5 J& (the

Chinese Costume Restoration Team), a team of full- and part time employees who work to restore
traditional Chinese wardrobe based on archeological finds, art, literature, etc. The team puts on public

runway shows and broadcasts their work publicly (2 [E®, 2021). Authorization to use the content of

the Chinese Historical Costume Show 2020 was given by the 23R & J& team.
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Fig. 1. Northern Song Dynasty Hanfu, First Version, front (33 % J& Chinese Historical Costume,
2020).

Fig. 2. Northern Song Dynasty Hanfu, First Version, back (233 & J& Chinese Historical Costume,
2020).

41



Jt =R

Northern Song ~D_yna$'m y-"
-

Fig 3. Northern Song Dynasty Hanfu, Second Version, Beizi-style, front upper dress (3R & =
Chinese Historical Costume, 2020).
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Fig 4. Northern Song Dynasty Hanfu, Second Version, Beizi-style, front lower dress (R E =
Chinese Historical Costume, 2020).
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Fig. 5. Western Wei Hanfu, Northern and Southern Dynasties, front upper and middle dress (2R &5
J& Chinese Historical Costume, 2020).

Fig. 6. Loose-sleeved outer blouse of the Early Tang Dynasty Hanfu, front (233 %& J& Chinese

Historical Costume, 2020).
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If someone likes the mountain, he
will be brought by Xue Lixi.

It's both gazing and laughing, and
Zi Muyu is good and sweet.

Take the red leopard and follow
the raccoon, and the magnolia car
and tie the osmanthus flag.

Du Heng was taken by Shi Lanxi,
and Fang Xinxi lost his thoughts.
The rest of the place is secluded
and the sky will never be seen,
and the road is dangerous and
difficult.

The table is independent on the
mountain, and the cloud is rong
and below.

The night is dark, the day is dark,
the east wind is blowing, and the
gods are raining.

Staying in spiritual practice and
forgetting to return, who is Huayu
when you are old.

Picking Sanxiu in the mountains,
Shi Leilei and Ge vines.

Blaming the son, | am
disappointed and forget to return,
and the king thinks about me, and
I will not be idle.

The people in the mountains are
fragrant and duruo, drinking stone
springs and shady pines and
cypresses,

You think about me, but you
doubt it;

It seems that someone passed by that
mountain, and it was me wearing a
sarong waistband with radishes.

Look at how beautiful Qiaoxiao is, and
you will envy my graceful posture.
Driving a red leopard followed by a
flower raccoon, magnolia wooden cart
with sweet-scented osmanthus tied up
as colorful flags.

It's me who wears Shilan waist and Du
Heng, and | break branches and
flowers to give you a lovesickness.

I can't see the sun in the deep bamboo
forest, the road is difficult and
difficult, and | come late alone.
Standing alone on the top of a high
mountain, clouds and mists float and
roll under your feet.

The day is as dark and dark as the
night, and the east wind blows the
gods and rains down.

Waiting for the goddess to forget and
go back, who will make me look like a
flower forever when | get old?

In the mountains, pick the long-lasting
Zhicao, and the rocks and kudzu vines
are coiled around.

Complaining that the goddess is sad
and forgets to go back, do you miss
me, don't you have time to come.

The people in the mountains are like
fragrant Duruo, drinking from the
mouth of the stone spring and covering
the head with pine and cypress,

Do you miss me? My heart is full of
doubts.
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apes chirps all night.

The thunder fills the rain and the | The thunder rolls and the rain is dim,

rain is dark, and the chirping of and the chirping of apes pierces

through the deep night.

The wind is rustling and the wood | The wind blows and the fallen leaves

is rustling, thinking about your rustle and fall, Missing the Goddess is

son and leaving you alone. vainly troubled. [4]

Fig. 8. Lyrics of 18k 1LI 5, original Chinese and translated English (Baidu, 2020).
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Singing pipa at night silk and bamboo like hemp
There is a bearded girl in the restaurant, smiling
like a flower

Colorful feet, brocade boots and copper bells
Search for her in Chang'an city

Dancing sleeves and raising cups and chopsticks
are picturesque

Youro seems to love her

With eyebrows shy and shy under the red candle
His eyes are as cold as yellow sand

oh have a good time

Love it or hate it

Ande and Jun never forget

Avoid life and death

The trumpet sounded, the old man Longtou
chanted

Lang Zuili found him

Hu Xuan made a secret promise

Your heart is not in my heart

oh have a good time

Love it or hate it

happy face but the moon in the water

never forget

Green waist shaking pink tears

Wont meet old people

The grape cup can't be photographed

Xizhou is far away
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Aiya, to have a good time

Love it or hate it

Ande and Jun never forget

Avoid life and death

oh have a good time

lovesickness

happy face but the moon in the water

never forget

Fig. 9. Lyrics of #kf£4E “peach blossom Ji” by I £, original Chinese and translated English (Baidu,

2021a; QQ F &, n.d.a).
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Rabbit teacups played an important role in the
Song ordering tea method. Song Huizong
praised the rabbit teacups in his "Daguan Tea
Theory" that "the color of the teacup is precious,
green and black, and the one with the best jade
hair is the best", and Yang Wanli has "eagle
claws". New Tea Crab Eye Soup, Song Feng
Ming Xue Rabbit Hair Cream".

Yin Rabbit Points One Southern Song dynasty
Lu You's "Miscellaneous Books of Villages and
Communities” recounts: Tea is served on the
stone of Dongshan, the eagle's claws are just
detached, the snow falls on the red silk, and the
fragrance moves silver.

Golden Rabbit Hair - The Northern Song
dynasty poet Huang Tingjian's " Xijiang Moon"
narrates: Rabbit Brown Golden Silk Treasure
Bowl, Songfeng Crab Eye New Soup, no reason

to send second public madness, nectar comes
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from cactus, Golden Silk Treasure Bowl refers
to Golden Rabbit Hair .

Yituhaoyi's "Remains of Xuanhe in the Great
Song dynasty" records: He also used Huishan
Spring, Jianxi Yihaocha, cooked Xingong

Taiping Jiarui tea, and gave Cai Jing to drink it.

01:05-01:13

Before ordering tea, warm the cup first and pass
the tea bowl with boiling water, otherwise the
tea will not float. Then use a small spoon to
scoop out the tea powder, mix it into a paste in
the cup, and pour it with a soup bottle from time
to time. While pouring, use a bamboo teapot or a
silver teaspoon to stir in circles in the cup, which

is the so-called "swipe".

01:32-01:39
Ordering tea was the mainstream form of tea
drinking in the Song dynasty and one of the

representatives of ancient Chinese tea art.

1:52-1:57

Step one: Use a spoon to turn the powdered tea
into a paste. The water should be poured around
the tea, not directly on top of the tea powder.
Step two: The second water addition requires a
straight line back and forth, quick addition and
quick stop.
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Step three: When pouring boiling water the third
time, use the tea whisk lightly and evenly. At
this time, most of the tea noodles are a gone.
Step four: The amount of boiling water added
should be less, and the blowing of the teapot
should be soothing.

Step five: At this time, pour boiling water into
the tea soup to determine the severity of the
blow depending on the state of the tea soup.
Step six: If the dough comes into being at this
time, just stir slowly.

Step seven: The last addition of boiling water
depends on the thickness of the foam and the
degree of solidification. If it meets the
requirements, it can be completed by ordering
tea.

2:17-2:25

Ordering tea is also often used in the Song
dynasty when making tea. It can be performed
by two or more people, but it can also be
decoction (water), order (tea), and be tasted
alone. The physical and mental enjoyment it

brings to people can evoke endless aftertastes.

3:29-3:35

After ordering the tea, divide the tea soup into
cups for people to drink, one spoon per cup, and
the foam of each cup of tea soup should be even.
It is more elegant and interesting to perform tea

ceremony etiquette when tea is divided.
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Fig. 10. The original and translated text of the on-screen 4% video, entailing the tea ritual process and

information regarding the ancient teabowl “S Z 3"

50



