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Abstract

7KLV�DUWLFOH�DQDO\]HG�KRZ�WKH�GLHUHQW�HGXFD-
tional and cultural organizations in China, es-
pecially since Jiang Zeming’s Patriotic Education 
campaign, have used the video game format to 
favor nationalism and rewrite the country’s past 
through cultural digital techno-nationalism. A 
holistic methodological analysis was carried out 
that combines cultural journalism, sociology, in-
ternational relations, and audiovisual commu-
nication. As a preliminary result, we can note 
that the importance of the Chinese video game 
medium to promote state ideology and unite 
society around a series of myths and historical 
themes.

KEYWORDS

Digital nationalism, History, Video games, Ideol-
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Resumen
En el presente texto vamos a analizar cómo los 
diferentes organismos educativos y culturales 
del país asiático, especialmente desde la cam-
paña de Educación Patriótica de Jiang Zeming, 
han utilizado el formato de los videojuegos 
para favorecer el nacionalismo y reescribir el 
pasado de China a través del tecnonacionalis-
mo digital cultural. Todo ello bajo un prisma 
metodológico holístico que combina el perio-
dismo cultural, la sociología, las relaciones in-
ternacionales y la comunicación audiovisual. 
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In each nation, people tell stories of how they 
have reached their current situation, from the 
most basic forms of social organization (family 
nucleus, tribe, group, collectivity) to the most 
complex. A central element in the creation of 
these narratives is knowing those episodes that 
are selected to be remembered and those that 
are preferred to be forgotten. It is the way in 
which states build their national identity (Wang, 
������ S�� ����� )RU� GHFDGHV�� GLHUHQW� FRXQWULHV�
and international agents have been using the 
video game format to spread their reinter-
pretation of the past within their borders and 
defend their current position in international 
JHRSROLWLFDO� VWUDWHJLHV�� $V� GLHUHQW� VWXGLHV�
have analyzed with interest, such as Observant 
States: Geopolitics and Visual Culture (Macdo-
nald et al., 2010), a large part of the popula-
tion understands international politics and the 
PDLQ�ZDU�FRQȵLFWV�WKDW�GHULYH�IURP�LW� WKURXJK�
images. If they are accompanied by sound, vi-
GHR� DQG� WH[W�� WKH� HHFW� LV� HYHQ� JUHDWHU�� 7KLV�
combination highlights the power of empathy 
to homogenize all these elements and impact 

the viewer (Schrier & Farber, 2021). There are 
QXPHURXV�H[DPSOHV�WKDW�FRQȴUP�WKH�UHOHYDQW�
role played by video games as a mechanism for 
transmitting and expanding the internal and 
external ideals of a nation in India, Pakistan, 
Bangladesh, South Korea, Turkey, etc. (Venegas 
& Moreno, 2021; Moreno & Venegas, 2020).

Focusing our attention on China, as the jour-
nalist Minxin Pei (2001) pointed out, “national 
experiences and collective memory constitute 
a powerful force in decision-making in matters 
not only internal but also foreign policy.” Educa-
tion and culture, in all their manifestations and 
formats, have played a preponderant role in for-
ging this past identity. It has had the intention of 
unifying the mind of the population in a series 
of capital principles, with the capacity to project 
the future of the country in a hegemonic con-
WH[W�DQG� LQWHUQDWLRQDO�UHDɝUPDWLRQ��%DVHG�RQ�
the works of Zheng Wang (2008 and 2014), the 
patriotic education campaigns orchestrated by 
the Chinese Communist Party from the time of 
-LDQJ�=HPLQJ�WR�WKH�FRQȴJXUDWLRQ�RI�D�QHZ�FXO-
tural identity will be studied (Liu, 2012). The use 
that has been given to digital media (Schneider, 
2018) and propaganda (Brady & Juntao, 2009) 

Como resultado preliminar podemos avanzar 
la importancia del medio videolúdico chino 
para favorecer la ideología estatal y cohesionar 
a la sociedad alrededor de una serie de mitos y 
temas históricos.
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Nacionalismo digital, Historia, Videojuegos, 
Ideología, Control estatal, China, Jiang Zeming.

Resumo
Neste texto vamos analisar como as diferentes 
organizações educacionais e culturais do país 
asiático, especialmente desde a campanha de 
Educação Patriótica de Jian Zeming, utilizaram 

o formato dos videogames para promover o 
nacionalismo e reescrever o passado da China 
através do tecnonacionalismo digital cultural. 
Tudo isso sob um prisma metodológico holísti-
co que combina o Jornalismo Cultural, a Socio-
logia, as Relações Internacionais e a Comuni-
cação Audiovisual. Como resultado preliminar, 
podemos adiantar a importância do meio de 
videogame chinês para favorecer a ideologia 
estatal e unir a sociedade em torno de uma sé-
rie de mitos e temas históricos.

PALAVRAS-CHAVE

Nacionalismo digital, História, Videoagmes, 
Ideologia, Controle estatal, China, Jian Zeming.
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will be analyzed with the ultimate purpose of 
focusing on video games, an element of great 
value recognized by the Chinese Communist 
Party itself for updating history and the foreign 
spread of Chinese culture.

Parks M. Coble (2010) of the University of Ne-
braska questioned, when referring to China, 
“can the past serve the present?”. The answer is 
HPSKDWLFDOO\�DɝUPDWLYH��7KH�JUHDW�SDVW�HSKH-
merides have been updated through the new 
formats and technological channels of the last 
decades of the 20th century and the beginning 
of the 21st, such as the world of video games, 
and have given rise to what Schneider (2018) 
KDV�GHȴQHG�DV�GLJLWDO�QDWLRQDOLVP��ZKLFK�

“… describes a process in which al-
gorithms reproduce and enforce the 
kind of biases that lead people to see 
the nation as an important element 
of their personal identity and as the 
main locus of political action. The bi-
ases themselves are much older than 
GLJLWDO� WHFKQRORJ\�� :H� FDQ� ȴQG� WKHP�
in all kinds of social networks, which 
frequently transmit the symbols of na-
tionalism to their audiences. Digital na-
tionalism is special because these ex-
isting biases are further strengthened 
and made to seem natural by virtue of 
the pervasive personalization process-
HV��SUHIHUHQFH�ȴOWHUV��DQG�JURXS�EXE-
EOHV�WKDW�KDYH�FRPH�WR�GHȴQH�FRPPX-
nication in the internet age. (p.b18)”

Some models of this expression of symbols 
and traditional cultural heritage can be found in 
the enormous success of several Chinese vid-
eo games that have recently appeared, which 
follow this dynamic, as well as in the recovery 
of ancient analogical games and customs from 
VHYHUDO� FHQWXULHV� DJR�� $W� WKH� FRQȵXHQFH� EH-
tween the two is where one of the paradigms 

of this new nationalism lies, not without a 
strong ideological and propagandistic charac-
ter. In February 2011, China’s National People’s 
&RQJUHVV�SDVVHG�WKH�FRXQWU\ȇV�ȴUVW�ODZ�RQ�WKH�
protection of the country’s cultural heritage 
(Chinese Policy Observatory, 2011), which was 
intended to enhance the preservation of its 
KLVWRULFDO��OLWHUDU\��DUWLVWLF��DQG�VFLHQWLȴF�OHJDF\��
Within this heritage, there are almost 900,000 
GLHUHQW�HOHPHQWV��7KH�ODUJH�&KLQHVH�WHFKQRO-
ogy conglomerates, led by Tencent, have put 
the enormous potential of their creations at 
the service of this measure. One of the most 
striking cases is that of the video game King 
of Glory, also known as Honor of Kings (2015), 
which in just two years reached more than 80 
million downloads and, in May 2017, became 
WKH� PRVW� SURȴWDEOH� PRELOH� WLWOH� RI� WKH� ZRUOG�
(BBC WORLD, 2017). It is an online multiplayer 
YLGHR�JDPH�LQ�ZKLFK�WKH�XVHU�ZLOO�ȴQG�VRPH�RI�
the great heroes and heroines of the country, 
many of them from the Three Kingdoms period 
(from 220 to 280 AD), such as: the Lord of the 
Lü Bu war; Cao, last prime minister of the old 
Han dynasty and leader of the Wei kingdom; Liu 
Bei, Emperor of Shu; Diao Chan, one of the four 
great beauties of ancient China; or the great 
general Han Xin. In addition to bringing these 
narratives closer to millions of people inside 
and outside the country, it has participated in 
the promotion of intangible cultural heritage 
by promoting events of this nature or partici-
pating in them through its most representative 
avatars. In April 2020, and in collaboration with 
the Shandong Art Research Institute, King of 
Glory joined the city of Weifang, the world capi-
tal of kites (an object very present in the skills of 
some of the characters from this video game), 
to “awaken” the memory of traditional festivals, 
despite the criticism it had received years ago 
IURP�WKH�RɝFLDO�QHZVSDSHU�RI�WKH�&RPPXQLVW�
Party, the People’s Daily (Chow, 2017). One 
PRUH�H[DPSOH�RI�WKH�GLɝFXOW�DQG�FRPSOH[�UHOD-
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tionship between ideology and economy with-
in the country, the oscillation between “tech-
no-socialism and state capitalism” (González, 
2021, p. 21). Local artist Guo Hongli produced 
numerous paper kite models inspired by the 
theme of this title. As Guo Xuendong, head of 
the Shandong Institute, pointed out, “intangible 
FXOWXUDO� KHULWDJH� PXVW� ȴUVW� EH� NQRZQ� E\� WKH�
public so that it is perpetuated among new gen-
erations.” For this reason, Tencent also collab-
orated in promoting the project to protect the 
knowledge of the Eight Immortals (Shangdong 
Business Daily, 2020). This is a group of national 
deities of special veneration, who according to 
traditional beliefs, existed on earth during the 
Tang or Song dynasties and practiced alchemy 
and some methods to achieve immortality. 

7KHUH�LV�DQ�RɝFLDO�FXUUHQW�RI�UHLQWHUSUHWDWLRQ�RI�
the past in accordance with the current approa-
ches of Chinese politics, which is relying on in-
teractive digital creations for its dissemination 
and disclosure. A multitude of references are 
counted within this dynamic. One of them is 
The Han Dynasty Imperial Mausoleums Museum 
(Pai Jia Digital Creative Technology Co, 2017), 
which uses virtual reality to view in all kinds of 
details the resting place of the great emperors 
of the Han dynasty, including the famous Te-
UUDFRWWD�:DUULRUV�� WKURXJK�GLHUHQW�FOXHV�DQG�
puzzles related to Chinese history. This is ano-
ther example of the contribution that culture 
can achieve within the new nationalism of the 
Asian giant, in an analog or digital playful for-
mat. 

���7+(�+Ζ6725Ζ&$/�9Ζ'(2�
*$0(�$7�7+(�6(59Ζ&(�
2)�1$7Ζ21$/Ζ60
Chinese society is currently experiencing a dou-
ble cultural identity confrontation between two 
paradigms that are linked at the same time in 
the antithesis between the other and the self 
(Wu, 2014): modernity and tradition. This clash 
is especially visible in the generation born in the 
eighties of the last century. They are the great 
EHQHȴFLDULHV� LQ� WHUPV�RI�PDWHULDO� DQG� HFRQR-
mic prosperity of the country’s spectacular pro-

)LJXUH��

Screenshot of Cao in King of Glory.
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gress in recent decades. Most of these young 
people are characterized by a culture of global 
mass consumption, in which the Internet and 
electronics are some of its most characteris-
tic features. They express a desire for cultural 
EHORQJLQJ�GLHUHQW�IURP�WKDW�RI�WKHLU�SDUHQWV��
born into the revolutionary idealism of the Mao 
era. Their identity and historical vision are dee-
ply linked with the contemporary media. 

The story is “freed” from traditional textbooks 
and is integrated into everyday life through po-
pular media culture: movies, TV dramas, video 
games, etc. The story is associated with nostal-
gia, entertainment and is understood as a cul-
tural product of consumption. For this genera-
tion, as Liu Kang (2012, pp. 17-19) points out, 
present Chinese history has little relevance or 
practical implication for their current life. This 
does not mean that they do not feel a great pa-
triotism towards past episodes or any “aggres-
sion” against the political, cultural, and social 
identity of the nation. 

Following the April 2008 riots in Tibet and the 
international protests over the Beijing Olympic 
Games, thousands of overseas Chinese stu-
dents mobilized on social media against the 
“distortion and demonization” of China in the 
Western media. Likewise, during the Sichuan 
earthquake of that year, there was a huge par-
ticipation of the younger sectors of the popula-
tion in actions of help and assistance. Although 
they are complacent participants in the global 
consumer society, at the same time, they are 
increasingly aware that resorting to the com-
mon history of the country is the best way to 
identify themselves with others. Progress can 
only develop through the memory and mainte-
nance of historical tradition. These “millennials”, 
described as xiao fenhong (‘little roses’), are in-
creasingly nationalistic and actively combat 
WKRVH�ZKR�GR�QRW�VXEPLW�WR�WKH�RɝFLDO�UHJLPH�
in any digital medium (Li, 2017). The prolifera-

tion of historical video games or the presence 
of elements referring to the cultural and politi-
cal heritage of the country in these digital crea-
tions does nothing more than respond to this 
demand and the desire to spread Chinese cul-
ture throughout the world. 

This context determines the nature of most of 
the video games with a historical theme and set 
in China from the year 2001 (date of release of 
Three Kingdoms: Fate of the Dragon, Object Sof-
tware) to the most recent. Chinese-style video 
games based on stories from imperial China, 
myths, legends, folklore, and literature, adopt 
Confucianism, Buddhism or Taoism, as well as 
other philosophical and religious components 
to build their narratives and game rules. 

With a strong nostalgic tone, this genre of pro-
ductions is designed to “provoke cultural sym-
pathy, longing for one’s roots, and the search 
for identity” (Li, 2020). Most of the titles move in 
WZR�JHQUHV�RI�ȴFWLRQ��WKH�wuxia and the xinxia, 
set in the world of the jianghu. Wuxia means 
‘heroes of the martial arts’ and within its com-
ponents are mysticism and legends, normally 
exaggerated in the narratives, in an environ-
ment that promotes the exploration of the 
world and the freedom of the characters that 
transit it. In its essence, there is a great contrast 
between the simplicity of life in ancient China, 
with great adventures that transcend the lives 
of simple humans. The xinxia genre is situated 
with a “high fantasy” component in which he-
roes with natural powers face all kinds of de-
mons or evil creatures in universes divided into 
GLHUHQW�NLQJGRPV��$OO� WKLV�GHYHORSV� LQ�DQ�DU-
chitectural and material setting with elements 
of past Chinese dynasties. 

In short, these are societies governed by mar-
tial codes of honor and courage, in idyllic lands-
capes, rivers and lakes, in a never-ending stru-
ggle between Good and Evil, the jianghu (Yuen, 
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�������ΖQ�WKH�YLGHR�JDPH�ȴHOG��RQH�RI�WKH�ȴUVW�
obligatory references is The Legend of Sword 
and Fairy (Softstar Entertainment, 1995), who-
se excellent reception has caused this series 
to extend its creations to the present. The vi-
deo game paradigm combines all the named 
aspects of wuxia, xinxia and jianghu, in a real 
historical context. Gods, demons, fairies, hu-
mans, and ghosts appear in a period that ex-
tends from the origins of the universe, with 
the appearance of the mother goddess Nüwa 
and Pangu, creator of the Earth, until the time 
of the Northern Song dynasty (centuries X-XIII 
AD). Over the years, and according to techno-
logical improvements, this type of video game 
has advanced in aspects of details, visuals, and 
sound. There has also been a greater interest 
LQ�LQFRUSRUDWLQJ�GLHUHQW�FRQWHQWV�WKDW�DUH�LQ-
creasingly associated with the country’s cultural 
signs in the narratives and in the objects, practi-
ces and decoration that appear in them. 

The developers of Jade Dynasty (Perfect World 
Games, 2009), a free-to-play online game, wor-
ked with several scholars and curators to show 
their characters’ weapons in the most accurate 
and detailed way, including traditional Lonquan 
swords with an antiquity of more than two 
thousand years. In addition, the mural pain-
tings of Dunhuang (dated to the Tang dynasty, 
7th-10th centuries AD) and the Confucius tem-
ple in Nanking have been incorporated into the 
scenes. Today, this cultural constellation serves 
not only as a background for the game, but also 
for a deeper experience through its richness of 
detail and artistic nuance. Lu Xiaoyin, executive 
director of this company, argues that these ga-
mes also can promote national culture abroad 
through rules and mechanics that are common 
to any interactive creation (Ru, 2019).

Within Chinese historical video games, the do-
minant theme is related to the Three Kingdoms 
period (2nd-3rd centuries AD), a turbulent time 
RI�FRQIURQWDWLRQV�EHWZHHQ�GLHUHQW�WHUULWRULHV�
EXW� ZKLFK� XOWLPDWHO\� OHG� WR� WKH� XQLȴFDWLRQ� RI�
China. The relevance of this event, one of the 
constitutive milestones of the country’s natio-
QDOLVP��KDV�EHHQ�ZLGHO\�UHȵHFWHG�LQ�WKH�GLJLWDO�
ȴHOG��7KH�KXJH�QXPEHU�RI�WLWOHV�WKDW�GHDO�ZLWK�
it attest to this and do nothing more than res-
pond to the growing demand of the population 
to relive these events. In addition to projecting 
the past context into the present, this format 
serves to publicize scenes of daily life, from dice 
games to the demanding exams that citizens 
who wanted to join the imperial civil service had 
to pass; as seen in Wu Confucian Painting Volu-
me - Apocalypse (Wuru Xiaosheng, 2020) or Call 
Me Emperor (Clicktouch Co., 2020). On STEAM, 
one of the main digital platforms for down-
loading video games, around thirty titles can be 
found by entering the word “Three Kingdoms”. 
On Google Play, almost a hundred games can 
EH�IRXQG�RQ�WKH�VDPH�WKHPH��ȴJXUHV�WKDW�DUH�
undoubtedly surprising even considering their 
gigantic size. population.

)LJXUH��

Jade Dynasty screenshot highlighting a bucolic past.
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�� POLITICAL PROPAGANDA 
$1'�Ζ'(2/2*<�Ζ1�
9Ζ'(2�*$0(6
Historical memory is one of the fundamental 
features in the formation of group identity. Au-
thors such as Anthony D. Smith (1999) empha-
size that ethnicity, nation, or religion are the ba-
VLV�RI�KLVWRULFDO�P\WKV�WKDW�GHȴQH�ZKR�EHORQJV�
to a group, what it means to be a member of it 
and who are its enemies. These myths usually 
have a factual basis, but that is selected or exa-
ggerated in its historical representation. Group 
identity is based largely on the memory of cer-
tain confrontations throughout their existence. 
And the recourse to these past episodes can 
EH�GLYHUVLȴHG� LQ�WZR�ZD\V�� ȊFKRVHQ�JORULHVȋ�RU�
“chosen traumas” (Wang, 2014, p. 20). Whether 
one or the other option is transmitted from 
generation to generation, through the family, 
education, political spheres, or through partici-
pation in ceremonial rituals of exaltation (joy) or 
pain (trauma, such as the Nanking massacre or 
the Sino-Japanese War of 1937). Both elements 
serve as a timeless union between the collec-
tivity of a certain nation. Memory is used, for 
better or for worse, as a connecting link. 

This link between memory and history is partic-
ularly powerful with the participation of the ed-
ucational system. Schools are the basic social 
institutions for transmitting national narratives 
about the past. After the events of Tiananmen 
Square in 1989 (an authentic exercise of oppo-
sition and challenge to the almighty Chinese 
Communist Party by the citizens), the politician 
Deng Xiaoping concluded that this serious in-
cident demonstrated the “carelessness” on the 
part of the authorities for the “ideological edu-
cation” of the population. In 1991, Jiang Zeming, 
the leader of the Party, promoted the patriotic 
education campaign:

The objectives of the patriotic educa-
tion campaign are to boost the spirit 
of the nation, increase cohesion, foster 
national self-esteem and pride, conso-
lidate, and develop the widest possible 
patriotic united front, and direct and 
unite the patriotic passions of the mas-
ses toward the great cause of building 
socialism with Chinese characteristics. 
(Wang, 2008, p. 788)

The idea was to link national pride and patrio-
tism to the ideological vindication of the Com-
munist Party but determined by the history of 
the country. Communism was to be combined 
with traditional culture, using the past to ser-
ve the present. However, on this occasion the 
class struggle was not useful to conform to 
their patriotic interests. A decade later, and in 
view of the technological changes experienced 
worldwide, the deputy director of the Propa-
ganda Department of the Chinese Communist 
Party presented a report in which he appealed 
to the media and new interactive formats to 
promote state ideology (Nie, 2013). In 2005 at 
the United Nations 60th Anniversary Summit, 
Party General Secretary Hu Jintao appealed to 
traditional Chinese culture to achieve a har-
monious world. From the Ministry of Foreign 
$DLUV� DQG� WKH� DFDGHPLF� ȴHOG�� UHVHDUFK� ZDV�
promoted between ancient diplomatic theories 
(from the imperial era) and contemporary di-
plomatic strategies (Yu, 2014).

7KLV�UHGHȴQLWLRQ�RI�WKH�SDVW�LQ�DFFRUGDQFH�ZLWK�
state interests and applied to the world of vi-
deo games reached its peak in 2005. Hand in 
hand with Shanda Interactive, the largest onli-
ne gaming operator in the country, the General 
Administration of Press and Publications (in he-
reinafter AGPP), the Propaganda Department 
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of the Party Central Committee, the Central 
Civilization Bureau and the Communist Youth 
League promoted the Chinese Heroes (Zhong 
Hua Ying Xiong Pu) project. The objective was 
to develop games based on historical events 
that “stir” the consciences of the population (Li, 
2020, p. 2). This initiative intended, in addition 
to promoting the national digital industry, to 
maintain government control of a medium with 
D�JUHDW�LGHRORJLFDO�LQȵXHQFH�RQ�\RXQJ�SHRSOH��

For this reason, in September of that same year, 
an “anti-addiction system” was launched in Chi-
na in online games “to protect the physical and 
mental health of players”, one more example of 
the ambivalence between political, ideological, 
and economic interests. Among these measu-
res was the appearance of messages on the 
screen reminding them “that they exceeded 
the recommended time and that their per-
manence in front of the computer is harmful” 
(Dickie, 2005). And, most importantly, to repla-
ce the time spent on fantasy video games of 
foreign origin (especially Japanese and South 
Korean) with others aimed at reinforcing ethics, 
morals, and knowledge of national glories in 
WKH�IRUP�RI�FHUWDLQ�ȊH[HPSODU\ȋ�KLVWRULFDO�ȴJX-
UHV��-LDQJ�	�)XQJ���������:LWKLQ�WKH�ȴUVW�SKDVH�
of this project (which had the pretentious goal 
RI� ȊUHYLYLQJȋ� ����KLVWRULFDO� ȴJXUHV�� ȴYH�QDPHV�
were included. First, Lei Feng, an iconic soldier 
of the People’s Liberation Army. A model of the 
0DRLVW�HUD�NQRZQ�IRU�KLV�VHOI�VDFULȴFH�DQG�XQ-
blemished ethics. In Learn from Lei Feng, Xue Lei 
Feng, (Shanda, 2006), distributed mainly among 
students, the game mechanics encouraged 
them to perform “collaborative acts” such as 
sewing and darning socks to gain experience 
and progress. The ultimate goal was, imitating 
the life of this character, to be able to meet the 
supreme leader, Mao Tse Tung. A sixth grader 
in Yuexiu District, Jin Jao, perfectly summed up 
the purpose of this “memory” creation: 

As long as my experience, reputation, 
skills, and loyalty meet the criteria of 
the game, I will win and meet Chair-
man Mao. I still have several tasks to 
perform. I will work hard and strive to 
get the president’s autograph as soon 
as I can. (China.org, 2006)

Another of the “heroes” chosen for its digital 
release was Zheng He, a 15th-century Chinese 
Muslim sailor and explorer (although his reli-
JLRXV� DɝOLDWLRQ� ZDV� QRW� KLJKOLJKWHG��� IDPRXV�
for his seven expeditions throughout the Indian 
Ocean. He was designed to remind children of 
the importance of cultural exchange between 
China and other countries. Accompanying Lei 
Feng and Zheng He would also be Zheng Chen-
ggong, a Ming dynasty warlord who claimed 
victory over the Dutch garrison in Taiwan. Bao 
Zheng, a symbol of justice who stood out for 
his intransigence against corruption, was also 
included. Finally, Yue Fei appeared, a great 
warrior of the Song dynasty (12th century), who 
according to legend defeated one hundred 
thousand soldiers of the Jin (Jurchen) dynasty 
ZLWK�MXVW�ȴYH�KXQGUHG�PHQ��'DYLHV�������� 

ΖW� LV� GLɝFXOW� WR� GLVWLQJXLVK� LQ� WKHVH� FUHDWLRQV�
what is indoctrination or educational purpo-
ses, even more so when these “heroes” are 
transferred to the present and must relate to 
the country’s armed forces. Army recruiters 
complain that the new generations are domi-
nated by “spoiled brats interested only in their 
technological gadgets, such as the PlayStation 
Portable (PSP)”. This comment reveals the exas-
peration of military personnel with the value 
system of young people (Naftali, 2014, p. 4). 
For this reason, the Propaganda Department 
of the Popular Liberation Army has promoted 
digital cultural creations in recent times to im-
prove its image and increase its attractiveness 
among said population niche. Within the edu-
cation campaign mentioned in previous pages, 
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a guide for the implementation of Patriotic 
Education was included in 1994 to strengthen 
the civic-military unity within Chinese society as 
well as to make youth aware of the importan-
ce of “protect the territorial integrity, national 
sovereignty and independence of the home-
land”. To better convey these ideas, the cam-
paign advocates the use of entertainment as a 
medium of education and presents “the use of 
entertainment as a medium of education and 
employs a broad range of media channels for 
this purpose, including art exhibitions, books, 
newspapers, television shows, video and au-
GLR�SURGXFWV��ȴOPV��FRPSXWHU�JDPHV��DQG�WKH�
Internet.” (Naftali, 2014, p. 6). A recurring the-
me has been the “traumatic and humiliating ex-
perience of Western and Japanese incursions” 
(Nie, 2013). This has led to the direct participa-
tion of the national military in the creation of 
these recreational digital products. Like other 
industries, such as cinema or music, the state 
ideology has made an appearance increasingly 
accentuated in this medium. Unlike American 
productions, Chinese movies and video games 
IRFXV�WKHLU�DUJXPHQW�RQ�VDFULȴFH�IRU�WKH�QDWLRQ�
as the supreme reason. A clear example of this 
is the title Glorious Mission (Giant Interactive 
Group, 2013), in which the player must assume 
as his own the objectives of Chinese internatio-
nal politics, such as the control of the islands of 
the China Sea in dispute with Japan. 

The true intention of this video game genre, 
and in response to the demand made by some 
military authorities, was to increase recruit-
ment and glorify war. As some studies analyzed 
by Alberto Venegas in his work Interactive Past 
(2020) have highlighted, there is a relationship 
between war video games and the improve-
ment of the military reputation among its pla-
yers. This implies that any representation in 
dissonance with state approaches, in this video 
game industry or any other, will quickly come 

up against the heavy curtain of censorship 
(Holmes, 2021). One of the most current exam-
ples of this problem is found in the blocking of 
WKH�WUDLOHU��QR�ORQJHU�GLUHFWO\�WKH�ȴQDO�SURGXFW��
of Call of Duty: Black Ops Cold War (Activision, 
2020) due to the inclusion of an image (which 
occupied only one second of the total) of the 
1989 Tiananmen Square protests against the 
communist government. Faced with Chine-
se complaints, Activision decided to eliminate 
this scene due to the possibility of losing the 
billions generated by this Asian market. There 
is something that is also decisive: the Chinese 
technology conglomerate Tencent owns 5% 
of Activision (Batchelor, 2020). This title is very 
VLJQLȴFDQW�LQ�WHUPV�RI�WKH�SURSDJDQGD�FDSDFLW\�
that the video game world can have, capable of 
bringing historical events to the fore and gene-
rating debate about them. Not only has it anno-
yed China, but it has also earned Russian ani-
mosity by starting its presentation video with 
photographs of Yuri Bezmenov, a KGB deserter 
who achieved great fame in the 1980s by exp-
laining to the media the psychological warfare 
that Moscow was conducting against the US 
(Egorov, 2020). 

)LJXUH��

Censored scene in Call of Duty: 
%ODFN�2SV�&ROG�:DU��6RXUFH��$)3�
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Video games have become one of the main sta-
te cultural industries for promoting nationalism 
and exporting a positive image of China abroad. 
They not only promote this identity trend throu-
gh their content and discourse, but also throu-
gh the laws and policies that surround them 
and reveal their economic importance. One of 
the features of the so-called neo-technological 
nationalism is to protect and promote national 
LQGXVWULHV� DQG� NHHS� WKH� FRXQWU\ȇV� RɝFLDO� GLV-
course “unpolluted” regarding its own past. Of 
the 989 titles approved in 2018, only 30 were 
IRUHLJQ��D�FOHDU�FRQȴUPDWLRQ�RI�WKHVH�UHVWULFWLYH�
policies (Niko Partners, 2019). This implies that 
the State has become a powerful subsidiary for 
the development of national digital companies 
�VXFK� DV� 6KDQGD� RU� 7HQFHQW��� ZKLFK� EHQHȴW�
from these measures but at the same time are 
conditioned by the ideological nature of their 
creations.

These limitations represent an important bur-
den in the process of taking advantage of video 
games as part of the cultural soft power of the 
country. According to the Anholt-Gfk Roper Na-
tions Brand Index, which annually measures 
the image of 50 countries, China ranked in a 
prominent third place due to its “culture and 
heritage” but fell to the worst positions when 
referring to governance and political sphere. As 
various international analysts point out, “peo-
ple already know that China has an ancient and 
rich culture, emphasizing that point more does 
little to foster new visions of the country.” As 
the researcher Nicholas Dynon (2014) points 
out, the motto of Chinese public diplomacy 
“all culture, no politics” will have little success 

regardless of the medium chosen for its pro-
motion (as in this case, interactive video-game 
digital products) if it does not there is a change 
in the political structure. We consider, in line 
with works such as those by Halter (2006) and 
in agreement with these arguments, that this 
genre of outlined videogames will mainly have 
a nationalist component with a propagandistic 
and educational purpose. 

From a cultural point of view, and with clear na-
tionalist references, Chinese interactive digital 
creations are part of the strategy to reinforce 
the country’s identity through the projection of 
a past that is extolled among the new gener-
ations. This desire to recover ancient heroes, 
traditions, and values, such as the Three King-
doms period (there are more than a hundred 
video games centered on this era), to highlight 
the value of national culture and history, not 
only among its citizens but beyond the Great 
Wall. This is part of the broad debate in which 
the country is going through and oscillates, 
that is, choosing the path of tradition or mo-
dernity. This technological nationalism, follow-
LQJ� 6FKQHLGHUȇV� GHȴQLWLRQV�� IRVWHUV� DQ� LGHQWLW\�
current through content and narratives in all 
kinds of formats, among which the digital gam-
ing industry is especially relevant. In addition, 
the policies and regulations that surround it 
also show the economic importance that this 
industry represents for the Chinese State: us-
ing the past to serve the present and link the 
past glories and the contributions of the Chi-
nese people to universal culture as an example 
of the present position that the country wants 
to achieve hand in hand with the Chinese Com-
munist Party and its current leaders, such as Xi 
Jinping. 
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